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PETER HAIDU 

PREFACE 

The fruitful cooperation of the Institutes of Literary Studies of the 
Bulgarian and Hungarian Academies of Sciences dates back to 1981. 1 

Initially it was a contact between the departments for literary theories 
of two socialist academics; later it comprehended whole institutes in 
countries that both became members of the European Union. The con­
text has changed immensely, but the intense intellectual climate of the 
encounters of groups of Bulgarian and Hungarian literary scholars did 
not. Workshops, conferences, academic visi1s, and joint publications 
characterise the cooperation, which resulted in the foundation of a book 
series in English called Images of the Orher in Litera,J' Communica­
tion. The first volume was published in 2006, and it has taken six years 
to prepare this second one. What we are offering here is not a usual 
volume of conference proceedings, but rather a selection of papers rep­
resenting tbe achievement of two research institutes of literature and 
their cooperation. Some articles based on presentations in two Bulgar­
ian-Hungarian conferences make up a part of this book. The first of 
those conferences was entitled Images of 1/ie Other in literary Com­
munication: Dialogues, lnte,ferences. the second li1erature and lit­
erary Criticism. Six papers from this volume were presented in those 
meetings - some of them in abbreviated or in a "work in progress" 
fonn to provoke scholarly discuss ion. Five other papers were submitted 
directly to this volume. Angel Angelov and Maurice N. Fade l presented 

Sec Radosvet Kolarov, .. Preface .. in Rados\CI Kolarov & GyOrgy C. 
K.ilm.\l.n (ed.), Images oflhe Other in literary Comm11nica1ion. Sofia: Penev, 
2006, 10- 17. 
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other papers in the conferences, while J6zsef Szi li , Gyorgy C. KB.Iman 
and G:ibor Bezeczky could not attend. All these colleagues have played 
very important roles in the history of the cooperation of our institutes, 
therefore their contribution is characteristic of the joint research in the 
realm of dialogue as an approach to literary communication, literary 
criticism, and otherness . 

The editors decided to open the book with Nikola Georgiev's pa­
per, which - in its title - simply puts a question mark at the end of 
the title of one of the conferences, to emphasise his doubts about the 
concept. The article discusses the problem of notions travelling from 
one discipline to the other. Literary criticism is always looking for new 
sources of inspiration, and dialogue with other disciplines sometimes 
fert ilises the ground, yet sometimes it does not. Let me refer to the 
wider context of this problem in the discourse on language - first of all, 
academic language. Capturing a notion of any discipline and putting 
it in the context of literary scholarship is metaphor, both in the origi­
nal meaning of the Greek word (metaphora - transposition, bringing 
something somewhere else) and as a rhetorical tenn. Metaphors play a 
central role not only in explaining concepts, but also in inventing them 
by creating connections between different areas of discourse.2 Professor 
Georgiev is happy to embrace the metaphors of "literary communica­
tion" and "dialogue," but very sceptical about the usefulness of"inter­
ference," a notion of physics, in literary studies. 

J6zsef Szili scrutinizes a case where phi lology, literature, and phi­
losophy seem to interact. In Der A,ifang der Philosophie, Hans-Georg 
Gadamer attributed a constitutive trait of Plato's philosophy to the liter­
ary qualities of the dialogues, and claimed that in the transition of Greek 
philosophy from mythological appreciation to conceptualization (from 
mythos to logos) fictionalization ranked high as a genuine structural el­
ement of philosophica l specu lation. Meanwhile Gadamer's reconstruc­
tion of pre-Socratic phi losophy in view of its Platonic reception seems 
to be subordinate to his conviction that Heidegger's revolution was 
unprecedented in the history of philosophy. ln Szi li's representation, 

Th~ literatur~ that can be quoted here is immense, therefore I refer only 
10 two 1mpona~t items: _Jacques Derrida, "White Mythology", transl. F.C.T 
~oorei, New literary HIStory 6 (1974): I, 5-74; Paul Ricoeur The Rule of 

e1ap or. transl. Robert Czerny, London: Routledge, 1977. ' 
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philology also appears as a sort ofliterature, creating various fictions of 
Plato's intellectual development and li fe hi story based on and/or result­
ed in various possible chronologies of the dialogues. 

The interaction of literary and anthropological studies is discussed 
by Alexander Panov. The fertilizing influence of anthropology on liter­
ary studies is immense, from the problems of communication, through 
the organ ization of discourse and the construction oftex:t to its percep­
tion and its impact on society and the individual. Panov's paper offers 
a wide survey of these possible aspects. Where he finds the real focus 
of the anthropological approach to literature is the concepts of literary 
genres, where all those aspects intertwine. He convincingly argues that 
anthropological approaches logically (or necessarily) resull in generic 
discuss ions, since the focus on the communicative situation and social 
embeddedness leads towards genres primarily determined by those is­
sues. Genre does not seem such a fashionable notion nowadays when 
the post-modem prefers to mix: up different genres and challenge ge­
neric presuppositions. However, a previous (possibly pre-theoretic) 
knowledge may be necessary both to the production of a piece literarure 
that breaks up with generic traditions, and its appreciation on the part 
of the audience. 

The subsequent papers tum to literary history, although they also 
have very solid theoretical bases for their approach. Byron had an im­
mense influence on 19111 century Hungarian literature. Orsolya R.ikai 
analyses the academic aspect of th is influence, and the various theories 
Hungarian literary historians elaborated to understand why Byron of all 
British poets was so important for the Hungarians. The purpose of the 
paper is not to reach the correct answer to that 19111 century question, 
but to understand the ways those scholars tried to reach an answer. It is 
interesti ng to see how much they focused on the biography of the au­
thor, and a supposed correspondence between personal li fe and literary 
production. 

The Avant-Garde movement in Hungary received double crit icism, 
both from the literary circles of conservatism and classical modern­
ism. Gy6rgy C. K.ilmfln offers a broad survey of arguments which were 
made use of in the discussions to discredit the Avant-Garde. TI1e circles 
using those arguments were not allies ( despite the fact that they had a 
common enemy) and they were not involved in any kind of dialogue 
with each other about the common topic. Their discourses, however. 
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interact with each other, and the locus of that interference is very proba­
bly the discourse of literary history, where new connections are created 
between parties that from many other viewpoints (including their own 
self-representations) used to be antagonistic. 

Radosvet Ko larov is interested in the inner dialogue of the human 
being, especiall y the literary author or their creative self. Three cas­
es of self-discrepancy seem especially intriguing from his viewpoint: 
self-revision, self-criticism, and self-destruction. William Wordsworth, 
Friedrich Nietzsche, and Nikolai Gogol respectively are the analysed 
examples. Even in those extreme cases of broken lines of life (which 
provoked rather radica l, confronting ways of self-dialogue) literary 
history tends to find a solution to create a coherent life story for the 
authors. In other cases, the authors themselves do anxiously bridge the 
gap between the ir al ienated selves. 

A secret in a literary text initi ates a delicate interplay between nar­
rators and readers, s ince the latter must be informed of existence, or 
even of the content of the secret. Peter Hajdu's paper ana lyses various 
samples from this viewpoint, starting with Euripides' Hippolytus and 
Ion, where-due to the absence of any narrator-the interplay of se­
crecy develops between the agents, the chorus, the gods, and the audi­
ence. The other samples are taken from European novels (Thackeray's 
The History of Henry Esmond, Kundera 's The Unbearable lightness of 
Being, and J6kai 's Friedrich Trenck and Franz Trenck). Secrecy often 
functions as a hint at a secret order or a hidden entity that guarantees or­
der. The order, or rather the impression of arrangement, may function as 
a suggestion of a secret sense. The meaning can be described as these­
cret of literary texts, which is always present in the form of a promise.1 

It is difficult to tell ifGtibor Bezeczky offers a critique of Stanley 
Fish from the angle of linguistic heterogeneity or he discusses the topic 
of linguistic heterogeneity departing from a critique of Fish. Whal is 
sure_ 1s that th~ int~rfcr~nce of linguistics and literary studies proves 
particularly fnntful m th is case. He does not simply describe some basic 
contradictions in Fish's theories, but also ex plains that literary criticism 

We would like to_express our gratitude towards AkadCmiai Kiad6 for their 
penmss1on to_ re-pubhsh the_ papers by J6zsef Szili and PCter Hajdu that ap­
:;;::11•;c~:~.Joumal Neohehcoft (volumes 34/2: 167- 189 and 35/2: 203-213, 
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cannot get rid of this kind of contradiction without challenging the con­
cept of linguistic uniformity. 

Angel Angelov investigates how Erich Auerbach developed his 
idea of a European philology. Concepts of literary or cu ltural geogra­
phy play an important role in this investigation. As a student of romance 
philology in Germany, Auerbach already had to cope with issues of 
looking at the subject either from inside or from outside, and when he 
was forced to leave the western world and tried to do literary research 
in an environment where it had no real tradition in the European sense, 
such problems must have been oveiwhelming. Exile in Istanbul prob­
ably contributed to his commitment to elaborate his concept of Euro­
peanness. 

Andras Kappanyos challenges a narrative of literary history, which 
seemed to tell a story of interference, as if The Waste land had been the 
fruit ofa shared creative effort ofT.S. Eliot and Ezra Pound. A careful 
analysis of the variations of typed manuscripts and biographical data, 
which give the paper the air of a detective story, results in undermining 
the inherited (and quite attractive) story of the genesis of the poem. 

It is rather a commonplace that happiness cannot be a tempting 
topic for literature. ("Happy families are all alike; every unhappy fami­
ly is unhappy in its own way," begins Tolstoy's novel Anna Karenina). 
Maurice N. Fadel approaches the theme of happiness from a different 
angle through the concept of time. If "happiness comes as a sudden 
occurrence, without being expected or wished for," if it "breaks the 
sequence of past, present and future," if it is actually not time-bound, 
then it is highly problematic to represent happiness in narrative, which 
is more or less about time. He takes the example of The lover by Mar• 
guerite Duras to show how the uncatchable nature of happiness can be 
represented - as an exception of rare moments in the genera l unhap­
piness represented as the rule. The analysis of this novel, however, is 
naturally connected to the main topic of this book; the encounter of a 
poor European girl with a rich Chinese man creates the opportunity to 
refer to many types of tension (as in gender, class, race). Since the lov­
ers become speechless towards each other (and can communicate only 
with their bodies), and it is the girl (or rather a woman who used to be 
that girl) that speaks, Fadel's discussion can focus on the representation 
of the other, and the possibilities of communication. 



NIKOLA GEORGIEV 

THE IMAGES OF THE OTHER IN LITERARY 
COMMUNICATION: 

DIALOGUES, INTERFERENCES? 

Some of the key concepts we are dealing with, such as literary 
communication and interference, might enjoy unanimously acceptance 
but they may also produce hesitation or even resistance. And we can 
well understand why literature seems to be the most contradictory cre­
ation of human thought and language - so contradictory that literary 
concepts are doomed to be vulnerable, contestable, insufficient, no mat­
ter whether they are ancient or modem, whether they are as familiar as 
'mimesis' or 'structure'. 

Side by side with the feeling of hesitation or resistance, 'literary 
interference' may cause something more: a slight bewilderment. The 
Bulgarian speech practice confines the word 'HHTEP<l>EPEHLU1.51' to 
the field of physics and nothing but physics. As far as I know, it is 
the same case with 'fNTERFERENClA' in Hungarian. In English the 
words 'interfere' and 'interference' have at least ten synonyms, most of 
them with negative and pejorative meanings. 

This situation calls attention to at least two problems concerning 
the terminology of literary criticism. The first one is the translatability 
or untranslatability of literary concepts from one language into another. 
~ate t~at there are tv:'o main tenninological zones in Europe; Gennan-
1c•Slav1c and Romamc•English.) The difficulties and the risks of their 
translation are a black spot for most literary critics. 

The second problem resides in the willingness of literary criticism 
to borrow ideas, images and metaphors from other fields of knowledge, 
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be they adjacent or remote. In the 20th century physics became one of 
the most generous donors. The swing of the pendulum was an old prob­
lem which had troubled many physic ists, Galileo among them. At the 
beginning of the 20th century Heinrich WOlflin, der Kunsthistoriker, 
applied the image and the metaphor of the swinging pendulum ('das 
Pendelverfahren') in order to visualize his audacious ideas on develop­
ment. Volkelt in Germany used the word 'Abbruch' and Slonimski in 
Russia the word 'cpbIB' to present their views on the grotesque. 

Or take another example. Let us consider the following words: AZ 
ANYAG ELLENA...LLASA and ANYAGELLENALLAS. Most Bulgar­
ians, I am sure, will find them rather difficult to pronounce but quite easy 
to understand. Joking apart, in Bulgarian they mean 'cbnpOTHBJ1eH11e 
Ha Ma-repuana.' This is a discipline taught at technological universities 
and causing many a poor student to go to the examination with a sink­
ing heart. It raised, however, no fears in the Russian formalist Victor 
Shklovsky, who recruited the physical concept COnPOTHBJIEHHE 
MATEPHAJlA in hi s vocabulary. For Shklovsky, himself a fiery car 
driver, the metaphor was well suited to his technological idea that the 
work of literature is a machine which is put together by means of de­
vices (nPH"~Mbl) and which the literary analyst could dismantle. Here, 
however, we run into another linguistic difficulty. The English-speaking 
world, I have been told, prefers the expression ' strength of materials' 
while Shk.Jovsky's idea needs 'resistance'. What could have happened 
ifShklovsky had been thinking and/or writing in English? In short, one 
docs not need to be a Humboldtian in order to admit 1hat what we think 
and say about literature depends to some extent on the language we use 
(Hungarian, Russian, French etc. And that extent, I believe, is greater 
than we are ready to admit). 

I have strayed into a digression full of banalities and far from our 
topic but I could not help it. Otherwise I would be unable to swallow the 
combination of literature and HHTEP¢EPEHL{IUI. To be frank, I do 
not understand it but that is nothing much to complain about. The haz­
ier, the more nebulous the vocabulary of literary criticism, the stronger 
its effect might be. The writings of Roland Barthes and Jacques Derrida 
have given enough proof of this. 

The other combination, that of communication and literature, infor­
mation and literature, sounds reasonable and even predictable, especially 
after the brave borrowings from physics, neurology, botany (for instance 
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'literature and etiolization '), sociology, etc. etc. The liaison between liter­
ature, information and communication seems so relevant that it might be 
difficult to discern the dangers hidden under the surface of that relevance. 
I have chosen some of these dangers as the subject ofmy paper. 

It so happened that structuralism on the one hand and the theory of 
information, communication and cybernetics on the other moved side 
by side towards their intellectual and socia l rise. They went through 
a connubial honeymoon - whether happy or not, I do not know. For a 
good number of structuralists, the high level of organization of the lit­
erary text means a high level of information, respectively low entropy 
and redundancy. Some of them reached a point which I would call se• 
mantic absolutism. In Prague, Jan Mukafovsk)' declared "Everything in 
the literary work is meaningful" (VSe v dile je V)'znam), in Mosow and 
Tartu Yurii Lotman insisted that there is no constituent part of the work, 
minor or major, which is not a bearer of meaning. 

The structural ist views were one-sided and narrow-minded, as is 
any other idea or concept about literature. As structuralism's heirs, de­
construction and postmodernism made the best rhetorical use of that 
one-sidedness and swung the pendulum to the opposite end. Methinks 
this kind of movement is very characteristic of the history of literary 
criticism. 

Now, witnessing the dec line of Deconstructivism I wou ld prefer 
another approach, that of Reconstructivism. Literature, Reconstructiv• 
ism says, is a mixture of diametrically opposed or contradictory char­
acteristics. As any attempt to enumerate them is hopeless, let us return 
to our subject. Phrased as it is, the topic 'Images of the other in literary 
communication: dialogues, interferences' does not question the pres­
ence of communication and interference in literature. I do not either. 
What I would like to do is to recall the outworn and often evaded ob­
servation that literature is at the same ti me non- and/or anti-communi• 
cation, non- and/or ant i-interference. It would be a mistake to treat the 
members of these pairs isolated from each other. 

The contradiclion or the opposition is to be found on the levels of 
c~ntcn_t an~ of expression. On the level of content, literature overflows 
with s1tuat1ons of imposs ible, difficu lt or denied commun ication. The 
examples are too ~umcrous to list. I shall only remark that the tragedy 
of Romeo and ~uhet, if it is indeed a tragedy, would look different if 
there were mobile phones in Verona. It would be better to tum to some 
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already systematized material, such as Elizabeth Frenzel's highly in­
structive book Motive der Weltliteratur (third edition 1988). It presents 
fifty-seven of the most popular literary motifs, among them verfeindete 
Briider, Doppelganger, lnse\dasein, Hahnrei. Twenty-seven out of these 
fifty-seven speak about impossibility or unwillingness to commune, 
about solitude, covering up the truth, about lies, alienation, mistrust and 
many other precious good manifestations of human nature. The other 
thirty motifs are predominantly ambiguous and only a small number of 
them clearly bring out the meanings of communicativity, understanding 
and good will among people. lfwe put our trust in literature, we must 
admit that the human race is not the domain of these virtues. Literature, 
of course, exaggerates in both directions, the communicative and the 
non-communicative. ln literature the world is not only split, it is also 
intensely exaggerated. 

We could find the same form of split and polarization on the level 
ofexpression, that is oflanguage in literature (I do not accept that there 
is a language o/literature). A modest dose of imagination could encour­
age us to look for some link between the two levels, one which Charles 
Peirce would call iconic. 

Language in literature: there is hardly any other place where lan­
guage is so crucified between admiration and mistrust. Literature has 
the old habit of speaking explicitly about language. One trend is that of 
glorification. If, according to Heidegger, language is the home which 
people inhabit, literature would add that this is its cosiest home, one 
where it feels most at ease. Literature is even more enthusiastic when 
speaking about specific national languages. The story began perhaps 
with Dante and his 'De vulgare eloquent io ', continued with 'Defense et 
illustrat ion de la langue franyaise' by Ronsard and Bellay, with Manin 
Opitz in Germany and reached its peak with verses like these: 

Or: 

De lobogsz meg 
sze\ kaszabolta magyar nye\v 

(Koszoni-Wreath) 

Oh j61 vigyazz, mert anyfld nyelvCt biztak 
Rad a szflzadok / s azt meg vell vedened 

(A magyarokhoz) 
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The Bulgarian equivalent of these verses is "ElttK cseweH Ha 
MOirre .ae.nH .... " by Ivan Vazov or .,EJmcbT HH e DJIBCH ..• " by Pencbo 
Slaveikov. We speak of language myths: the French language, they say, 
is logical, Ita lian is beautiful, German is coarse and Russian ... Oh, 
Russian is seJJttK 1111H, Mory•mH pycCKi-iH 113hJK. L iterature is among the 
most zea lous creators and propagators of language myths, and only a 
few of its myths are negative. 

Literature can express its homage to language openly, explicitly 
but can also do so silent ly by revealing, intensifying and demonstrat­
ing the capacities of the language. All conceptions in criticism have 
stressed this feature and Neohumboldtians like Leo Weisgerber and 
Hennann Siedler bluntly call literature "eine Bluthe dcr menschli­
chcn Sprache". Th is flourish ing, however, reaches a point where in­
format ion and communicat ion turn aga inst themse lves. There we can 
fi nd somethi ng of what we ca ll li terariness ("J111111epamyp11ocmb", in 
the jargon of the Russ ian forma li sts). It is necessary, it is possible 
but also very peri lous 10 speak about information and communi­
cation in general. The various speech types and genres require ap­
proaches and measures of their own. And while speaking of literary 
communication, we put the logical stress on 'literary' and not on 
'communication'. 

The contradictory and oppositional nature of literature spreads w 
its attitude towards language. Literature weaves garlands of glory round 
language but literature also rebels aga inst language. This sp lit attitude 
is as old as human culture. For some people language is our snug home, 
while for others, say Nictzshe, it is a Kerkerhouse, a prison-house. 
This is how matters stood and still stand in philosophy, religion, the­
ology (for instance Meisler Eckhardt), ethics, psychology (for instance 
Lacan) and elsewhere. And what does literature do? It makes use ofthis 
old conflict, intensifies and manipulates it, bringing it to the edge oflit­
crary convemion. This is a centuries- long process which did not begin 
with Malanne, as Julia Kristeva argues. 

Literature suggests or gives expression to what can be tenned its 
li11g11is1ic dissatisfaction in many vari eties of ways. It can press even 
more the unstable combinatory frame of language and create what 
Noam Chomsky called semi-grammatical expressions. It can press 
the unstable frame of the vocabulary and coin semi-languages like the 
=oum of the Russian futurists. It can speak in a totally shaman language. 
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It can pointedly fall silent and thus give ground to George Steiner and 
lhab Hassan to promote the idea of an aesthetic of silence. 

And one more sway in literature. It can speak with self-confidence, 
purposefully, or it can speak hesitantly, searching for expression. We in 
Bulgaria call the first type poetics of the found discourse and the other 
one poetics of the seeking discourse. 

The voice of the speaker in literature is also caught in the swing 
between self-confidence and hesitance in literary discourse. Sometimes 
the voice can trace curves in the history of a national literature. Thus, 
Bulgarian poetry from about the middle of the 19th century speaks with 
a strong, loud manly voice which often turns into a cry in the poetry of 
Hristo Botev (born 1848, killed in the uprising of 1876; some people in 
Bulgaria call PetOfi the Hungarian Botev, some people in Hungary call 
Botev the Bulgarian Sandor PetOfi). Towards the end of the 19th centu­
ry, the pitch of the voice falls to the level of normal speech. The curve 
of the pitch falls headlong down during the first two decades of the 20th 
century, passes through the whisper and reaches silence. I have in mind 
the so called Symbolism. Parallel with this curve, the trust in language 
also goes down sharply. The poetry of Peyo Yavorov begins to speak 
about the ineffable, the inexpressible. 

Here I would like to add a few words on interference. Physics text­
books tell me that interference is "a construction in space of two or 
more waves with equal periods as a result of which the amplitudes of 
the resultant waves ... " and so on. I did my best to decipher the formula 

A= ✓ A12 + A22 + 2A1A2 cosqi. 

I do not understanding why but at the end of all my efforts I knew 
even less than before about interference in literature. Whatever it may 
be, I shall follow once again the principles of Reconstructivist think­
ing and shall put without delay 'non-' or 'anti-' before 'interference". 
Whenever we say something about literature, we could immediate! say 
or think the opposite, the contradictory or at least something differ . 
Each will have a grounding of its own, each will be one-sided and in­
sufficient. If there are dictionaries of antonyms (big - little, rich - poorV 
there could be dictionaries of antonymous concepts ofliterary critici~: 
The ideas and the concepts of cnt1c1sm work m close mterconnccfton, 
based mamly on the prmc1ple of negation ~ --

~ ... 
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For the sake of clarity let me replace the paired types of interfer­
ence 'non/anti interference' with 'open/closed'. It is not because open 
and closed are more unambiguous but simply because they are more 
fundamental and more popular; we find them even in cliches like the 
American close reading or the German geschlossene Strnktur. 

Literature is a combination of'open' and 'closed'. The opposition 
acts within the frame of the literary work, among its elements. This kind 
of opposition seems to be the one most neglected by literary criticism 
The next kind is intertextual, the presence or the absence of relations 
among the literary works. Is the work a unit enclosed in itself or not? 
If this question is at all asked, different ages and conceptions offer dif­
ferent answers. We hear from I 8th-century Gennany that the work is 
an organic who le (the so ca lled O,ganismusiislhetik) and that the Ger­
mans have developed Gefiihlfiir das Ganze, a Feeling for the Whole. In 
short, the work is a closed monadic unit. The American New Criticism 
was frankly and in some sense childish ly iso lationist. Structuralism, 
more flexibly indeed, leaned to the same idea. Benedetto Croce ... but 
enough of these we ll known examples. 

This is one of the poles. At the other pole, various approaches open 
the work in different directions. La litterature comparee worked on the 
ground of Influence (author - author), Rezeptionsasthetik opened the 
work to the reader, dialogism and intertextua lity paved the way among 
the works. All of them, however, were surpassed by Deconstruction 
which denied the right of the separate work to be separate. At the third 
stage literature was opened to its near or remote neighbours - though 
indeed only in the imagination of the deconstructivists. 

Each of these poles has its own grounds, its own truth, the equally 
good reason to be accepted or rejected, as Reconstructivism would say. 

I began my paper by adding a question mark after the title and then 
tried to explain my reasons for doing so. I now conclude with a verbal 
question mark: if we speak about communication in literature could 
we _not discuss communication, language and terminology in the field 
of lnerary criticism? 
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GADAMER'S PLATO 

" ... P/aton, der ein ganz grafter Schrifisteller vom 
Range eines Sophokles bezie/111ngsweise eines Shakespeare 

(Gadamer: Der Anfang der Philosophie.) 

" ... Daft der Platonische Dialog, diese entsetzlich 
selbstgefollige und kind/iche Arr Dialektik, als Reiz wirken 
k6m1e, dazu m11ft man nie gute Franz6sen gelesen haben -
Fontane/le wm Beispiei. Plato isl /angweilig." (Nietzsche: 
G6tzen-Diimmenmg oder wie man mil dem Hammer phi/os­
ophiert.) 

Plato's oeuvre as we have it raises the problem of "literariness", 
"literarization", "poetization" or "fictionali zation" in several ways. Any 
encounter with the traditional Platonic corpus compels the student to 
posit a "whole'' and this cannot be done without fanning an idea of 
what a whole is and, consequently, without fictiona lization. Any work 
attributed to Plato involves a distinction between a canon of"authentic" 
works and the "apocrypha". 1 Any discussion of Plato's works involves 
conjectures on their sequence and chronology. Fiction One is the Canon 

Works mentioned by Aristotle (Politeia, Timaeus, Nomoi, Phaedo, 
Phaedros, Symposium, Gorgias, Meno, Hippias Minor. Theaetet11s, Philebus, 
Sophistes, Politicus, Apology, Protagoras, and Crilo) are accepted as authen­
tic. lysis, Charmides, Laches, Crary/us, Hippias Maior, Euthydemus, Mene:.c­
enusare also generally approved as authemic). As to the rest, opinions vary. Al­
cibiades I, Cletopho, Jon and Anteras appear more acceptable than Alcibiades 
JI, Theagenes, Epinomis, Hypparchusand Minos. Of the thirteen Epislulae, the 
authenticity of Epistuloe Vl-Vlll is less disputed. 
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of an Authentic Corpus and Fiction Two is a Logic or System enabling 
the student to arrange the works in an acceptable sequential order and 
a tentative chronological scheme. A further fictional dimension (Fic­
tion Three) is created when the student unravels a "Socrates" and a 
"Socratic philosophy" from the Platonic texts distinct from "Plato" as 
a reliable or unreliable narrator and from "Platonic philosophy". Fie• 
tion Three engenders further Fictions. One of them is memorable: the 
Fiction of Necessa,y Evolution. Such is the inevitable supposition that 
Plato's philosophy is more advanced than that of Socrates or of their 
predecessors. (N. 8. The word "predecessor" carries both a temporal 
and an evolutionary reference.) Another Fiction could be the (neces• 
sary) development of Plato's philosophy with its specific sequential and 
temporal phases. Further Fictions would appoint to Plato a place in 
the evolutionary phases from pre-Socratic to Aristotelian philosophy. 
Another dimension of the inevitable fictionalization is inherent in the 
historical evolution of philology and hermeneutics with a change or 
improvement in the methods of de- and re-fictionalization. 

Attention is, as a rule, diverted from the paradoxical fact that 
Socrates' philosophy, personality and biography2 arc more or less fic­
tional constructs. His philosophy was worded by Plato, and it is hard 10 

determine how close hi s interpretations are to the orig inal utterances. 
The rendering is certainly not verbatim, and the characterization of the 
historical person is a monument to Plato's poetic ta lent. 

Classica l scholars, absorbed in the problem of the authenticity of 
Plato's oeuvre, are cited by others as authorities on the subject. That 
they certainly are, but what they initi ally stated as hypotheses would 
then circu late as a sett led issue, a lasting solut ion. ln the history of 
philosophy, authority is double-rooted: it stems from either the phil­
ological or the philosophica l merits of the solution. Either will grant 
full authenticity. The rhetoric of age and authority confers convincing 
habitual authority to texts initially referred to with caution and reserve. 

Certain assumptions seem to have no apparent need of evidence. 
Such is the idea that in his long career Plato performed a steady progress 

~\-OO:;~a~-~~~:~~~ng the ~esc~~1ion of his mortal agony. According to Paul 
( _ on M1mes1s , in A. 0. Rorty [ed.], Essays onAristolfe's 

~cs. Princeton. Pnnceton University Press, 1992. 73- 96) modem medicine 

um ~=~~!~~:u::a~~~1h~r:~ caused by hemlock [Coni-
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to full maturity. It is unthinkable that his mental progress was at times 
whimsical, contradictory, or that he advanced by haphazard itinerar­
ies or resorted to a game of hit or miss. Friedrich Schleiennacher was 
convinced that right from the beginning Plato followed a preconceived 
scheme in the array or evolution of his philosophy. As a great teacher of 
mankind, he drew up a didactic plan in which the elementary stage was 
fo llowed by an intermediate stage and concluded in a constructive one, 
displaying progress from a simple order to a complex system. 

Other conceptions connect Plato's theoretica l progress to bio­
graphical detail. This procedure doubles our Archimedean fixed point. 
On the one hand, we witness the systematic advance in the philoso• 
pher's conceptual framework, changes in the form and content of his 
philosophy. On the other, the biographical aspect "as such" is at work: 
the adaptation of traditional and inferentia l biographical data and the 
dating of texts3 contribute, or are subordinated, to a scheme of in• 
tellectual ripening. (The two aspects are interchangeable, sometimes 
they are mingled; the harder to disentangle them, the more impressive 
they are.) 

One such conception is buttressed up with a tale about the dis• 
ciple's gradual growth into independence. In this process, Plato gets 
rid of Socrates' influence and develops his own genuine conception, 
especially his doctrine of ideas. A classical model of this approach is 
the chronological arrangement of Plato's works by Eduard Zeller. In 
the first phase Plato is a close follower of Socrates (Hippias Minor, 
Euthyphro, Apology, Crito. Lysis, Laches, Carmides, Protagoras). His 
departure is exemplified by the second phase (Phaedrus, Euthydemus, 
Gorgias, Menon, Theaetetus, Sophistes, Politicus. Parmenides, Craty· 
!us). The last phase is that of full.fledged independence (Symposium, 
Phaedo, Philebus, Politeia. Timaeus, Critias, Nomoi). 

In his Der Anfang der Philosophie Hans-Georg Gadamcr adopted 
a conception of Plato's mental development based on a conceptual and 
rational frame ofreferencc. He thought that Zeller's procedure followed 
a Hegelian scheme of evolution. 

l For a critical study of Plato's biography see Jeno Platthy, Plato:· A Crili­
cal Biography. Santa Claus: Federation of International Poetry Associations of 
Unesco, 1990. (I am indebted to Dr. Laszl6 Ferenczi for calling my attention to 
this important attempt to confront all available sources and suggestions.) 



22 J6ZSEF SZILI 

Sein Grundkonzept ist ein gem1!.6igter Hegclianismus. Das 
hat ihn dazu gefuhn, in der Entwicklung des philosophischen 
Den kens~ und zumal des griechischen Dcnkens- cinen bestim­
mten Sinn zu erkennen. Er sieh1 darin Sinn, aber nichl gemlill 
der Auffassung Hegels die Notwendigkeit einer Entwicklung. 
Im ilbrigen ist die Deutung der philosophischen Oberlieferung 
mittels des Hegelschen Schemas nunmehr cine Konstante unser­
er Dcnkweise, auch wenn man den vollkommencn Parallelismus 
zwischen der logischen Entwicklung der ldeen und ihrem Fort­
gang in der Philosophiegeschichte nicht ohne Einschrlinkungen 
geltcn Hi.J3t. 4 

Obviously the extant texts he lp attribute a coherent conceptual sys­
tem to the philosopher. (Partial "coherence" is equal to non-coherence 
but partial fictionalization may have a beneficial function in the medi­
ation of perfect coherence.) Biographical fictions are welcome for the 
concoction of a compact story like the traditional one: at an early stage 
of the chronological sequence Plato had not yet slipped from beneath 
Socrates' cloak, and as an ardent follower he was fictionalizing the life 
and character of his master; as the distance grew, he tended towards 
abstraction, and instead of the occasional appeal to Socratic myths, he 
developed a clear-cut conceptual scheme and systemic coherence. 

The traditionally accepted writings - thirty-four dialogues, the 
Apology and the Ieners - are arranged in nine equa l groups.5 The major­
ity of the Epistulae belong to the class of less authoritative works. The 
authority of the frequently cited letter Seven is not indisputable either, 
although it is taken by many as creditable biograph ical source. 

A Hungarian scholar, R6ben Falus, refers to a stylistic evolution in 
the sequence of Plato's works. The first phase is represented by Apology 
and severa l brief inductive works with intimate reminiscences of the 
personality of Socrates and ending in inconclusive aporias; the sec­
ond phase by the Politeia and dialogues of soph isticated literary forms 
on fundamental issues of epistemology and dialectics; the third phase 

• flans-Georg Gadamer_, Der Anfang der Philosophie. Aufgnmd der Ob­
erset:1mg a11s dem //aliemschen von Joachim Schulte vom Amor revidierte 
Fassung. Stungan: Philipp Reclam jun. 1996. 26. 
' _ Cf. R6ben Falus, A: amik vi/tig irodalmai (The Literatures of the Ancient 
\\.orld). Budapest: Gondolat, 304. 
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is characterized by a stiff deductive style, large-scale compositions of 
lengthy monologues, constrained reliance on the dialogue fonn, and an 
improved doctrine of ideas.6 

This would mean that the arrangement starts with a running com­
mentary on the death of the Master and an Apology taken down in 
shorthand. As to the rest, the solution depends on what is accepted as a 
formal criterion of philosophical achievement, the dialogue fonn with 
an open, aporetic "conclusion", or a deductive, stiff-styled, constrained 
exposition. Should one accept the portraiture of a Plato surrendering 
open-ended literary approaches for a strictly methodical way of phil­
osophical thought? Or does stiff-styled ponderousness and ambit ious 
grandeur characterize a less mature age, while maturity is revealed in 
elaborate literary composition, constant progress "on the road," a phi­
losophy of open-ended teleology? 

The literary character of the texts suggests an implied author some­
what different from the traditional portraiture of Plato. The implied 
author incarnates an anachronistic union of the four evangelists and 
a philosophically inclined but religiously tempered Paulus. The story 
is a more or less profane salvation story ln which the protagonist is 
the "soul", an immortal traveler in this and the other world, wandering 
through aeons of existence towards final justice and judgement. 

The actual hero, the human figure in the salvation story, is a pious 
though somewhat ridiculous man (bis leg was pulled by contemporary 
comedy writers) who slighted officialdom, rank, gains, position, for­
tune, and had a sense of mission or obsession with telling the truth to all 
and sundry. He died as a just man convicted by unjust law or lawyers, 
adhered to the principle of justice to his last minute, and turned aside 
plans of escape. Alluding to his "daimon" ("guardian angel", "the still 
small voice"), he relied on his own conception or inner sense of honour 
and justice and ignored commonplace, socially accepted utilitarian in­
terpretations. His disciples stood by him to the end and aftenvards flew 
to Megara. In the sequel of these events Athens repented and set up a 
statue of him. 

One of the disciples devoted his life-work 10 immortalizing the 
memory of the Master. He slipped into Socrates' spiritual skin and at­
tempted perfect intellectual identification in order to bring him back to 

' Ibid. 
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life. An inspired union of their intellects and ideas resulted in genuine 
spiritual resurrection. What had once been seen as a specu lation about 
the recreated Socrates now came true. In a passage of Craty/us Socrates 
asks Cratylus to consider what would be the case if some god creat­
ed not only a resemblance, an imitation of Cratylus's complexion and 
shape but also his inward organization with the necessary wannth and 
softness, infusing in it soul, mobility and intellect. Was that merely an 
image of him or himself in a new edition? Cratylus agreed that it would 
be himselfreconstiruted as if there were two Cratyluses. 

This intellectual cloning, spiritual resurrection or resuscitation has 
reached a point at which it is impossible to distinguish Socrates' and 
Plato's share in a common heritage. The materialization of an intellec­
tual union recalls Symposium, the theses on love and the perfect intel­
lectua l union achieved in (homosexual) love. Or it may recall the Old 
Testament: God created man based on his own resemblance and simil­
itude. Or the motif of resurrection in the Christian redemption myth. 

The ethical contexts of this profane redemption story reveal a paral­
lelism between "eros" and "charis" and between "charis" and "agape" 
They lend a new emphasis to the paradoxical conclusion of the con­
templation on ''.justice" in Politeia JO, to an ironic parallelism between 
the principle of the eternal life of the Soul (whose vital inward truth is 
justice for justice's sake) and the utilitarian aspects of the state or the 
doctrines of organized religion. There is a definite parallelism between 
the protagonists' radicalism; their opposition to official politics, the Es­
tablishment, wealth, self-conceit and pharisaic speculation. 

The basic strain in the Socratic and Platonic sense of mission was a 
kin_d of spiritual humanism. It preceded the birth of Christianity by cen• 
tunes. It had, however, several distinctive features: its extreme profani­
ty, provocative intellectualism, relentless indi vidual ism and an inherent 
resistance to institutionalization in the fonn of state order or established 
re ligion. (The Politeia and Plato's political ambitions do not contradict 
~his vein.) Its logical paroxysm combined with a kind of realistic soph­
~sm and fundamentalist scepticism works as an aggressive corrosion on 
its eventual religious disposition. 

This is rooted not simply in Socrates' dictum that myths are pleas­
ant tal_es. We sh?u_ld consider such instances as the ominous move, 
~ade in t~e Pol,te,a, towards radica l censorsh ip in order to preserve 
t e reputation of the deities: the necessity of this dictatorial measure in-
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" dica1es the substantial incompatibility of statehood and justice. Another 
ontological paradox is present in the conclusive section of the Po/iteia. 
Here the solution of the individual and spiritual problem of justice is 
slipped over to a myth attested by reference to Er of Pamphylia, son 
of Annenios, i. e. to second hand infonnation from a man who was 
rumoured to have returned from death. Here the rational core is 1he 
same as that of the religion of agape: the irrational is 1ranscended by a 
belief whose reality lies in its power to change the unreal to real and the 
irrational to rational. 

Gadamer's "wirkungsgeschichtliche BewuOtsein'' and the Problem of 
Priority (Heidegger v. Pannenides) 

An important aspect of the various parachronologica l and parasys­
tematic arrangements of Plato's life-work is that 1hey imply a totality, 
a philosophical perfection or at least an innate tendency towards per­
fection. This aspect seems to be beyond argument, it docs not need, 
apparently, any explanation. Psychological factors are effective in the 
rhetoric of this procedure. Its theses are, as a first step, usually adopted 
as a working hypothesis but in the final account they acquire a kind 
of absolute validity - with undoubted retroactive appeal. Considering 
Gadamer's canon of Plato's oeuvre, we should regard it as embodying a 
twofold conception, one concerning the 1otality of Plato's biographical 
rapprochement to full mawrity and another on the evolution of Western 
philosophy as a whole. 

According to this view, Heidegger's philosophical revolution rep­
resents the summit in the world history of philosophy. In other words: 
if Heidegger set the ultimate boundaries of metaphysics at Hegel's or 
(in certain respects) at Nietzsche's achievement, the beginning (der An­
fang) of the new (non metaphysical) metaphysics was introduced by 
Heidegger. It remains a problem to judge if there was, or could at all 
have existed, a simi lar beginn ing, a simi lar tendency earlier, i. e. in 
antiqu ity, or Heidegger 's move is a radically new, unprecedented, final 
and crowning achievement. The so lution is prcsen1ed in Der A,ifangder 
Philosophie: Gadamer disapproves of Heidegger's exiguous posi1ion 
lha1 Pannenides anlicipated his new metaphysics (the Heideggerian 
non-metaphysics). 
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In other words, this series oflectures is not about what its title sug­
gests - the beginning of philosophy, but about the end of philosophy. 
The end of the "logos-philosophy" - "metaphysics" - the beginning 
of which was, in Gadamer's opinion, the beginning of philosophy as 
such, i.e. in both meanings of"philosophy": a discipline and a distinct 
system of philosophical thought. Der Anfang der Philosophie recalls a 
conversation with Heidegger, an attempt to convince Heidegger that his 
philosophical revolution was unprecedented, that his assumption that 
Parmenides anticipated it was mistaken and therefore Heidegger was 
entitled to the merit of first commencement. Gadamer mentions with 
complete satisfaction that in his last studies Heidegger seemed to have 
acknowledged the priority of his discovery: 

Diese von mir vorgeschlagene Interpretation des 3. Frag• 
ments war, wie ich mich erinnere, Gegenstand einer Auseinan­
dersetzung mit Heidegger. Dieser war mit meiner Auffassung 
des einleuchtenden Sinns des Gedichtes insgesamt nicht ein• 
verstanden. Warum Heidegger daran festhalten wollte, daB die 
Identitat (TO mh6) das Haupnhema des Parmenides sei, kann 
ich gut verstehen. Oas hatte in Heideggers Augen geheiBen, daB 
Pannenides selbst Uber jede metaphysische Sichtweise hinaus• 
gegangen wlire und dabei eine These vorweggenommen hiitte, 
die dann spliter in der abendlii.ndischen Philosophie metaphy­
sisch interpreriert und erst in der Philosophie Heideggers zu ih­
rem Recht gekommen sei. Heidegger selbst hatjedoch in seinen 
letzten Aufsatzen eingesehen, daB dies ein lrrtum war und daB 
sich die These nicht halten laBt, Parmenides habe Heideggers 
eigenc Philosophie zum Tei! vorweggenommen. 7 

Acco~dingly, in this series of lectures Gadamer's precognition 
enabled htm to undertake as a task not the solution of a historicist 's 
problem (~ith whom, how and when phi losophy began, or toiling with 
~re-~ocrat1c fragments, etc., etc.) but the clarification of an eschatolog· 
1cal ~ssue involved in the process of the total history of philosophy (a 
tota~•ty not only of its past but its future too). If the solution is correct, 
the ideal progress of philosophy was not disturbed by an incidental oc­
currence, such as the anti-metaphysical crit icism of Pannenides (or of 
one of Plato's mouthpieces named "Pannenides"). 

' Hans-Georg Gadamer, op. ci t. , 155. 
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Thus, in Gadamer's conviction, an unbalanced conception of evo­
lution was refuted and the two and a half millennia of metaphysical 
philosophy should not any more be conceived as the extended denial 
of a short-lived thesis whose creation was risked at the very beginning. 

Gadamer's discerning correction was the result ofa life-time study 
of early Greek philosophy. The correction epitomizes the substance of 
his conception of the history of philosophy. It underlines the idea that 
Heidegger's revolution in philosophy was more than an important his­
torical event: it represents a new (or true) beginning in the history of 
philosophy. Its significance is global as it has a contextual framework 
encompassing the history of mankind. As a transformation it is compa­
rable to transubstantiations which occur in salvation stories. Gadamer's 
thesis is that this change had absolutely no precedent or prefiguration 
in antiquity. (In my opinion it could not have had any as it is present­
ed as a unique whole, a real "grand rCcit".) At this point the two and 
half mi11ennia of the pre-history of philosophy (philosophy restricted 
to Western canonicity) reached its conclusion. The next phase, a new 
beginning (or the "Beginning") is Heidegger's metaphysics: 

Jedenfalls kOnnen wir erkennen, wie Heidegger ein wahr­
haft radikaler Denker ist, wenn er behauptet, die Metaphysik 
habe sich gewandelt und sei vom gemeinsamen Horizont der 
abendllindischen Kultur in eine neue Metaphysik tibergangcn, 
die er als 'Seinsvcrgessenheit' bezeichnet und im Blick auf die 
Vorherrschaft der Technik in alien Bercichen dcr menschlichen 
Kultur beschreibt, und zwar nicht nur Europa, sondem in der 
ganzenWe\t.8 

A prominent feature of Gadamer's lectures on early Greek philos­
ophy is a pertinacious interest in chronology. His references to Plato's 
works nearly always include a statement on dating. At the end of the 
chapter "Fester Boden. Platon und Aristoteles" he declares, 

Natiirlich cntspricht die Wissenschaftsauffassung, auf die 
P\aton im Phaedo anspielt, noch nicht einmal der, die zur Zcit 
von Sokrates' Tod gait. Niemand zweifclt hcute, dal3 dieser Dia• 
log nicht bald nach Sokratcs' Tod, sondem weit spliter geschrie• 

I Op. Cit., J 74-J 75. 
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ben wurde, vielleich1 zwanzig Jahre danach. Platon greift die 
Figur des sterbenden Sokrates offenbar wieder auf, als er die 
Hauptpunkte seiner Ideenlehre zu umreiOen beginnt und eine 
An von Schule griindct, eben die Akademie, die man eher cine 
wirkliche Schule nenncn kann - im Gegensatz zu den sogenann­
ten Schulen der Sophisten, der A1omisten oder der Eleaten usw., 
die keine lnstitutionen waren.' 

The rhetoric of substantiation is, to my taste, overdramatized 
("naturlich", "Niemand zweifelt heute", "offenbar"). But would not 
the dating of Phaedo depend on a hypothesis concerning Plato's elab­
oration of a positive, organized "doctrine of ideas"? That the elab­
oration of the doctrine was a pendant of the foundation of an insti­
tutionalized school is self-ev ident. The word ing, "Niemand zweifelt 
heute," suggests a comprehensive insight in th e most recent phase of 
research. 

We are informed about another no less important/act. It too is de­
rived from the hypothesis on Plato's intellectual evolution. The item 
helps Gadamer define an important phase in Plato 's spiritual biogra­
phy, 

Die ErOrterung des Problems der Seele findet ihren krOnen­
den AbschluB milder - natilrlich von Platon stammenden - Ian­
gen autobiographischen Erzahlung des Sokrates, in der er sei­
ne Erfahrungen mit den damaligen Wissenschafl:lem und seine 
eigene Neuorientierung schildert. Platon will aber in diesem 
Bericht - wic ebenso in anderen seiner Dialoge - nicht 'vorso­
kratischc' Lehrcn schildcm, sondem seine eigcne Wendung zur 
' ldee ·. 10 

ln Gadamcr 's opinion the e laboration of the "doctrine of ideas'' 
dat~s. lat~r than the writing of Phaedo in which, however, we find an 
an1 1c1pat1on: "Samit [i. e. with the differentiation between the status 
o_f 'Ideen' and that of 'Merkmale 'J bietet der Phaedo, wie mir scheint, 
eme Vorwcgnahmc der Kritik an der pythagoreischen Gleichsetzung 
des S_eins mil der Mathematik, die sptiter in der Jdeenlehre ausgearbci­
tet WLrd und dann besonders in der 'dritten Gartung' des Philebus cine 
• Op.cit,53 . 

Ibid. 
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deutliche Bestatigung findert." 11 (In Gadamer's "Die Idec des Gutes 
zwischen Plato und Aristoteles" the Phaedo is mentioned as the first 
dialogue in which the hypothesis of the "ideas" occurs: "DaB al\cin 
in diesem i.tno~Aht£lv rrp6i;, in diesem Hinausblick auf cs, das Gute 
erbl ickt werden kann, wird nicht nur indirekt, durch den negativen 
Ausgang der sokratische Gespr!iche, suggeriert, sondem in dem ersten 
Dialog, in dem die ldeenannahme wirklich vorgetragen wird, im 'Phai­
don', geradezu ausgesprochen. Zwischen den clenk:tischen Dialogen, 
die man der Friihzeit Platos wird zurechnen mOssen, und der Schrift 
vom idealen Staate steht so dcr 'Phaidon ' als ein bemerkenswertes 
Zwischenglied."12) 

Gadamer mentions that the earliest reference to the concept of 
the "idea" is in Euthyphro. 13 We may ponder over the rhetoric of this 
kind of resolute foreknowledge. To the above list ("naturlich", "Nie­
mand zweife lt heute", "offenbar") we may add the epithet "wirkliche" 
in the definition of Plato's Academy as "die Akademie, die man cher 
einc wirkliche Schule nennen kann", and the information that Socrates' 
autobiograph ical narrative is "naturlich" Plato 's creation ("die - natilr­
lich von Platon stammende - lange autobiographischen Er71lhlung des 
Sokrates"), or the assertion that the intention in Plato's dialogues was 
not to expose pre-Socratic doctrines ("nicht 'vorsokratische' Lehren 
schi ldem"). The phrase, "natilrlich von Platon stammende", conveys 
finn conviction: it is improbable to come across an authentic source 
proving that the autob iographical story related by Socrates is indeed 
von Socrates s1ammende. This "nati.irlich" seems to have an equa l status 
with the other uses of the word in the phrase but in a specific con1cxt: 
i1 lends the rest of the assenions the power to suggest that they too 
refer to commonplace evidence. Thus they suppon the concep1ion of a 
chronologically steady evo lution to the "doctrine of ideas", providmg 
Gadamer with an apparently solid basis for his delennination to put 
aside chronologies alien to his preferences. 

Another questionable function is attached 10 his distmction be­
tween wirkliche (real, true, genuine) and not or less wirk/iche schools 
11 Op.cit., 76. 
11 Hans-Georg Gadamer, Die ldce des Gutcn zwischen Plato und Aristote• 
Jes. Gesammelte Werke, Band 7, Tilbingen: J. C. 8. Mohr (Paul Siebcck), 
1991. 141. 
u Op. ci1., 134. 
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of philosophy. A kind of inertia supports the rhetorical efficiency of the 
procedure: with our attention fixed on the artificial dichotomy set up by 
lhe author we may forget to ask how the institutionalization of a "real" 
school like the Academy could make obvious ("off en bar") the timing of 
Plato's return to the theme of his master's death and the elaboration of 
his "doctrine of ideas". (N. B. after a delay of two decades.) 

The temporal succession of the dialogues is based, admittedly, 
on the conception of the gradual perfection of the "doctrine of ideas" 
From this it fo llows(?!) that the chronology of the dialogues substanti­
ates the same concept of intellectual evo lution. Gadamer suggests that 
the first phase of the development of Plato's concept of the soul is to be 
detected in Phaedo and that another step is taken towards the distinc­
tion of a vitalist and a sp iritualist concept of the soul in Theaethetus: 
"Auf dem Weg, der vom Begriff der Seele als Ursprung des Lebens 
zu der neuen sokratisch-platonischen Orientierung an Erkenntnis und 
Mathematik fllhrt, ist der Phaidon, wie wir sahen, ein erster Schrin. 
Der Theiitet versucht in gewissem Sinne das Problem des Gegensatzes 
zwischen dem vitalistischen und dem spiritua list ischen Seelcnbegriff 
weiter aufzuklaren."14 A further phase of development is discernible 
in Theaethetus: "Der Theiitet endet also mit einem Thema, dem Log­
os, desscn angemessene Bestimmung im Theiitet nicht gelingt und das 
dann spiiter im Mittelpunkt des Sophistes steht. In diesem Sinne ist der 
SchluJ3 des Theiitet eigentlich eine Ein leitung in den Sophistes. "15 By 
the same token, "Im Grunde zieht sich das Thema durch den Phaidon, 
den Theiitet und den Sophistes hindurch und findet sich auch in dem im 
Parmenides untersuchten Problem des Augenblicks wieder." 16 

It follows from this approach that exact information is available, 
as it seems, the sequence of five dialogues (stan ing with Euthyphro). 
But meanwhile we should agree with Gadamer that the chronologies, 
at least the earl iest ones, are "Hellenistic constructions." This statement 
is however not concerned with the chronologica l sequence of the dia­
logues but exclusively with pre-Socratic fragments and biographical in­
formation: "Die Chronologien sind Konstruktioncn von Gelehnen des 
hellenistischen Zeitalters, und die Lebensberichte, etwa von Diogenes 

1
~ llans~Gcorg Gadamer, Der Anfang, 82. 

Op. cu., 85. 
Op.cit.,93. 
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Laertios, sind ein Konglomerat aus Legenden und indirekter Oberlief­
erung."11 

It is instructive to see Gadamer's firm critical attitudes 1owards 
constructions based on evolutionary concepts of Plato's philosophy. In 
Die !dee des Guten zwischen Plato und Aristoteles he discarded chron­
ological constructions based on the idea of evolution towards "maturi­
ty" in Aristotle's writings on ethics: 

Die angebliche Entwicklung von einer 'ldeenpoli1ik' (im 
'Protreptikos') ilberdie noch zOgemde AblOsung von Plato in dcr 
Eudemischen Ethik bis zur 'reifen' und selbstsicheren Position 
der Nikomachischen Ethik isl eine wirkliche und widerspruchs­
volle Konstruk1ion. lnsbesondere, wenn man die Spll.tdialoge 
Platas mil heranzieht, verliert die Jaegersche Konstruktion ihre 
Oberzeugungskraft. Denn der 'Philcbos' und dcr aristotelischen 
Ethik hinaus fortgeschritten, daf3 man sich fonnlich fragen kann, 
wer hier wen kritisiert. 1' 

This is our question too: who criticizes whom? Gadamer criticized 
Jaeger on account of a theorem built on Aristotle's philosophical devel­
opment towards a ")>ripe« and self-assured position", and Jaeger with 
his ghostly finger pointed to Gadamer's self-assured position about the 
date and evolutionary phase of Plato's dialogues. "Ripeness is all" in 
Gadamer's estimation of Socrates, Plato and Aristotle: "Am Anfang 
des Philebos sagt Sok.rates - und zwar ein ilberaus reifcr Sokrates - , 
es gebe vier Gattungen: Die cine ist das Unbegrenztc, die zweite ist 
die Grcnzc, die dritte das Begrenzte und die vierte der Geist, dcr die 
Bcgrenzung leistet."19 Gadamer is critical of Aristotle's inability to un­
derstand the development of Plato's "doctrine of ideas": "'Anstoteles 
zitiert den 'Phaidon' so gut wie den 'Parmenides' oder den 'Timaios' 
und scheint es Oberhaupt nieht bemerkt zu haben, daO Plato seine dog­
matische Theorie der ldeenje selber in Zweifel zog.":!O 

Gadamer criticized Werner Jaeger's simple scheme, '"Bci Werner 
Jaeger herrschte noch ein einfaches Schema, das die Entwicklung des 

'' Op. cit.. 98. 
11 Hans-Georg Gadamer, Gesammclte Werke, Band 7, 132. 

Hans-Georg Gadamer, Der Anfang, 114. 
» Hans-Georg Gadamer, Gesammelte Werke, Band 7, Joe. cit. 
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Aristoteles vom Platoniker zum Kritiker dcr platonischen Jdeenlehre 
uns schlies lich zum Empiriker zeichnete.•>2 1 This simple scheme of evo­
lution toward a "mature" Aristotle increased Gadamer's doubts in the 
historical-genetic approach. (N. 8. Werner Jaeger's hypothesis, too, is 
based on a presumed direction of the evolution of Aristotle's philoso­
phy.) His doubts imply the uncertain character of the chronologies of 
Plato's works. His duly skeptical when he alludes to the problems of 
authenticating a scheme of evolution, and defines it as an historical-ge­
netic approach, though in this regard Jaeger's scheme is not a pure type, 
and in the seque l Gadamer, too, accepts the historical-genetic reality of 
philosophical evolution: 

Wenn in Falle des Aristoteles unscre Zuversich1lichkei1, 
Entwicklungsphasen seines Denkens in seinem Schriften wie• 
dererkennen zu k6nnen, weitgehend geschwunden isl, so drlingt 
sich die Frage auf, ob es nicht bei Plato ahn lich steht und ob die 
herrschende historisch-genetische Betrachtung der platonischen 
Schriften ihrerseits ilberhaupt genilgend fundiert ist. 22 

What is not satisfactorily grounded by the historical-genetic ap­
proach appears fully authentic if one applies, as Gadamcr does, ret• 
rospective linguistic and conceptual criticism based on a full-blown 
(hypothetical) state of a theoretical and tenninological development. 
He points out that from a set of terms which Plato used to denote the 
relations between idea and phenomenon, an ambiguous word (µ,;&(1~ 
finally came out the winner. 

Es flillt jedenfalls auf, da6 in den Dialogen die Tenninolo­
gie fllr das VerMl.ltnis von ldee und Erscheunung durchweg von 
extremer Liberalitat ist: 1tapoooia. uvµ7rloK1, Koiv<.vvia, µtOc?/1;, 
µiJl'lOu;, J1i?u; stehcn nebeneinander. Unter diescn Ausdrilcken 
wurde am EndewiOc(1~ besonders ausgezeichnet, sowoh l durch 
den Parmcnides-Dialog wie durch die aristotelische K.ritik: Das 
~Vo~ ist, ,wie es _scheint, cine platonische Neuprligung fur die 
. Teilhabe des Emzclnen am Allgemeinen, dcren Problematik 
1nsbesondere der Parmcnides entfal1e1." 

21 Op.cit., 131. 
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This procedure is, after all, a plain reversal of the "genetic" se­
quence. The succession of the phases is turned around: the end is the 
beginning and the beginning is the end. This double ended teleology 
works as a perfect logical formula as long as no suspicions of petilio 
principii arise. 

In Gadamer's opinion, this was Plato's final verdict. The devel­
opment of the "doctrine of ideas" is best characterized by the double 
meaning of µ,;01:,,,. As "participation" it includes the meaning of "tak­
ing out a part from a whole" and "taking part in a whole" which, ac­
cording to Gadamer's acute observation, also connects the participants, 
i. e. all who take one part from the whole. 

Aber die Paradoxic ciner Teilhabc, die nicht einen Tei! 
nimmt, sonder am Ganzen teilhat - wie der Tag am Licht dcr 
Sonne - , ist Plato offenbar voll bcwuilt gewesen, wie die Stel­
le aus dem 'Pannenides' (13\af.) zeigt und wie die Synony­
menreihe, die ich oben auftiihlte, indirekt bestatig1. Die Aporie 
des Ganzen und der Teile lauert ja, wie ich ehedem gezeigt 
habe [Vgl. meinen Beitrag 'Zur Vorgeschichte der Metaphy­
sik',jetzt in Bd. 6 der. Ges. Werke, S. 9-29.], immer hinterder 
Dialektik von ldee und Erscheinung, Einheit und Vielheit.2' 

At any rate, the "new word" (µ,;01:{1,) is ambiguous. This fact 
should not be disregarded. One word stands for two words and its use 
as a single word with a single meaning may be deceptive. According 
to Pam,cnides's poem, mortals resort to such means. And how could a 
truly dialectic solution (such as Gadamer arrived at) comply with the 
use of an ambiguous word? The logic of Pannenides's poem excludes 
such usage as its generic principle is the absolute self-identity of the 
concepts. II does not favour the implication of correlative contents or 
loosely definable connotations. A whole is a whole is a '"'hole ... Or: a 
part is a part is a part ... As the positing of totality includes the tacit 
approval of partiality, the positing of one cannot take place without pos­
iting a system of ones. By positing their "identical" plurality ("ones", 
possibly by means of the idea of"oneness") the positing of the twofo}d, 
threefold varieties (a numerical system) also takes place and so does the 
implication of fractional versions. The poem is a play on the inevi'table 

i.o Op.cit., 134. li AH-.,. 
3? .. H 
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duality (or manyfold character) of (human) concepts. They could not 
exist as such in a system which excludes the (albeit tacit) presence of 
their correlative "otherness". Nor can they exist without their "antago­
nists". The concept of the "mortals" cannot exist in its verbal universe 
unless it allows some span of (albeit "temporary") li fe for the entities 
which fall with in its scope. This implies that the happily motion!~ 
universe of the Goddess is the inert world/ess world of the Ideas ... 

If our play of fancy with and without the Parmenides fragments 
represents a type of empathy different from what Gadamer's analysis 
displays, the message will be that they are not didactic poetry but a 
romantic encounter with the then arising unfathomed universe, the uni• 
verse of the Logos with all its ahuman threats, the deadly divine despol· 
ism of abstraction and the ineffable exuberance of Being and the inca­
pacity of human words and ideas to disclose their own true being, their 
dependence on absolute verbalism. lt is the spasm between the concept 
and the ideas, or the word and the concept, or the idea and the world, or 
the idea and a twofold universe: that of concepts and that of factual en­
tities (and non-entities), and in addition to them a fuller universe which 
comprises a ll of them and, in endless rows, a lso their definitive ideas ... 

Gadamer does not go so far as that but the actual philological 
achievements of Der Anfang der Philosophie and the !dee des Guten 
zwischen Plato und Aristoteles are thought-provoking indeed. The 
reader is seized by Gadamer's comprehensive logical constructions. If 
they were not linked with poss ibly ungrounded chronological assump­
tions, my attempt at the critical interpretation of his text (the text of an 
author incomparably better versed in Greek, philosophy, the history of 
philosophy and in modem henneneutics than I am) wou ld be merely an 
alanning case of ostentatious pedantry. 

~is procedures bear evidence of exceptional erudition, competence 
and circumspection. Here is for instance the concept of"Entwicklung". 
~c was no~ con1ent with vulgar interpretations and customary defini­
tions. He de_scussed it i~ terms of word usage and the full exposure of 
word n:3ean'.ngs. He amved at the conclusion that "Entwicklung" was 
not a h1s1o_rical term. '_'Entwick lung ist, strenggenommen, die Negation 
des G~sch1chte. Entw1~k lun~ hei8t ja, daB a lies schon im Anfang gegc­
ben - m den Anfang emgew1ckelt- ist."25 

15 
Hans-GeorgGadamer, DerAnfang, 18-19. 
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But the "beginning" or "der Anfang" is double-faced: "Klar isl zum 
Beispiel, da8 das griechische Wort UPX'l zwei Bedeutungen von Ptin­
cipium hat, namlich Principium im zeitlichen Sinne von Ursprung und 
Anfang sowie Principium im spekulativen, logisch-philosophischcn 
Sinne."26 ln retrospect Gadamer po ints out, 

Im Zuge dieser Betrachtung habe ich hervorgehoben, da.13 
'Anfang' oder 'Principium' hier nicht im zeitlichcn Sinne, son­
dem im 'logischen' Sinne gemeint ist. Das Principium ist das, 
auf dessen Grundlage alles iibrige strukturiert ist, wie wir etwa 
im Bereich der Zah\en die Zwci als erste Zahl und das n+ I ken­
nen. Dabei hat sich deutlich herausgestellt, da.13 dieser Anfang 
auch fur Plato recht im dunkeln liegt, was beispielweise aus der 
Art und Weise hervorgeht, in der Xenophanes von Platon ge­
nannt wird, namlich nachgerade als Botschafter einer weit zu­
tilckliegenden Vorgeschichte.27 

It is indeed a point of interest how perfectly the logical and the 
historical aspects coincide in Gadamer's conception. On the one hand 
there is the (quasi?) algorithm of "entwicklung" (evolution, develop­
ment, growth, working up to a climax) and on the other the material­
ization of "entwicklung" (the actual history or the life and fate of an 
individual entity). The aspects in which Gadamer elaborates the tex­
tually itemized sequels suggest that in his interpretation the external 
and internal motions (the actual historical process and the systematic 
structuration) of philosophy create an impression of total identity. And 
it cannot be otherwise: in this theoretical procedure the historical sequel 
is reduced from the phases of the theoretical progress as they appear 
in Gadamcr's perception. The petitio principii (implied in the interac­
tion of pre-cognizance and cognizance) lends the whole structure the 
illusion of faultless operation, and turns it into a theoretical pe,petu­
um mobile with unpredictable sources of energy. An invisible source 
is that the erudition of the author and the impressive elegance of his 
analysis suggest perfect insight and magisterial intellectual hegemony. 
It is pointless to enter into a debate or to express dissatisfaction with 
the achievement. The e levating intellectual guidance and the ingenious 

16 Op.cit., 14. 
17 Op.cit., 97-98. 
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company we enjoy endow us with a charismatic experience. It confen 
on us safe knowledge in a labyrinth of riddles and guesses, and it is 
capable of suggesting that we are suffic ient ly prepared to follow such 
expert guidance. Perhaps next time we shall be ready for the trip quite 
on our own. We are made aware of how the terrain is ploughed up with 
uncommon heights and depths. For the guide it is not an easy task either 
to leave the beaten path for fresh discoveries. We have our due share 
in his success as he is able to impress an absolute authority of the field, 
and achieve a real change. He could defend the absolute priority of Hei• 
degger's philosophy against Heidegger. 

Using close linguistic analysis, Gadamer, revealed why he adopted 
Mansonner's position that the author of Fragment No. 3 was Plato and 
not Pannenides. Consequently the fragment has a Platonic interpreta­
tion: the unbroken unity between perception-thinking and being. He un­
derlined this as the inspiring idea of the course of lectures published as 
Der Anfang der Philosophie. This is the entity which, al the beginning 
of philosophy, stands in need of unfolding, i. e. development, evolution 
or progress from sensory perception to logico-philosophical ordering, 
and 10 the hegemony (or tyranny) of logical thought. On the other hand, 
this initial state which, according to Gadamer, Plato endeavoured to 
presetve by all means (among them extra- or metaphilosophical ones 
such as literary devices, myths and even de liberate paralogisms21) on 
the level of the perfection or plenitude attained by philosophy. And this 
was not the endeavour of Plato alone: in his discussion of the ethical 
Gadamer's point is that the great systematist, Aristotle, also followed 
this path. (We must add that he dispensed with myth and logical incon­
sequence.) 

Gadamer's study of the Greek texts contributes greatly to the clar­
ity and authority of the analysis. In matters o f philology his superior 
approach takes the upper hand over fonner philological achievements, 
and occasion~ ll y,_ on such issues, he corrects Heidegger's assumptions. 
(In a chapter m ~•s 1:,,eideggers Wege entitled "Die Griechen," there are 
several such pomts.- One of the footnotes concludes in the statement 

u :·0:15 Argument findct sich in der gesamten Oberlieforung, die villeicht 
cm _wcmg "-C•se~ ge~es~n _ist und verstanden hat, daJ3 gerade dieser Mangel an 
~gi~her Folgencht1gke1t m der Absicht Platons lag." Op.cit. , 56. 

Siebcc:~;~~~~ 1~~~;;,cr, Heideggers Wege, T0bingen: J.C.B.Mohr (Paul 
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that "In diesem Falle dachte selbst Heidegger einmal nicht griechisch 
genug."") 

The universe of linguistic philosophy is the jail house of language. 
Its principle is a kind of caba lism, though not a mystical scheme of 
numerals or letters but that of the word, the word--ordcr, the syllable 
and the items of phonology. Gadamer offers his reflections on the point 
where all these factors coexist, a kind of origo, the Greek language 
itself, and especially two of its characteristics which helped the genesis 
of philosophy. 

Die erste ist als eines der ersprie81ichsten Merle.male der 
griechischen Sprache wohlbekannt (das ihr Ubrigens m1t der 
deutschen Sprache gemeinsam ist), n!l.mlich der Gebrnuch des 
Ncutrums, der cs gcstattct, das, was intemionaler Gegcnstand 
des Dcnkens isl, als Subjckt hinzustcllen." ( ... ) "Es handel1 sich 
nicht um die Eigenschaft eines ganzcn Raums, 'das Sein', in 
dem alles Sciendc erscheint. - Das zweite Kcnnzeichen ist damit 
ebenfalls offensichtlich. Es ist das Vorhandensein der Kopula, 
der Gebrauch des Verbs •sein • zur VerknOpfung von SubJckt und 
PrAdikat, welche die Struktur des Satzes ausmacht. JI 

The suitability of the Greek alphabet was also due to the extension 
of denotation from consonants to vowe ls as well. 

Gennan lingu istic philosophers- among them Heidegger and Gad• 
amer · often work on the assumption that Gcnnan is the origo of mod• 
em philosophy just as was Greek in antiquity. They define concepts by 
Gennan etymology. We may add that with Derrida, French too entered 
the club of the fundamental languages or philosophy. N. B. in French 
1herc is no neutra l gender but copulation is 1he same as in any lndo•Ger• 
man languages. Etymology was extended to language as €crilllre and as 
l'ypography. (Sic!) 

Etymology for Gadamer is rarely more than a means or illus• 
tration, a way to connect the word as phenomenon and meaning to 
ordinary linguistic experience ("£11twickl1111g" - "eingewickelt"32). 
Usually there is no effort for doctrina ire genetic argumentation. He is 

Op.cit., 124. 
11 Hans.Ocorg Gadamer, Der Anfang, 16. 
11 Op. cit., 188. 
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ill at ease when he is faced with the radicalism of Heidegger's Grtet 
etymology. The philosopher takes cognizance, produces an explana. 
tion if need be, but the philologist has no relish for it. His intimatr 
knowledge of the language ob liges him to s ignal, though tactfully, his 
independence. 

In Heideggers Wege he described the difference between the de­
meanour of Heidegger and of Nicolai Hartmann. Hartmann's manners 
were conservative. Occasionally Heidegger entered the lecture hall 
in skiing att ire. Gadamer's impression of that philosopher's glorious 
Greek etymologies might have been simi lar to Hartmann 's when he 
saw the young lecturer, seven years his junior. dressed for sk.i training 
on grass after the lecture. 33 

A closing remark to Der Anfang der Philosophy is that "wie Platoo 
kein Platoniker war, auch Heidegger nicht fiir die Heideggerianer ver­
antwort lich gemacht werden darf".W Gadamer is of course not respon­
sible for the Gadamerists. Yet something in his writing reminds us of 
the attitudes of tJ1e latter - though not of those who cannot write three 
lines without "horizon'', "Verschmelzung", "Dabeinsein", "Instanz", 
"Applikation", "Wirkungsgeschichte" and other shibboleths which bear 
evidence of their trendy affi lia1ion. There is a spot where Gadamerpro­
cceds as a true Gadamerist. 

In three passages in Der Anfang der Philosophie he advertises 
the methodology of "Wirkungsgeschichtc" and "wirkungsgeschichtl i­
che Bcwul3tsein" with the implication that it served as a base for his 
own scholarl y achievements.H The merits of thi s methodology exceed 
those of the doxography of antiquity, of the Is• century, as well as 
that of 19

th 
century Gennan Historicism. History should be a history of 

problems (Problemgeschichte)36 and its scope should not be restricted 
to dating the emergence of texts, the establishment of their sequence 
and the structure of their chronology. Examples are cited as evidence 
that doxography and Historicism are anachronistic and mistaken from 
a logico•~h~~osop~ical point of view and the "wirkungsgeschichtliche 
BcwuOtsem provides a technique to rectify them. 

I Inns-Georg Gadamer, l-leideggers Wege 97 
.. llans-Georg Gadamer, Der An fang, 175. · · 

Op. Cit., 25, 36, 97. 
Op.cit.,31. 
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Here and there simple explanations are offered, less closely linked 
to the methodological discoveries of Wahrheit und Methode. A wise 
proposition is that in addition to expert methodology, a creative ap­
proach is also needed: 

lch bewundere die grol3cn Philologe des 19. Jahrhundens, 
ihre Beherrschung der Forschungsmethoden, ihre ganz umfas­
sende Bildung. Aber es ist doch auch eine Form von ilberlcgener 
K.reativiUit, wenn man imstande ist, die Dinge unter dem Einflu6 
der eigenen Sachkenntnis zu sehn und dabei Augen und Ohren 
aufzusperren.l7 

For this open-eyed and open-eared attitude Hege l is the exem­
plary case with the opening of his logik, the exposition of Being, 
Nothi ng and Development (das Sein, das Nichts, das Werden) in the 
tradition of the categories introduced by Kant and Fichte. Gadamer 
belongs to the same class for he recognized this capacity in others, 
and, "unter dem Einflu6 der eigcnen Sachkenntnis" (the influence 
of an expert knowledge of Greek also included) cou ld expose the 
misuse of categorical concepts, for instance in the discuss ion of 
Value Eth ics: "Ein weiteres bezeichendes Beispiel des lrrtums, den 
man begeht, wenn man in historisch unterschiedlichen Begriffcn um 
jeden Preis dasselbe Problem zu finden sucht, la.fit sich der Wertcthik 
cntnehmen."38 

A discussion of the concept of freedom and a historical review of 
value ethics is followed by a lesson on "wirkungsgeschichtli che Be­
wuBtsein" and on methodology in genera l. The meanings of the terms 
"Wirkungsgeschichtliche" and "wirkungsgeschichtliche Bewu6tsein·• 
become clearer when the method functions not as a verification of the 
chronology of pre-Socratic fragments but as their interpretation based 
on Plato and Aristotle: 

Im Rahmen der von mir a\s •Wirkungsgcschichte' bezeich­
neten Pcrspektive haben wir gut erhaltcne und nicht rckonstru­
ierte Tcxte zum Gegenstand unserer Untersuchung gemacht, 
nlimlich die Sehriflen von Plato und Aristo1eles. Dabei sind wir 

11 Op.cit, 171. 
• Op. eit.,35. 
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von der Oberzeugung ausgegangen, da6 der Anfang der griechi­
schen Wissenschaft und Philosophic von der Antwort her erfaBt 
werden mu.B, welche die groBen Denker - wie etwa Platon und 
Aristoteles - auf die von diesem An fang aufgeworfenen Fragen 
gegeben haben.39 

The direction of development is undoubtedly a reconstructed ten­
dency defined by Plato's and Aristotle's answers to questions raised by 
their predecessors. 

This type of approach had already appeared in Aristotle's Poetics. 
The beginnings or the early forms of the tragedy could be deduced only 
from its fully developed fonn, a form in full accord with the concept 
of tragedy. In its inception philosophy was unrecognizable as a distinct 
phenomenon. In its faceless early phase it was concealed in the shell of 
other forms, in myths and epics. Aristotle started out from the fully de• 
veloped fonn of tragedy, from the classics of the type. Hi s retrospectfre 
estimation of the earlier forms was based mainly on tradition and less 
on conjectures based on the nature of the fully developed fonn. 

A retrospective estimation based on the fully fledged forms of 
philosophy is not entitled to deal with the dating of philosophical texts 
or to theorize on the subject of their sequence. If its scope is extended 
to such tasks, we may suspect that the "wirkungsgeschichtliche Be• 
wul3tsein" is responsible for the extinction of sober crit ica l attitudes. 
A survey ofGadamer's chronologies betrays their subordination to his 
hypotheses. Then the "wirkungsgeschichtliche Bewul3tse in" is suited 
to set up reciprocal causa lity, making cause and effect interchangea­
ble. 

We saw that Gadamer's specu lations on "Anfang und Ende" guid· 
e~ him to a close ana lysis of the word "Entwicklung". Fortunately he 
did not peg down at a pure mode l of disentanglement, as suggested by 
the etymology of the German word and which may be the case with 
models of evolution based on the growth of plants from seeds, the work 
o~ the genes, the algorithm of given processes or creation combined 
~1th p~edestin~tion. This would be, as he mentioned, a den ial of history, 

Entwicklun.g 1~1, strenggcnommcn, die Negat ion der Geschichte. Ent· 
wick lung he101 Ja, daO a lies schon im An fang gegeben _ in den Anfang 

" Op. cit., 97 . 
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eingewickelt - ist."40 Less satisfactory is, so far as "Entwicklung" is 
concerned, his arbitrary differentiation between nature and human life: 
''Der Entwicklungsbegriff bringt daher die Grundverschiedcnheit zum 
Ausdruck, die zwischen der ProzeBhaftigkeit der Natur und dem von 
Zufall und Einfall Schwanken des menschlichen Lebens besteht. Hier 
kommt ein Urgegensatz zwischen Natur und Geist zum Ausdruck."41 

The assumption of absolute difference or antagonism between "Narur 
und Geist" is characteristic ofGadamer's traditionalist way of thought. 
This differentiation and its corroboration by the etymology of "En­
twicklung" exclude the possibility of a non-te leological type of evo­
lution in nature. Even a Darwinist conception of natural evolution is 
based on the function of"Zufall und Einfall" and does not exclude dead 
ends in the processes of natural selection. The dichotomy posited by 
Gadamer is based on the implication that human life is radically differ­
ent from life as a natural process. At the same time he is fully aware of 
the one-sided bias of a concept of evolution based on the etymology of 
"Entwicklung" and resorts to a special concept of"Anfang" to describe 
the evolution of philosophy: 

Es gibt aber noch eine weitere Bedeutung von · Anfang', 
und diese isl, wie mir scheint, die Evolution fur unscrcn Zweck 
crgiebigste und am meisten angemcssene. Diese Bedeutung 
bringe ich zum Ausdruck, indem ich nicht vom Anfangenden, 
sondem von Anfli.nglichlceit spreche. Anfanglichsein mcint et­
was, das noch nicht in diesem oder jcnem Sinne, noch nicht in 
Richtung auf diescs oder jenes Ende und noch nicht gcmaB die­
ser oder jener Darstellung bestimmt ist. Das bedcu1e1, daB viclc 
Fortsetzungen - mit MaBcn freilich - noch mOglich sind. Vicl­
leicht ist dies und sonst nichts der wahre Sinn von 'Anfang' .'2 

If this way of thinking is a precondition or an outcome of"wirkungs­
geschichtliche Bewu8tsein", one should keep in mind that it involves 
the acceptance of the principle of petitio principii both as a cognitive 
principle of phroncsis and as a law of logic. The rest depends on what 
sources of creativity we have, what our expert knowledge is like, how 

* Op.cit., 18--19. 
" Op.cit., 19. 
~l 0p.cit.,2J, 
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its innate slants influence our impression of the th.ing dealt with, how 
wide we open our eyes and ears ("die Dinge unter dem EinfluB der eige­
nen Sachkenntnis zu sehn und dabei Augen und Ohren aufzusperren") 
and with what personal creativity we introduce as posterior knowl­
edge - quad erat demonstrandum - the precognition or preconcep1ion 
suitable to such application. 

Nowadays some protagonists of linguistic philosophies are not 
embarrassed by obsolete 19th-century demands of system, order, 
logical consistence and coherence in philosophy. It is instructive to 
consider, sentence by sentence, the closing passage of Der Anfang 
der Philosophie. After a reference to a G6tterdiimmerung of meta­
physics, the closing remark underlines Heideggers radicalism as a 
thinker. "Die Synthese Hegels ist in gewisscm Sinne nicht zu Ober• 
treffen. Der Niedergang des in der Philosophie des 19. Jahrhunderts 
erreichteen begrifflichcn Niveaus beginnt mit dem genialsten Denk· 
er des spiiteren Jahrhunderts, mit Nietzsche. Gewi.13, er war in vielem 
fast ein Dilettant, der von der neutzeitlicben Philosophic nicht viel 
verstand und nicht einmal Kant gelesen hatte, sondern blol3 Kuno 
Fischer."43 Yet his merit was the breaking of consistent and system• 
atic exposition. 

Im 19. Jahrhundert gait es als Point d'honneur - und in un­
serem cigenen Jahrhundert war es anfangs nicht anders -, dall 
das System eine notwendige Voraussetzung der Philosophic 
sei. Jedcnfalls ktsnnen wir erkenncn, wie Heidegger ein wahr• 
haft radikaler Denker ist, wenn er behauptet, die Mctaphysik 
habe sich gewandelt und sei vom gemeinsamen Horizon! dcr 
a~ndllindischen Kultur in cine neue Me1aphysik ilbergegangen, 
die er als 'Seinsvergessenheit' bczeichnet und im Blick auf die 
Vorherrschaft der Tcchnik in allen Bereichen der menschlichen 
Kultur bcschreibt, und zwar nicht nur in Europa, sondem in der 
ganzen Welt. He,idcgger hat so viele Dinge neu gesehcn, die uns 

n~ue De~kmtsghchkeitcn erOffnct haben sowie MOglichkeiten, 
die ilberhcferten Texte der Philosophie - und die Sprache der 
Kunst zum Sprcchcn zu bringcn. Es ist, als ware mit ihm cine 
neue Atmosphlire cntstandcn.44 

~
1 Op. cit., 174. 

"' Op.cit., 175. 
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The Heideggerian revolution began, as it seems, with the break­
up of 19G-century conceptual standards. Despite its rhetorical sonor­
ity, Gadamer's text does not revea l how the elements of literariness 
and poctization (eliminated by Aristot le and reestablished for a uni­
fied hcnncncutic procedure under the name of Logos by Gadamer) 
can be rehabilitated and assimi lated to a new metaphysic so that the 
one-time beginning (the progress from myth to logos) should not be 
repeated. 

Literariness as an antecedent, 
a component and an aftermath of logos-philosophy 

We might be misunderstanding the situation if we reduced the 
problem to the relativization of the logos-character of philosophy. 

There is doubtless a "new atmosphere" in philosophy. "Literari­
ness" is an organic element of the philosophical revolution and a co­
efficient of Heidegger's texts. Gadamer takes Plato and Aristotle as a 
point of departure at the "beginning" thanks to their conceptual and 
systematic way of thinking, yet in Der Anfang der Philosophie the "'lit­
erariness" of ancient philosophy is given the whole burden of its most 
fundamental conjectures. We are given the impression that only literary 
fonns were able to carry out this function. Gadamer pointed to this at 
the beginning of /dee des Guten zwische11 Plato und Aristoteles, "We­
der die mimetische Mitte ilungsfom1 der Oialoge noch die protokollari­
scheder aristotelischen Papiere kann gegcnilber der Sachinterprctation, 
die sich auf sie stiltzt, Authcntizitat bcanspruchen. '"5 

Meanwhile in Gadamer's interpretation the non-philosophical 
forms supersede the potentials of the conceptual expression of sys­
tema11c philosophy. They help overcome the oporia, and in Gadamcr·s 
commentary on Parmenides this approach acquires universal epistemo­
logical foundations. The myths, as Plato hints at the end of the Phaedo, 
are more effective means than concepts and reflections: 

Auf Fragen nach dcr Beschaffcnheit dcr auf dem. Prinz1p 
des Guten basierenden Welt kann man eigentlich gar mcht mn 

., Hans-Georg Gadamer, Gesammeltc Werke. Band 7, 129- 130. 
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befriedigenden Argmnentum antworten. Vielmehr geschieht es, 
daB die Mythen mit ihrer besonderen Eindringlichkeit zum Zuge 
kommen. Platon selbst versucht den mahnenden Hinweis zu ge­
ben, daB es sich nicht um bloBe Erzahlungen handele, sondem 
daB auch Begriffe und Reflexionen hineingewoben seien. Daher 
gleichen sie einer Verlangerung der dialektischen Argumentati­
on - in eine Richtung, in der Begriffe und logische Begriindun­
gen nicht zu Gebore stehen.46 

The Socratic procedure depicted by Plato is dramatic action: 

"Auch die Sokratische Unwissenheit ist eine literarische Figur. 
Sie ist die Form, mit deren Hilfe Sokrates den Gesprachspartner dahin 
fuhrt, die eigene Unwissenheit zum Vergleich heranzuziehen."41 Talk­
ing of the Phaedo Gadamer stressed that " .. .in dieser Schrift gibt es 
lebensnahe Schilderungen, und es kommt zur vOlligen Verschmelzung 
von theoretischer Argumentation und dramatischer Handlung."48 The 
cardina l argument of belief in immortality is expressed not by logical 
proofs but by dramatic action: "So ist das starkste Argument, das im 
Phaidon flir die Unsterblichkeit der Seele vorgebracht twird, eigentlich 
iiberhaupt kein Argument, sondem das Faktum, daO Sokrates bis zum 
SchluO an seinen Oberzeugungen festhalt und sie <lurch sein Leben und 
Sterben besatigt."49 

The Politeia is a regular utopia, but according to Gadamer, Ethos 
has an extraordinary utopian element in it: 

Zur Erscheinung kommt dieses Ethos in der Platonischen 
Politeia so, daB dort alles geregeh ist. Da ist es beinahe unmi:lg­
lich, etwas Bases oder Regelwidriges zu tun, ein Gedanke, der 
dcm Menschen der Neuzeit unbegreiflich erscheint. Um die 
Ut.opic auf die Spitze zu treiben, wi rd nur ein Rechenfehler auf 
seiten des 'Planungskomitees', wie man sagen k6nnte, dieser 
ldealstad1 den Untergang bringen.so 

; Hans~Georg Gadamer, Der Anfang, 63-64. 
_.. Op. c~t. , 64 

Op. Cit., 63. 
,09 Ibid. 
50 Op.cit.,65. 
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Gadamer refers to a passage in Theae/etus in which Plato creates 
the impression that his predecessors held that all things were in contin­
uous change ("das allgemeine FlieBen der Dinge"), although, as Gad­
amer puts it, 

... im Zuge dieses Gedankengangs bringt Platon seine 
Vorg!inger von Heraklit bis zu Empedokles und Protagoras ins 
Spiel, aber er nennt auch Homer und Epichann, wobei sic allc 
als Vcrfechter des allgemeinen Flic.Bcns der Dinge hingcstcllt 
wcrden, als h!itten sie allesamt nie etwas von Pannenides ge­
hOrt. In dieser Hinsicht mu8 deutlich sein, da8 es sich um Ironic, 
um Einbildungskraft und um cine dem Geiste Platons entstam­
mende Konstruktion handelt." 

I have nothing against Gadamer's argumentation in general but it 
is evident that his statements about the ideal system of Plato's philo­
sophical sobriety are founded less on his frankly logical steps towards 
the logos than the literariness of Platonic texts. The literary and the 
philosophical ambitions coincide with the religious components of the 
myths or of such notions as the divine, the soul or soul transmigration. 
The irony of the situation is that, as likely as not, they are confronted as 
equals under the aegis of LOGOS. 

Gadamcr's general attitude to linguistic or poetizing philosophization 
resembles that of Hartmann to Heidegger's sportswear. Der Anfang der 
Philosophie seems to reason out the pre-Socratic and Platonic route to pro­
fessiona l philosophizing, the approaches to a conceptual and logical lan­
guage, even though this road is paved with literariness. The Heideggerian 
revolution - metaphysicalism hither or thither - opens the contrary aspect. 
It is however bUe that Gadamer legalizes literariness for philosophizing as 
a factor with conceptual eminence when he render., Wlequivocal achieve­
ment to poetical signs. (Polysemy too may be an Wlequivocal outcome of 
interpretation.) It is after all this kind of latent didacticism which creates 
awareness of the necessity ofpolysemy for philosophical thinking. 

For the phi losophical frame, consistency appears to be a categor­
ical imperative, but the intellectual frame to which Gadamer appeals. 
the "tradition", is just as wide and shoreless a flood as the one from 
which Plato pulled ashore - to the shores of the isle of conccptuaJ-log-

11 Op. cit., 83--84. 
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to being institutionally clerical rather than reflec1i11g the spiril of the 
people; their political function is dangerously intertwined with Byzan­
tine imperial interests. Doubtless, Balan is well aware of this all . Stil l. 
he docs not use hi s crndit ion to pose problems discon certing to ''the 
Bulgarian"; nor does he do so even as he tackles his favorite topic of the 
language of these records. 

Balan is fully acquainted w ith all the details of this issue: he knows 
that the term "Bulgarian lan guage" began to be app li ed to the Slavic di­
alects long after (in fact centuries after) the " Golden" 9'h century A.D.; 
that the legitimacy of the concept "Old Bulgarian" was subject to a 
heated argument among hi s contemporary Slavic scholars and linguists 
and that some or them were trying to replace it with "Old Slavonic". 
·'Church Slavonic" or other such tenns. He does occasionally admit 
that "ours" is in fact "common": "Ma11yof our and of the Serbian man­
uscripts ," he writes, " were taken to Russia. while R11ssia11 works came 
from the 11or1h. The common religious faith of//,e bre1hre11 by language 
and 1he ide111ical form and purpose of the mm111scrip1s led 10 the opin­
ion 1hat 1hey belo11ged 10 all Slavs and 1101 10 any one tribe (75). But 
in spite or such admissions, for Balan , as well as for his p:itriotical\y­
minded implied readers, it becomes somehow self-evident that Cyril 
and Methodius's works arc ... Bulgarian, as is the subsequent Christian 
liturgical and exegetic literature in its Old and Middle Bulgarian ver­
sions. The text docs not expunge knowledge and facts but they carry 
no argumentative weight when the unquestionable functioning of insti­
tutional classes such as "ours" is at stake. The implication is that one 
cannot ask when Bulgarian literature came into being (which for Balan 
and for the whole academic institution is the really important issue) and 
at the same time doubt that what is accepted as its beg i1111i11g may not 
be its beginning, that is, " Bulgarian". And if such questions happen to 
be formulated outside Bulgaria and its scientific community, there is a 
rhetorical remedy for thi s 100: "ours" becomes a read ily shared conven­
tional notion, presumed by science and imposed by pedagogy: "111 those 
days the language of the Macedonian Slavs was 1101 used by the oilier 
Slavs 011 lhe Balka11 Peninsula who were related 10 1hem; 11everll1eless 
this language and thal of the Slavs willri11 tire 811lgaria11 Ki11gdom be­
longed to 1he same emity which was laterct,lled 811lgaria11 /a11g11age: in 
the same way the Macedonian vernaculars form one whole wi1h those 
used in Bulgaria along the Da1111be coast and in Thrace. On 1he basis 



Gadamer's Plato 47 

centuries. The historical descent of hermeneutics is interlocked with 
religious needs. In modem hermeneutics this inclination characterizes 
"tradition" as an amorphous, unstructured base of reference. It is under­
standable that tradition is not for listing or systematization. As Gadamer 
put it, "Die Tradition ist nichts Starres, sie liegt nicht e in fur a llemal 
fest. Es gibt da keine Gesetze. Auch der Kirche geht es um eine lebendi­
ge Tradition und um das fortwahrende Gespr3.ch mit dieser Tradition_"~ 

This tradition seems to be "more traditional" than what Plato and 
Aristotle had to deal with. An offhand example of a model approach 
to it is that of the church. Perhaps the real thing is a universal Great 
Tradition, a kind of(or all kinds ot) perennial philosophy. And on ly in 
a sacral interpretation. 

As to Gadamer's personal attitude, we should not think that his lit­
erary phi losophy and the religious inspiration of his method is simply an 
opportunity to replace logisms with paralogisms, and let the Pietist tra­
dition of the interpretat ion of texts serve zealous Pietist purposes. Here 
his interest lay in proving that " the great drama of Western thought, the 
fall in the spasm of metaphysics"ss began at the beginning of philos­
ophy, with the pre-Socratic thinkers, especially with Parmenides and 
his presentiment of the workings of the "ontological difference". As I 
pointed out above, Der Anfang der Philosophie as a who le is basically a 
semi-latent debate with Heidegger in which Gadamer stands for Heide­
gger's primacy in the discovery of the "fall" in metaphysics of Western 
philosophy. In this regard he recalled a discussion with Heidegger on 
the application of the category of "ontological difference": 

Eines Tages, als ich zusammen mit Gerhard Kri.lger Heideg­
ger nach Hause bcglcitete, stellte e iner van uns beiden die Fra­
ge, was es denn mil diesem ontologischen Unterschied auf sich 
babe, wie und wann man ilm mac hen milsse. Hcideggers Antwort 
ist mir unvergessen: Machen? 1st der ontologische Untcrschicd 
etwas, was gcmacht wcrden muB? Das isl ein Mifiverstll.ndnis. 
Diese Differcnz wird nicht durch das Oenken des Philosophers 
eingefUhrt, um zwischen Sein und Seienden zu unterscheiden.56 

s,, Op.cit.,66. 
11 

,, •.. das groBe Drama des abendllindischen Denkens, den Sturz in den Ab-
rmd der ~etaphysik ... " Op. cit., 173. 

Op.c11., 172. 
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Gadamer's statement on Greek epic poetry is hopefully valid also 
for his own attitude: " ... die epische Dichtung scbon sehr weit von der 
Mythologie der Friihzeit entfemt war und etwas ganz anderes darstellte 
als cine religiOse Verkilndigung des GOttlichen. Homer und Hesiod wa­
ren eher aufgeklarte Intellektuelle und groBe Psychologen."s7 And by 
this Verliingenmg der dialektischen Argumen1ation of their poetry, they 
were great philosophers too. 

If Aristotle knew more about Plato's 
Pythagoreanism than Gadamer .. 

For curiosity's sake: an alternative chronology of the Platonic di­
alogues produces an anticipation of the history of philosophy radically 
different from the prospects envisaged by Gadamer. 

If Aristotle did not misplace Plato's Pythagoreanism in the evo­
lution of the philosopher's thought, we may accept his point that Py­
thagoreanism contributed to the mathematica l foundation of the "idea 
concept." (N. B. In Gadamer's interpretation this concept serves as 
proof of Plato's philosophical maturity.) Then we may realize that Pla­
to's logos technique (or a kind oflogico-mathematical way of thinking) 
anticipated certain imponant trends in modem scientific knowledge and 
interpretation of the world. 

Recalling ideas exposed by Pau l Friedlander, Istvan J.inosy 
sketched this prospect in 1980: "In opposition to the two extremes- the 
absolute validity of causality and the absolutism of contingency - Ti­
maeus points to what Planck and Heisenberg refer to as the simultane­
ous va lidity of both principles in nature."ss This conjecture is based on 
Aristotle's chronology of Plato's work. 

If we accept the infonnation given by Aristotle that in his 
last period Plato identlfied the ideas with numerals and mathe-

" Op. cit., 173. 

•• . "A kCt _vCglcuel - az oksAg kiz3r61agos CrvCnyCt 3.llit6kkal szemben CS 
a vClctlen k1ZD.r61agosS3gtit erOsgetOkkel szemben: a 7imaiosz Cpp arra mo· 
tat ra, amire Planck Cs Heisenberg, vagyis, hogy a tenneszetben mindk6t eh 
egy/ szcrre CrvCnyesUI" Istvan 13.nosy, .. Plat6n ma" (Plato today) in Plat6n At 
a lam. Szegcd: LAZI Bt., 2001., 3n. ' ' 
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matical laws, we might then be stimulated to reflect on the sub­
ject because this procedure is the basis of all narura\ sciences. 
Above the nascent and transient world, another world is set as an 
archetype or a perfect model - this should be taken as a beautiful 
poetic simile because metaphysically it is nonexistent. The laws 
of nature which make us visualize the changes of the transient 
world in a rational order and fix them in mathematical formulae 
do exist somehow: they are valid, and their validity is eternal 
indeed.w 

49 

J!nosy arrives at the idea of a kind of philosophia perennis: "One 
and 1he same view finds expression in the old Indian idea of Sana/a 
Dhorma (eternal law) and in Plato's ideas.'~ 

The prospect offered by Aristotle's chronology of Plato's work is 
radically different from Gadamer's, though both retain contact with 
the perennial tradition which, in an elementary degree, merges phil­
osophical, scientific and poetic insight and cognition. But Gadamer's 
chronology could hardly concur with an interpretation similar to what 
Carl Friedrich von Weizsacker offered on how greatly modem natural 
science is indebted to or runs parallel with the philosophical tradition of 
Pannenides and Plato.61 

It is a pity that in Gadamer's interpretation no exact definitions are 

i. ,,Ha elfogadjuk Arisztotelesz tud6s11tlstlt. hogy uto\s6 korszaktiban Plat6n 
az ideakat a sziunokban, a matemat ikai t6rvCnyszeriisCgekben l;ina, akkor 
ezen mar elgondolkozhatunk. Hiszen Cppen ezen Cpill fel az egCsz modem 
lermCSzettudom3ny. A keletkezO Cs elmlll6, v31toz6 vil3g ~IC emelt m3sik 
\"il3.got, amely va\ami OskCpe, t6kCleles modellje az elObbinek, mClt:in tekin­
thetjOk szep kOltOi hasonlatnak, mert metafizikailag tCnyleg nem ICtezik. De 
azok a tOrvCT\yszenisCgek, amelyek az alakul6 vilag v31tozAsait Csszeni rcnd­
bcn 13.ttatjak, Cs ma1ema1ikai kt!pletekben fcjezik ki: e t6rvCnyszeniSCgek vala­
hogy mtgis ICteznek: ervenyben vannak, mCgpedig orok CrvCnyben." Op. cit, 
383. 
" .. Pontosan ezt fejezi ki az 6hinduk Szantitana Dharma (OrOk TOrvCny) 
fogalma, Cs ezzel azonosithatjuk Plat6n ideO.it is." Ibid. 
61 Cf. Carl Friedrich von Weizsftcker, £in Blick auf Platon: ldeenlehre, 
logik und Physik. Stuttgart: Philipp Reclam jun., 1981. - Hans-Georg Ga­
damer, Der Anfa11g des WISsens. Stuttgart: Philipp Reclam jun. 1999. See 
esp. their partly parallel ideas on Timaeus. (Weizsacker. 121 - 123; Gadamer, 
124-126. 
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given to the non-literary Logos and its literary counterpart. After all, a 
crucial problem of the post-Heideggerian era is the lack of the means 
for distinguishing between the literariness of literature and the literari­
ness of philosophy. Is Gadamer's bon mot ('' ... Platon, derein ganzp 
Ber Schriftsteller vom Range eines Sopbok.les beziehungsweise eines 
Shakespeare war ... '>62) reversible? Waren Sophokles und Shakespeare 
ganz grofle Philosophen vom Range eines Plarons? 

Here again we confront the problem of"grand recit". The "grands 
recits" themselves (as deceptive means ofrhetoric) stand on close terms 
with salvation stories. In contemporary crit icism the term "grand retit" 
is applied primarily to the historical teleology of political, economic and 
cultural utopias. Philosophy, unlike religion, docs not judge or promise 
anything; at its best, it promises a novel type of speculation and a new 
judgement on the quality of specu lation. The promise of a new type of 
speculation and judgement cannot be final or infinite. 

In Gadamer's interpretation the history of philosophy is presented 
as a single "grand recit." His conclusive remarks assume a coincidence 
between its evolutionary scheme and the global "Entwicklung" of ac• 
tua/ human history. 

Does a specu lative system need confirmation by any kind of salva­
tion story? O r is it a mythos by its nature, a crystallized Logos-instance 
of literariness? 

These are rhetorical questions. The real problem is the dependence 
of literary 1heory (or "theory") on this promise of salvation at the pres• 
ent post-me1aphysical (or posHheoretical) momen1 in the history of 
philosophy. 

6l Hans-Georg Gadamer, Der Anfang. 64. 
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THE ANTHROPOLOGICAL APPROACH 
IN LITERARY STUDIES 

What does it mean to read a text of verbal art anthropologically? Is 
the interference between the tasks of anthropology and literary science 
possible at all? What exactly would the object of study be, as it is clear 
that its very definition depends largely on the analytical methodology? 
Text or discourse cannot be objects in themselves, if it is not clear what 
their interpretation is needed for. 

The history of literary science in the last century shows that mod­
~rr. literary theory was the product of a process of opposition. The pre­
viously dominant biographism, positivism, speculative philosophy and 
Marxist socio-historical determinism were replaced by methods of re­
search that seek the specifics of literature mainly in objective laws of its 
own, ones that construct the fictional text and make it function, as weU 
as in the specific laws that determine its historical development. It Is not 
accidental that the main problem faced by Russian Formalists was that 
of'hterariness' - the property that makes a text a work of special quality, 
different from all other manifestations of linguistic activity. 

It is true that, parallel to the ' inward' oriented texts (Russian For­
malism, Prague Structuralism, the Russian and German morphological 
schools and, later on, French Structuralism, New Criticism with its 'dose 
reading', phenomenology and hermeneutics), researchers have never left 
Out of their focus the relationships of the literary 'order' and extra-liter­
ary reality. Some of these efforts are doomed, as they fail to build a plat­
form solid enough to be able to unify in a single and non-contradictory 
~-hole the different aspects of the artistic phenomena - their structure, 
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embedded contents and meanings. their relationship with the cultural 
and social context, as well as the potential means for their perception 
and impact. This is why, for example, the efforts of the so-called 'forsotz' 
group in the Soviet Union failed - they were brought down by their 
very ambition to unify the formal and the social aspects of the cultural 
development. 

The dichotomy between form and content is one of the toughest 
challenges facing the development of artistic theory. Whole new scientific 
movements such as Structuralism emerged with the main goal to over­
come this counterproductive tension. The Structuralists' point of depar­
ture is dear: the opposition between form and content presupposes the 
existence of something external to the verbal text, something that lends 
itself to imitation or reflection, by whose means it becomes a part of the 
text. Structuralist research and analysis shows that the construction of a 
particular expression itself can create meaning and thus the contradiction 
between form and content can be put aside. Yet in so far as the construc­
tion of an expression is primarily tied to the structures of language and 
its various realizations, the main object of research proves to be the text­
that coherent whole made up of a combination of signs on different levels 
that can form specific meanings. The problem of the relationship between 
verbal texts and the so-called objective reality remains irrelevant to Struc· 
turalist theory, which rejects the primitive concept that the function of 
artistic text is to propagate certain ideas among the society. Nevertheless, 
Structuralist theory fails to offer a positive resolution to this problem. 

Avoiding the issue will not resolve it, though. That is why in its 
further development literary science turned towards the links between 
structure and social context. Two problems are fundamental to this 
endeavour: firstly, the various ways of perceiving artistic phenomena 
and their influence; and secondly, the relationship between the fictional 
content of the text and the so-caUed objective reality. These are prob· 
lems that stand at the very centre of all the scientific movements that 
stu~y the nature of artistic communication: the "aesthetics of reception• 
which later developed into an aesthetics of impact, literary sociology, 
the so-called cultural studies and the like. Eventually, all these more· 
~en_ts came to the same conclusion: that the much-desired new com­
p exity of research methods can be attained through the methods of 
general anthropology. 
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In this case, the point of departure is also quite clear: since human 
\'erbal art has emerged and functions in its three main hypostases _ 
mythology, folklore and literature - it must by necessity influence and 
somehow shape the human world. That is why the approach adequate 
to the study of verbal phenomena should be sought in the various ways 
in which they are embedded in the general human complex. But this 
premise also leads to difficulties, raising a number of questions, such as: 

What should the specific object of research be? 
Should the study be restricted only to the sphere of specific inter• 

actions between the world of literature and the reader's real world? Or 
should it also extend over phenomena that have so far been perceived 
only as elements of its content, such as: humanitarian conflicts, ideolo• 
gies, meditations over the essence of humanity, etc.? 

How will the methods of general anthropology and those of literary 
science combine? 

Where should we seek the connections between the various aspects 
of the study? These aspects include, among others, the models of com· 
munication and impact which determine the function of artistic texts 
and the structural regularities and constructs present during the ere• 
ation of the text. We should also take into consideration the different 
le\·els at which the various elements of every aspect are arranged. For 
rumple, the study of artistic structures requires the differentiation of 
levels of narratology, prosody, artistic imagery, etc. 

The attempt to answer these questions requires that we begin by 
comparing the tasks, the specific objects and the research methods of 
the two sciences that have until now developed in parallel anthropol· 
ogy and literary science. 

Like literary science, anthropology has arisen and developed as a 
rtsultofthe attempt to combine many already existing methods of stud· 
ying the human world - philosophy, sociology, law, political economy, 
ethnography and folkJore studies, history of religions, social history and 
archaeology, physical, economical and cultural geography, general cul 
tural studies, linguistics and biology. After analyzing the interaction be• 
tween all these aspects of human existence, scientists have reached the 
conclusion that the main subject of anthropology, one which uni.fies all 
these different approaches, could be the analysis of the way5 in which a 
human group and therefore man and humanjty in general, model their 
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beliefs, feelings and strategies of survival in a particular environment 
This complex object of study can be broken down into a string of spe­
cific objects, each one of which is manifested in two aspects - the physi­
cal, which is related to human biological characteristics and the physical 
particularities of the environment, and the cultural, which studies the 
ways in which human interaction with the environment transforms into 
cultural norms, values and dispositions which prescribe various models 
of behaviour in the myriad situations of human life. Here are some of 
the most important aspects of these studies: 

physical survival. The objects of analysis are the methods through 
which people acquire the means needed to sustain their life, such 
as food, housing and clothing suitable for a particu1ar habitat, the 
means of production, exchange and consumption, as well as the 
ways in which these means become cultural norms and disposi­
tions; 
biological reproduction. The objects of study are kinship systems 
and their transformation into norms of cultural behaviour and 
shared values; 
social reproduction. The objects of analysis are the ways in which 
characteristically different communities and social systems are 
formed, as well as their structure and functional models. The focus 
is also on the specific cultural and legislative norms that form tl,L 
link between different individuals in the community, as well as the 
transitions from one type of formation to another. 
communication. The objects of study are the models of informa­
tional exchange by means of natural and artificial languages, mod­
els and channels of communication, as well as their relationship 
with the environment, the lifestyle, the culture and the image of the 
~orld, characteristic of a particuJar community. 
image of the world. The objects of study are the ways in which peo­
ple crea~e their own image of a reasonably ordered world, subject 
t~ defimte la~s. This is achieved by means of mythology, folklore, 
literature, philosophy, religion and science which enable the ration­
alization and transformation of the world by different means of in­
fluence, such as magic, religious and civil rituals, social movements 
and technological intervention. 
11 is obvious even at first glance that, without exception, each of 
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these aspects is somehow connected to the phenomena of human verbal 
creativity. This is so at least because the latter plays a major role in the 
'.ransformation of the. diff~r~nt survival and developmental strategies 
into cultural norms, d1spos1t1ons and values. Thus the li nks between the 
anthropological object and the object of literary science become more 
than obvious. The problem lies in the fact that their mechanical inter• 
change is impossible. The reason for this can be stated as foUows: if we 
study the role of verbal creativity in the realization of each of the afore­
mentioned processes, as a whole or separately, we will remain in the 
field of anthropology without being able to penetrate the specifics of 
verbal art itself. Anthropology will perceive verbal creativity as a factor 
in the creation and maintenance of ideologies, dispositions and values 
(aesthetic, moral and social), but will not have much to say about verbal 
art itself. Much less will it do so about the specifics of artistic structures 
or the history of artistic development. And this is precisely the m ain 
task of literary science. 

The object of anthropology, as outlined above, can therefore be 
viewed only as a prerequisite for the definition of one specific object 
of literary science and the analysis of verbal art in general. In order to 
move outside the purely anthropological field and find that specific ob• 
ject ofliterary analysis, we must pose the question differently. It will now 
be as follows: what role does verbal creativity play in the format ion and 
regulation of culture and the whole human lifestyle? 

When regarded from this functional viewpoint, the object of liter­
ary research could now unify all the elements o f artistic activity. These 
elements include: 

• the problems related to the image of the world, the ideology, the be· 
liefs, the humanitarian problems and conflicts, man's self-knowledge 
and communication with the Other, the ideal of human personali ty. 
Added to these are the models of prestigious or rejected behaviour, 
usually viewed as the main ingredient o f the artistic work's content. 
These models find their realization in plots and motifs, in dramatic 
conflict, in lyrical confessions, messages, glorifi cations, etc. Even here 
we can see the role played by the viewpoint and ~ e relationships }'e· 
tween the Ego and the Other in the literary creation. In other wo/ds, 
even at this level we can distinguish aspects that are usually viiwed 
as belonging to other levels of artistic activity, such as the P/Oblem 

I 
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regarding the relationship between author, character and reader, the 
problem of intention and its realization in the act of reception, the 
differentiation between declared and implicit intention and between 
declared and implicit ideological positions, etc. The possibility to 
achieve impact upon the beliefs, dispositions and values of the so­
ciety and the individual is inherent in the very mechanism of the 
creation of artistic images, plots and motifs, as well as in the specific 
mechanism of their apprehension, decoding and rationalization. That 
is to say, we can speak not of some autonomous 'content', presented 
by means of an equally autonomous 'form: but of a specific process 
of interaction between different human consciousnesses, realized by 
means of specific structures whose mechanism of creation offers the 
possibility for a particular mode of impact. Hence the deduction that 
a crucial point in the analysis of verba1 art is the issue of the relation­
sh ip between the fictiona1 world of the work of art and the so-called 
factua1 reality. 
As we know, the links between the real, the fictional and the imag­

inary form the basis of the famous project of literary anthropology of 
Wolfgang Iser (Iser, 1993). According to him, the fictional nature of the 
literary image is a precondition for the movement outside the bounda· 
ries of daily existence and into an environment of otherness, where the 
individual can check and rethink his or her habitual concepts, beliefs, 
values and behavioural models. Th is ability to transgress borders is, ac­
cording to Iser, not a function specific to literature, but also an essential 
characteristic of human nature. The concept of the imaginary is intro• 
duced for its special function to mark the forms of construction of the 
artistic world that we usually call imaginary. fantastic etc. The concept 
of the 'imaginary' serves Iser in his attempt to restrain the lateral mean• 
ings of words such as 'imagination: 'fantasy', etc., all of which point to 
the psychology of the creative act. His ultimate aim is to focus the re­
searchers' attention upon the essential role of the imaginary as a means 
of symbolic assimilation of reality through specific images (Bilderwelt). 

As I see it, the main problem of Iser's model lies in its self-restr iction 
~o ~he framework of modern literature. Through the act of 'fictionaliz· 
mg, t~at is inventing, the author grounds the conscious apprehension 
of fiction and the imaginary in the communication between the author 
and the reader through the text and the world of artistic imagery. At the 



.,,_ 

The Anthropological Approach in Li1crary Studies 57 

basis of e\'ery artistic act is the 'Als ob' convention. This was actually for• 
mulated by Erich Kaestner more than half a century ago in terms, under• 
standable even to children: "If this story had really happened, it would 
hm happened exactly like this.» The very fact that Kaestner found it 

n«ruary to explain the nature of artistic conventionality suggests that, 
apart from the joy of transgressing one's own boundaries achieved by 
the fictio nal and the imaginary, human beings feel another instinctive 
aspiration as weU - to believe in the truthfulness of the artistic world 
that is depicted. Ever since ancient times many manifestations of verbal 
art ha\·e consciously sought to confirm their 'truthfulness: that is, their 
complete concurrence with the factual conditions of the so•called ob• 
j«tive reality. For some of these verbal forms this concurrence is even 
a foundi ng constructive principle - these are the myth, the legend, the 
exemplum, the passional, and, in our day, the so.called literature of fact 
or the forms of creating a personal image. All of these would collapse 
if the belief in their 'truthfulness' were to be destroyed and they were 
suddenly perceived as acts of fictionalizi ng. 

Does this mean that, in order to avoid the contradiction of lser's 
model, we should accept the existence of two types of verbal creativity -
fictional and non . fictional? Here is exactly where anthropology comes 
to our help and demonstrates that the juxtaposition and comparison 
of different human cultures crystallizes in o ne main condusion: what 
the members of a group perceive as ' real: that is, independent from the 
perceiving consciousness, is oftentimes also the result of cuhu ral con• 
\'entions made up for the interpretation of the sensory and experiential 
content. This interpretation precipitates as an image of the world that 
is adopted and approved by the group and is treated as a factual reality. 
The main achievement of anthropology is that, by transgres~ing the cul• 
tural borders, it shows how much of what we perceive as 'real' is actualJy 
fictional. In that sense fiction, whose task is to make us transgress our 
own boundaries (lser's 'fictionalising' or Bakhtin's 'outsider's look') and 
thus to make us know ourselves and put ou rselves through trials, is not 
a non-reality, but a provocation of the mainstream convention which 
aims to interpret the sensory content. In that sense, the opposition fie• 
tional vs. non. fictional and their derivatives such as imagination, social 
inapplicability and aesthetic function (fictional) and memory, social_ap· 
pua.bility, cathartic function (non.fictional) - is also put into question 
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Certainly, there are differences. Some verbal acts are obviously fic­
tional and have a markedly imaginary imagery. Others utterly resemble 
the factional reality and hide in every possible way the fictional nature 
of their artistic discourse. They even affirm their 'historical accuracy; 
'factuality' and 'authenticity'. Others still, whose most distinguished 
representative is mythology, are markedly imaginary in their symbolic 
imagery, which does not stop them from claiming full and factual truth­
fulness, that is, their non-fictional character. Something more - they 
would be eradicated as a factor in human culture if they were not per­
ceived as unquestionably truthful. 

In that sense, the correct conclusion could be stated in the follow­
ing terms: Human experience contains different modes and levels of fic­
tion, as well as different functions and models of social apprehension 
of fiction. The task of an anthropological literary science would be to 
describe and study these various modes and functions in order to com· 
plete an adequate picture of the artistic phenomena in question, which 
often belong to different systems of functioning of the fictional. Often• 
times, especially in modern cultures, they somehow work with previous 
modes of perception of the fictional and the imaginary. In other words, 
fiction itself can become an artistic vehicle of expression. 

An attempt in this direction was made by a research group with the 
Institute for World Literature in Moscow within the project on Historical 
Poetics. In their foreword to the collection of essays entitled Historical 
Poetics. Literary Epochs and Types of Artistic Consciousness (Asep1tHL1eB, 
1994), the authors Averintzev, Andreyev, Gasparov, Grintzer and 
Mikhaylov propose the idea that there are three main types of artistic 
consciousness in the development of human verbal art. Their difference 
lies mainly in the role that each of them ascribes to functionality and its 
application in verbal artistic acts. Hence the major changes in the func­
tion of some basic forms of poetics, such as authorship, genre and style. 

Here, however, we should make one stipulation. In our practice we 
are used to speaking about literature, literary science and literary theory. 
At the same time we often study and base our arguments on phenome­
na tha~ are n.ot properly literary - that is to say, they do not exclusively 
c_o~pnse ~ntten texts that are meant especially for a special kind of ar· 
hshc readmg and perform a predominantly aesthetic function. What is 
commonly denoted as "European literature" is a relatively late phenom-
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enon that arose during the Hellenic ages and did not undergo any real 
d~·elopment until post-Renaissance modernity. At the same time vari­
ous manifestations of verbaJ creativity have accompanied humanity for 
ntarly all of its earthly existence. Some of these still exist today, but are 
not included in the sphere of literature. At the same time, by perform­
ing their characteristic functions, they keep influencing the formation 
of beliefs, dispositions and values of humankind. In other words, we 
should look for a diversity of phenomena with various characteristics, 
all of which fall within the very boundaries of our object. 1hat is why I 
prtfer to use the term 'verbal art', and try to apply the term 'literature' 
only where I talk about the phenomenon proper. 

The importance of this specification is even more obvious in the 
case of the third aspect of the anthropological study of artistic phenom­
ena - the organization of artistic discourse. For the majority of the im­
manently oriented schools of literary studies the main field of research 
USW to be the text. This is quite understandable - after all, it was pre­
cisely the coherence of the symbolic structures where the scholars in the 
field sought the main support for their definition of the specificity of art 
in its various aspects and levels. The problem, however, arises when we 
attempt to shift our interest to the function of artistic texts in a social 
environment. At this point, text-oriented studies reveal their helpless­
ness. This explain why Hans Robert Jauss felt the need to challenge the 
dtvelopment of literary science, which he did in a famous speech that 
later was developed into a book - "Literary History as a Provocation 
to Literary Theory" (Jauss, 1967). In this book and in the ones that fol­
lowed, Jauss demonstrated how important it is for students of literature 
10 familiarize themselves with the details not merely of the text of the 
work under research, but also with the particular way in which it is per­
cti\·td and m which it casts its influence on society. Emerging in this 
way, the aesthetics of reception was later transformed into an aesthetics 
of efftct. At the centre of its interests are the issues of artistic communi­
cation. Several different aspects and levels can be distinguished within 
nsproblematics: 

I. The problem of the speech bearer. Textually oriented literary sci­
mcc is focused mainly on the issue of the author of the text and his 
or her proJections in the textual structure. Even the polemic about the 
death of the author, stirred up by Roland Barthes, does not in principle 
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depart from this framework, because the question it actually poses is not 
about real speech bearers and real communication, but about different 
strategies of reading written texts. The actual speech bearer in the lim• 
its of a human community remains an unknown territory for this line 
of scholarship. Yet A. N. Vesselovsky (BecenoscK"t:i, 1894) had already 
posed the problem with the necessary explicitness. His article 'From the 
Singer to the Poet' ("OT nesu;a K noeTy") is probably the first serious 
attempt of contemporary literary science to apply an anthropological 
approach to the study of verbal phenomena. Vesselovsky clearly demon­
strates that the speech bearer's status is a key factor for the acheivment 
of the prestige of that speech. At certain moments, Vesselovsky points 
out, the speech bearer becomes more important even than the charac­
ters he glorifies, because the preservation of its memories and the crea­
tion of glory is what the community needs more than the actual act of 
heroism. Using the example of Demodocus, who sings about the heroic 
deeds of the participants in the Trojan War in the presence of one of the 
most illustrious heroes of that war - Odysseus, Vesselovsky proves that 
the singer is the figure that determines the status of speech in a given 
community. In the same study Vesselovsky also defines the specific role 
speech will play in the creation and maintenance of the beliefs, disposi­
tions, values and emotions of the members of this community. But even 
though modern literary science accepts the importance of these phe­
nomena, there are still no in-depth studies of this issue. Even folklore 
studies, which hold it as one of their most important problems, have not 
produced any persuasive research, at least not since Perry and Lord's 
work on the epic singer. It was once again Jauss who brought notice to 
the importance of this problem in his famous table of medieval moral­
istic genres. Jauss pointed to the speech bearer as one of the factors that 
link the two main fields of literary interest - the role of the artistic act 
in its effect on the community's values on one hand and its role in the 
organization of the narrative perspective and the ove~all structure of the 
text on the other. 

2. The problem of the organization of the artistic act. In the last 
dec_ades this has become the object of study for the so-called sociology 
~f l'.terature and reading. Research in this discipline, however, has been 
lumted only to the literary field whereas, as I have already pointed out, 
human verbal creativity has much wider dimensions. The participation 
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:ispttch in various types of rituals is a problem that extends to the later, 
~ literary organization of the artistic act, even though it does so at 
as«ondary level, as one of the vehicles of expression in literature. Nev­
mbeless, the very fact that this vehicle is crucial for the construction 
cl the overall meaning and the impact of the work highlights the need 
b-moreserious efforts in the studies of this aspect of artistic activity. It 
is also no less essential to investigate symbolic acts of communication, 
sudiasnarrative, telling, singing, etc., as well as symbolic acts linked to 
the attitude of the subject of artistic discourse to his or her task - glori. 
fiation, lamentation, idyllic idealization, etc. In the same field we can 
mid the 'simple forms: proposed by Andre Jolles, which are based on 
,omcfundamental cultural mechanisms for creating of the image of the 
1orld- myth, legend, saga, fairy-tale, etc. 

3. The above is also valid for the study of relationships in the so­
cial and artistic communicative space. The most important ones among 
!hem are linked to the distinction between oral and written discourse. 
This distinction, as shown by Paul Ricoeur (Ricoeur, 1978), predeter­
llW\cssomeofthe most significant differences in the function and effect 
fl spetch. They depend on the closeness or distance of the subject of 
mmmunication in space and time, the need for interpretation of the 
mcanings embedded in the declaration and their interpretation by cor­
rtbting them to particular social and cultural contexts, etc. 

4. All of these aspects inevitably have an impact on the composi­
tional and structural principles of building the artistic discourse. In the 
case of written fictional discourse, as Reiner Warning's research shows 

"anting. 1983), we can even speak of a staged discourse, that is, of a 
diiw.use where the very structure of the text encodes possibilities for 
iluccondary realization in a fictional communicative space. Along with 
lht d&:ursive characteristics, the structure of artistic texts must also 
~ the full potential for the meaning of the fictional world depicted 
la the work of art. All of these enable textual structures to fit in an uni­
itd complex of factors that create the entire structure of the artistic act. 

5. Finally, attention needs to be paid to the aspects of perception and 
aic:rlmcation between the different subjects of the artistic act. Bakhtin 
~ these to three main characters - author, literary character and 
pcrccjver. This is an area where the impact of the artistic act on society 
11111. tht individual also comes into focus. As we know, research of per-
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ception and the impact of the artistic phenomena has resulted in some 
valuable publications on this subject by the representatives of the aes­
thetics of reception and the aesthetics of impact. Central among them 
is the work of Hans Robert Jauss Aesthetic Experience and the Problenu 
of Literary Hermeneutics (Jauss, 1972) and Wolfgang Iser's The Act of 
Reading (Iser, 1994) and The Fictive and the Imaginary. Perspectives of 
Literary Anthropology (Iser 1993). The methodology proposed in these 
fundamental works is applicable to the study of various phenomena in 
the field of artistic culture. 

One question arises naturally at this point: isn't there a specific ar­
tistic phenomenon that serves as an 'entrance' to the analysis of each ar­
tistic act, that also unifies all aforementioned aspects of anthropological 
reading? I believe that there is such a possibility and that it is based on 
the research of genre. If we study genre not as a guide to the compilation 
of the poetic text in accordance with a set of established rules or as a 
read ing program that enables the building of various meanings, but as 
a norm for the development of the whole artistic discourse, we will see 
that the genre covers all of the aspects of artistic activity. 

Firstly, the genre keeps account of the communicative character of 
the discourse: Who is speaking? And to whom? What is the mode of 
speaking (modus dicendi)? All these questions determine both the in­
tertextual character of the speech and the peculiarities of the artistic 
communication that actually takes place in the social space. The way 
in which the work will influence the perceiver, the model for his or her 
identification and the flow of shared experience and rationalization de­
pend a great deal on the communicative model - whether the work is 
performed by an aoidos, a rhapsode, a juggler or a cantastorie, whether 
it is recited in the palace haUs or in front of an enthusiastic crowd in the 
~arket square or the stadium, whether it is sung as a song or read in sol­
itude. If we analyze the text alone, these questions will not only remain 
~nanswere~, but will not be posed at all. Consequently, we deprive our 
mterpretat1on of some very crucial aspects. 

Secondly, the genre directs the speech in time and space, both inter­
textual and real. The emergence of meaning and the mode of impact also 
depend on whether the action is depicted as taking place at a particular 
lime and place or in an ideal, unspecified reality. Some artistic phenom­
ena, drama and songs, for example, take place always 'here and now: re-
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gardless of whether they tell of past or present events and regardJess of 
tht difference between the narrative and declarative time and space. The 
rtftrence to the absolute past is a structurally defining factor for other 
genres, such as the classical epic. For others still, timelessness and some 
~ ambiguity are a crucial characteristic: these include the haiku, the 
lyrical miniature, the epigram and the proverb. In his well-known theo­
ry of the chronotope, Mikhail Bakhtin focuses mainly on the differences 
between the epic and the novel, yet he clearly demonstrates that every 
1'trbal artistic genre develops its own chronotopical model, specific only 
to itself. These characteristics are no less important to the studies of the 
mrchanisms that build meaning in the work of art and its actual effect on 
the pm:eiver than the communicative orientation of the discourse. 

Theirdly, the model of communicative situations includes the no­
menclature of characters. The way in which the human being is depict­
ed, as well as the idea of what is human, both embedded in every char­
acter, is also strictly generically oriented. The tragic hero is presented 
in one way, the comic - in another. The epic hero is one thing, and the 
balladic - another. The depiction of a model character, specific to the 
ltgtnd, the passional or the ode would be completely inappropriate for 
Ult comic short story or for the love lyric. And we also know that for the 
ptrceiver, the characters in a work of art are the main object of identi-
6cation. This also defines the different diferent manners and models of 
identification and hence the work's impact on the public. 

In the fourth place, there is the action model. Sometimes it is mere­
iy an illustration of a given moral imperative, as in the exemplum. In 
odier cases it is a conspicuous illustration of the idea that worthy of 
reward is only he who can overcome the obstacles in life due to his good 
bean which rewards the hero with an overnight hierarchical upswing, as 
happens in the fairy-tale. In other cases still, the action is subject to the 
modd of the epic duel, etc. There is no existing genre where the model 
« ~n is not clearly defined and always adhered to. This in turn guar­
i4!~ that the work will follow the correct strategy of impact, one that 
builds the desired models of conduct, beliefs, values and dispositions. 

All these characteristics of the artistic act combine within the con­
struction of the image of the world that is characteristic of every genre, 
15 wtllasin the message that every genre usually seeks to com•ey to the 
Glience. How to be virtuous? Legend gives the answer to this question . 

... 
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What would happen if our wishes could come true? To learn this, w, 
need to turn to the fairy-tale. According to what norm can we evaluate 
the event we are being told about? The answer eies in the novella, etc. 

On the other hand, the study of genres can clarify the relationship 
between the texts that are perceived as artistic and those characteristic 
of "normal" speech, as well as the relationships between artistic texts 
proper. Furthermore, the juxtaposition may flow both in a synchronic 
and in a diachronic order. These juxtapositions give rise to many intn­
esting observations related to the functions of the discursive levels. If. 
for example, we are studying a text that we spontaneously perceive as an 
ode, we could subject it to a synchronic juxtaposition both in terms of 
similarity and of contrast, in order to see how the reader would decipher 
it in the framework of the binary oppositions of the synchronic system 
of genres. In this case elegy, humour, fairy-tale and the like would stand 
in mutual contrast, while laudatory speech and the ceremonial march 
would show similarity. From the diachronic perspective, matters look 
even more interesting. If we juxtapose the way in which odes construct 
the image of their characters, we will find that it largely resembles the 
way of depicting the perfect legendary hero and the characters in the 
passionals of saints. Some interesting parallels - for instance, with tht 
generic function of the ode - could also emerge when we compare the 
social functions of different genres in their respective contexts. 

Actually, the problem of the gener ic function is a problem of the 
centre where all aspects of the artistic act converge. In this function 
which Jauss calls "the place in life" (Sitz im Leben), the factua l reception 
of artistic phenomena (a problem of literary sociology) combines with 
the ideological funct ions - the way in which a genre helps the formation 
and consolidation of a particular type of beliefs, dispositions and values. 
It also works on the purely pragmatic level to form commendable mod 
els of social conduct. 

As can therefore be seen, the study of generic problems covers aD 
t~e aspects of the ~rtistic act and offers the opportunity for linking the 
different levels of its structure and function - from the level of ideal 
me_anings ~nd the problems of communication, through the organi 
zation of d1sc~urse, the construction and perception of the text to tli 
impact on society and the individual. It is not surprising therefore that 
the authors who, throughout history, have spontaneously embraced the 
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ropological approach, have in one way or another tackled precisely 

problems of genre. 
The most telling example is that of Aristotle - the author of the first 
that was specifically meant to serve the purposes of analysis of the 
~ phenomena. His Ars Poetica (Aristotle, 1975) analyzes the tragic 

and combines the various levels of the work - the character type of 
• pougonist (who has a higher status than the spectator but carries a 

guilt), the construction of a specific image of the world (imitation 
Jai..1ion,serious and complete), narrative devices (obstacles and realiza-

~ ~'J)CS of reception and impact (wrong opinion, compassion and 
~ catharsis), and the problem of the relation between fiction and truth. 
~a sensr,Aristotle's complex approach remains to this day an example of 
cpous anthropological analysis of a particular artistic pursuit. 

For centuries, the studies of artistic speech have been limited ei­
lbtr to the creation of practical rules for the construction of different 

of tttti, or to some sort of speculative philosophical theorizations. 
btn in tls fi~t manifestations - the works of the Positivistic school -
DJdem literary science turned its research focus to the anthropological, 

·dy generic problems. The most characteristic examples of this 
n A X. Vesselovsky's Three Chapters on Historical Poetics (1899) and 
'-rtia o/Genre(J897-1906). In these works the distinguished scholar's 

falls mainly on the ways in which the phenomena of human 
,perch ui~ spontaneously from the needs for social development, on 
lbt 1nysinwhich typical approaches of impact are formed, on the ways 
■ -tich different artistic figures come into being and develop ('from 

anger to the poet') and the manner in which various strategies for 
k COltMlction of plots and motifs emerge. 

Tot anthropological approach to genre is not uncommon even in 
usually perceived as markedly formalistic, such as the works 

■!ht so-called Morphological school, especially W. Y. Propp's Morphol­
'floltbt Fairy. Tale {Mop¢01101ua cKaJKll) (nponn, 1928) and 11,e His­

loots of the Magical Tale (nponn, 1946). We must also mention 
dies and his Simple Forms (Jolles, 1930). 

1ht bet that the works of the Positivists, as well as those of the fol­
Jf tht Morphological school, examine phenomena that are more 

tk of oral art, is not surprising. After all, it is precisely in 
ct th.a the links between the fictional world of the work and the 
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social contexts of its creation and function are more noticeable and e'ten 
define their structure. Even today, the branch of philology that deals 
mainly with folkloric phenomena transforms most quickly and pain­
lessly into a part of general cultural anthropology. 

The distinction between written and oral speech, between folklore 
and literature proper has resulted in two major scientific fallacies. Ac 
cording to one belief, typical of the early 20th century, folklore and ~t­

erature are phenomena of the same kind. Folk.lore is analyzed predom­
inantly from the viewpoint of its recorded texts, which differ from tht 
literary ones only in some purely structural features, such as the use of 
variations, stable motifs and plots, specific vocabulary and vehicles d 
expression. This equalization, especially where the modes of function­
ing of folkloric and literary phenomena are concerned, has bred many 
misconceptions, especially in the interpretation of artistic phenomena 
that differ in time and character. 

By contrast, the other approach perceives folklore and literature as 
completely different phenomena. The upholders of this theory belie.."t 
that one can understand folklore adequately only with the help of a purt· 
ly cultural or anthropological analysis. Literature, on the other hand, is 
considered to be a field which is free from any directdependenceon tht 
objective reality and which exerts its influence mainly through the frtt 
play of the reader's imagination. Such is, for example, Wolfgang lser·s 
approach in his project on literary anthropology. 

It is in fact clear that all phenomena of human verbal art, albril 
often very different from one another, exist in direct mutual correla 
lion and interdependence. The task of the researcher is to outline botl. 
the differences and the similarities between them. That is the approad, 
adopted by M. M. Bakhtin in his attempts to find the links between pht 
nomena of different kinds, such as the Menippean satire and the no\·d. 
the epic and the novel, the oral and the written artistic genres, etc. In 
later years this idea was further developed in the an1bitious project 'Hi.I 
torical Poetics' realized mainly by the Institute of World Literature at Ult 
Russian Aca~em~ of Sciences. The leading principles of this approadl 
are summan~ed m the abovementioned texts of Averintzev, GasparCII 
et. al. Acco~dmg to them, there are three different artistic epochs, ea(b 
with a specific way of participating in the social and ideological life. Th~ 
leads to some marked differences in the function of the fundamental po, 
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crbl~egories. such as genre, style and authorship. At the same time, 
it'l'tr, there are no insurmountable divides between the phenomena 

rt oral and written art - they presuppose and determine each 
, th~· may draw upon and manipulate each other and thus turn 

bzi characteristic signs of function into vehicles of expression. The 
telling example is the case of the so-called 'skaz: where the manner 

lf cunstruction of the oral work of art is perceived as a means towards 
rtalization of a specific strategy of impact. 
Tut approach of Hans Robert Jauss and Elisabeth Frenzel is very in 

in that sense. They have developed an original method of re­
ardiing the links between phenomena in oral and in written art. Fren­
a!$ nro large collections - Motifs iri World Literature (Frenzel, 1999-a) 
D! f.aknts of World literature (Frenzel, 1999-s) trace the birth and 
bldion of basic motifs, plots, images and characters in human verbal art 

■cfiffmntcultural contexts by describing their typological similarities. 
In conclusion, we can say that the anthropological approach in lit­

tntyscimce opens new opportunities for the creation of a complex re­
an:h methodology that could combine the achievements of the various 
m:ds of literary scholarship and could create a new object of scientific 

It places at the centre of attention not the structure of the text, not 
fltll merely discourse ana1ysis, but the entire complex of artistic activity 

kl\•1ards the formation, maintenance and transformation of hu-
11111 bdicfs,, images and views of the world, the dispositions, feelings and 
nbsthat are fundamenta l to the very idea of humanity. In that sense, 

. science can be simultaneously conceived as a specific scientific 
~ith its own obJect and methodology of research, as well as a 

althegenera1 cultural anthropology. In any case, the interpretation of 
l:lrticubr anistic phenomenon that has been subjected to an anthropo­

reading can reveal many new and unexpected aspects. 
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BLACK ON LINGUISTIC I-IOMOGENEITY AND HETEROGENEITY 

The discussion of linguistic problems is absolutely natural in the 
philosophical tradition to which Black belongs. Thi s tradition has quite 
a few fundamental and subtle differences within itself, but if there is 
one thing in common among its representatives, then it must be the be-
1,ef that the analysis of lingu istic problems can, in one way or another, 
contribute to philosophical knowledge: "they agreed on the importance 
o f language, though their views differ wide ly as to what this importance 
is. Some of them insist that common usage should serve as a touch­
stone of meaning and trnth; some of them, on the con trary, find the roots 
o f philosophic confusion in taking common usage too seriously; some 
of them exercise.Jhcir patie~cc and ing~nuity i~ tryi~g t~ c~nstruct an 
ideal language." Black said that "[ph1\osoph1cal hngu1st1cs may be 
expected to provide nothing less than a pathway to the nature of that 
reali ty which is the metaphysician 's goal. To this very day the hope 
persists that ' ... with sufficient caution, !he properties offang1wge may 
help us lo understand !he s1r11ct11re of the world "

41 
Russell also thought 

that "[t}he study of grammar, in my opi nion, is capable of throwing far 
more light on phil osophical questions than is commonly supposed by 
ph ilosophers. Although a grammatical distinction cannot be uncritica lly 
assumed to correspond to a genuine phi losophica l distinction, yet the 
one is prima facie evidence of the other, ~z"d i:"ay often ~ mos~ use­
fully employed as the source of the other." This program 1mmed1ately 
lead to the quest for an " idea l language" which is free from the defects 
of ordinary language, and which can prevent logical mistakes by cor­
responding 10 the facts of the world through the correlation of elements 
and the identity of structure. Black adds that it is by no means certain 
that Russell "ever seriously supposed that the ideal language could be 

• Brand Blanshard Reason and Analysis. La Salle: Open Coun. 1962. pp. 
94-95. 
•

1 
Max Black "Russell's Philosophy of Language'" in Paul A. Sehilpp (ed.) 

The Philosophy of Bertrand Russell. Evanston and Chicago: Nonhwcstcm 
University Press. 1944. 229-2S5. p. 230. Black's italics. Black quotes Benrand 
Russell An Inquiry into Meaning and Tnith. London: George Allen and Unwin. 

l:
940

~!d Russell The Principles of Mathematics. London: George Allen 
and Unwin. 1903. p. 42. 
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rea li zed. "
4

l It is, however, absolutely certain that he always mistrust­
ed ordinary language. He said there was a fundamental disagreement 
between him and some other philosophers, including P. F. Strawson: 
"They are persuaded that common speech is good enough not on ly 
for daily life, but also for philosophy. I, on the contrary, am persuaded 
that common speech is full of vagueness and inaccuracy, and that any 
attempt to be precise and accurate requires modification,ff common 
speech both as regards vocabulary and as regards syntax." 

In similar vein, Gilbert Ryle discussed the .. systematically mislead­
ing expressions" wl!~ch arc ''couch~d in a syniactical form i~1propcr 1_0 
the facts recorded." A. J. Ayer said that the purpose of philosophy 1s 
to ·•dispel those confusions which arise from our imgcrfect understand­
ing of certain types of sentence in our language." But it is perhaps 
even more important that through the invest igat ion of the alleged de­
fects of language, the study of ordinary language became respectable. 
George E. Moore's strategy was different from that of Russe ll. He usu­
ally pointed out that some of the supposedly " philosophical" puzzles 
arc meaningless because they conflict with ordinary language: ''The 
philosophizing of most of the more imponam philosophers has consist­
ed in their more or less subtly repudiating ordinary language. Moore's 
phi~osophizing has ;

1
onsisted mostly in his refuting the repudiators of 

ordinary language." In one way or another, what was supposed to be 
ordinary language, meaning and the conditions of mean ingfulness were 
pan and parcel of the philosopher's investigation. Thus, when Ma.x 
Black decided to discuss metaphor, he only extended the investigati on 
to a field which was rela1ively neglected by other philosophers. And we 
shou ld not forget that when he wrote his essay, topics like translation. 
synonymy and paraphrase were wide ly discussed by philosophers. The 
only thing that may have shocked the fellow-analytic-philosophers like 

~J Dlack ·'Russell 's Philosophy of Language·• p. 253. 
.... "Mr. Strawson on Referring•·. Mind66(1957) 385-389. p. 387. 
0 Gilbert Ryle --sys1cmn1ically Misleading Expressions•·. ProceedingJ of 
the Aristotelian Society 32 (1932) 139- 170. p. 143. 
«- Alfred Jules Ayer lm1g11age. Trnth 011d logic. London: Vic1or Gollancz. 
1936. p. 62. 
•l Nonn:in Malcolm ··Moore and Ordinary l....3nguagc .. in Paul A. Schilpp 
(ed.) The Philruophy of G. E. Moore. Evanston and Chicago: orthwcstcm 
Universi1y Press. 1942. 345-368. p. 365. 
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a IJ'Cfld newly encouraged at the beginning of the 20111 century by 
emerging discipline of English studies. 
Jeno Peterfy, for example, in his essay on J6zsef EOtvOs' novel-
method and technique, analyzes the similarities between Byron 's 

1'1lford and E6tv6s' novel, A Karthau::i {The Carthausian] , wrinen 
■ :li39. Frigyes Riedl poi nts to a thematic resemblance between By­
a's The Siege of Corinth and Mih31y VOrOsmarty's small heroic poem 
£:tr. GyOzO Morvay finds even more Byronic features in VOrOsmarty's 

and similarities, such as in his battle and landscape descriptions, 
■ lhc grounds that the poet's attention was drawn to Byron by the 

War or Independence and that be had already read several of 
B}n:m's v.orks by the early I 820's (in German translations, possibly 
■ that of Schumann, issued in Zwickau). Morvay discovers exact cor-

nces between De/sziget [Isle of South] and The Giaour. He 
eomcntions tha11he sim ilarit ies between the two poets derives from 
Ille fact that they had both read the same works, such as the Arabi­
• \ights. as well as those by Moore, Tasso and Ariosto. Morvay also 
imnumlamies between Byron and his admirer, Mikl6s J6sika, in the 
bacr"s short stories. J6sika's works Helione and Herculanum display 
pallcls v.11h Byron's Sky and Earth, but the Hungarian writer also had 
tcbft called Diamante, which would have taken place in Albania, and 

mam character would have been Ali Tepeleni. lmre Madllch's 
.t: ember tragediOja [The Tragedy of Man], which combines 

of the Faustian dramatic verse and the p0eme d'humanitc, 
according1ose,.:eral of its critics, a lot to many of Byron's works, 

) to .Ha11fredand Cain. S.indor Fest, one of the pioneers of the 
Studies m Hungary, deals with the Byronian heritage in Hun­

,._ xrature. 

b B ntcrNing (though not surprising at all, in view of 1he tradi-
19'-century Hungarian literary theory) that while in the case 

Byron· epic v.orks, the essays dealing with the poe1's effect include 
tutual comparisons 1, the influence of his lyrical works was 

C\~-r analyzed, apa~ from some rar.e examples. The analysis of 
poetry was re!)tncted to comparisons of the use of color and 

mg moods; the "grave magic," the spleen, the sickness, mis­
S1Clness of life or the never-satisfied eagerness to act all 
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these became Byron's "trademarks". The so-called "Byron•phenomc 
non" itself is much more complicated than this: it becomes a panofttr 
problem captivating the attention of 19111 -century Hungarian In~ 
critics. What therefore is the cause of his influence, how and why~ 
literary and cultural reception happen, how does it affect society, v. 
role can it possibly play in its development - or, in shon, how can 
be that the 19,., century for example could "find its voice in Byron," 
Gergely Czuczor puts it? At the end of this short review I would hke lll 
say a few words on these issues. 

2. Byron- phenomenon or Byron-syndrome? 
(Attempts at identification) 

The reception-historical study of GyOzO Morvay begins with 
strange "Byron----<fefin ition." As ifto identify a scientific subject he de. 
votes several pages to the "essence" of Byron and to what this na!!' 

really means: according to the recent sc ientific opinion, "Byron ep!1 
mises the concept of the suffering personality, the pain caused by 
imperfection of the ever-changing world".4 From the historical point1 
view of the 19

111 
century, says Morvay, this far-reaching phenomenon 

an expression of the belief that the great ideas which had emerged m th. 
18

111 
century on a theoretical level and marked with the names ofRou. 

seau, Young, Voltaire and Kant could be put to life. These include me 
adoration of nature, the lyrical consciousness, scepticism, the desirt k 
freedom, the scathing irony, the restless urge to discover the final quc-
1ions of existence. On a logical level, adoration of nature is in perfo: 
harmony with the emotional and intellectual superiority of an, if 
latter is regarded as a pan of life. One of its imponant elements is lb' 
subversive radicalism which idolizes freedom and (with an aristocrau.. 
conviction) wants a republic instead oflimi1/ess despotism and unbend­
ing_ tyranny. The realization of this idea is moreover of a heroic type 

which the Christian, the pagan and the primitive arc united, while It' 
failure proves that the world order lacks ha1Tnony.' 

' GyOzO Morvay: Byron Magyarors=6gon (Byron in Hungary}. In: Eir 
Kocwei. Byron. Budapest, 1913. p. 295. 

\1or\.'ay p. 295 296. 
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Morvay was not the first to try to describe the most important fea­
of this Byron-phenomenon. Some authors before him tried to 

-er the question in what circumstances it emerges and what con­
~ n could bring about. In their view it is such a complex phe­
a)l'IC(IOII with an extremely great influence that it cannot be simply 

on the grounds that it is morally harmful. As an ideological 
a syndrome of the ages, one which can emerge as ifby the force 

d JlliUJC, 11 is not certain at all that one can avoid becoming involved 
■ Others, on the other hand, think that it might not be necessary 
11 do so: a thorough examination of the phenomenon revea ls certain 

I\C features which should be welcomed. However, the question is 
ru.ild positive features prevail without the disadvantages? In the 
tofthis dilemma, these 19th century Hungarian essays look most 

!)mg, since they attempt to map the preconditions of being Byronic 
placing Byron on the English intellectual horizon. 
An anicle published in 1828 in the journal titled Tudomdnyos 
.tmeny [Scientific Collec1ion] compares English and German po­

CU) · or more precisely, it does not compare as much as explain the dif­
lermtcs between 1hem by describing the different characters of the two 
llt!ans. Byron taJces a unique place in this comparison: "He is German 
~Im fantasy, but he is English by necessity." It is interesting that the 
auy'1 aulhor finds those features which are regarded by others as the 
~ tics of his personality to be general and the typical expressions 
tf thc English national character. According to his opinion, Byron's as-

spiril, his stubbornness, his "not feeling comfortable where fate 
pbcedbim, his striving for the unusual," his fearlessness before any 

all these show the English national spirit best. It is revealed 
■ tie fact that "one cannot find the pedantic, cloistered type of scholar 
• la)' of his works but only the man in the poet who sailed amidst 
~ m the Lac Leman, swam across the Hellespontus, and went to 

ghi searching fordeath.'06 English literature corresponds to the 
~ character best when, as the article suggests, the border-

J)'llla Fenytry: ,,Az Angol es a NCmc1 POCsisr61. Kivonat a Le Globbe 
~ ff1DcZ Foiy6ir.isb61; Gleich FridriktOI LipcSCben kiadon Eremil 1827-

,(0.( szama siennt" [ .. On English and German Poetry. Summary of an arti­
ili■ a frrnchJoumal titled 'Le Globe', after a German variant by Friedrich 

1 Ermm issued in Leipzig, 1827 No. 40.) In: Tudomimyos Gyiij1eme11y 
Collection) 1828/2. 



74 ORSOLYA RAK.Al 

line between life and poetry ceases to exist, or more precisely when life 
becomes poetry and poetry transforms into life. 

However, according to others, Byron is entirely alien to the Eng. 
lish character. An author writing in the Magyar Szepirodalmi &emit 
[Hungarian Literary Review) states that Byron and Shelley had a moch 
greater influence on the continent than on their homeland, as sp!eci 
and Weltschmerz are not typical of the pragmatic and rational English 
nation at all. The mechanism of influence is again "sympathetic": 1t can 

prevail where character exists. By his national spirit the Englishman is 
practical and quick-witted, "he gets along on his way in a manly fash­
ion, shapes strangers as it su its his interests best, is deeply attached 1(, 

bis ancient institutions until he meets the opposite necessity, and !Ml 
he'd rather improve its spirit and soul than struggle with empty fo1111S 
and the splendour of words, which clearly shows his lively character." 
These characteristics are the ones traditionally identified with the fea­
tl.tres of the Hungarian nation (in the rhetoric of the Hungarian nobilil) 1 

Nat ional characteristics played a great part in England's becominga 
model country from the end of the I 8th century. The English example 
cou ld be efficient just because the two nations' characters are much 
alike, the similar descriptions suggest. 

This notion of the Engl ish character can function as an example fa 
a literature which intends to serve and orient the nation since "this kmii 
of English character can, in the field of literature, make a nation original 
and influential in life, as it springs from life, and life can only spring ii 
a living thing." Accord ing to this article, the "true" embodimentof Elr 
glish literature is Dickens, whose works have such a great effect on lbr.: 
reader that they arouse the reader's "social consciousness" and manaec 
to i~fluencc economics and politics in a peaceful way, making ~ 
reahze the necessity ofrefonn and development.7 

An argument based on national character can also be found in \ for­
vay's essay. He explains Byron's great influence in Eastern Europe \\1 

~he ~act that the nations living there could often recognize themseh 
m his work's exotic features and locations. Hungarians were attraclC'd 
by the described nations' "warlike and proud character the mentioru!l! 
ofa glorious name, the poet 's splendid fantasy rich in 'oriental imago. 

• . .Az_ ang~I kOltCszet:· [English Poetry.) In: Magyar Sze iroda/mi S;e,,,;, 
[H,mganan luerary Review] 1847. p. 34-35_ P 
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mpoem's rhetorical grandeur, hi s melancholic and revolting pain, his 
cof freedom, legendary heroism, his aristocratic emotions that stand 

■ permanent contrast with all his democratism, ruthlessly scouring the 
llllh."tll) with sarcasm, and his hate of the Austrian despotism."8 

Life-hkeness, the ambivalent relation between word and action be­
qoncoflhe most important problems of I 9th-century literary theory, it 

many times in connection with Byron as well. As Ferenc Pulsz­
put:, 1t: -Toe word wipes the golden dust off the thought's butterfly 

. consumes its most gentle scent, weakens its giant strength, and 
lll!.a\CS its beauty, then it kills its goodness." Thought has only one 
;qmy. action, word is only a stepchjld ( ... ). Byron, this titan, longing 

act1,in. felt this well: who could be so hard, who could not pity him 
--tm he uclaims amidst the inner dispute of his never-realized pas­
ll:Jlts: -Actions, actions, said Demosthenes, actions, actions I say, and 
Id 1imung, least at all rhyme.''9 

Another important element of the Byron-phenomenon is its up-to­
~- its modernity. In the abovequoted travel diary Pulszky, per-

113111hzing the era's ambiguity, tension, changeability and unpredicta-
·, compares it to Byron's heroes, taking him as the era's dramatist, 

•at least as its most perfect means of expression: "our time is similar 
1tByroa·s heroes, silence outside, storms inside, the river's clean ice 

crs lbc foam's giant congestion. " 10 

One could almost say that Byron ep itomized the peak of English 
history, as presented in Gergely Czuczor 's summary: we can 

m Byron's figure the great change setting apart the old and 
D:ldern and proceeding in European history and societies, and in re~ 

IO thisin English literature as well. 11 "Lord Byron is one of those 
v.ho won't be disowned by our age: for (since he is conceived in 

6is age's marrow) he is praised, glorified, his principles arc admired 
adtm ga1111$ is praised by the contemporaries. He is one of the pas-

~8. 
It fcrcnc Puiszky:_ ,.Oti v3Zlatok 1 _836-b61." ("Travel Sketches from 1836."] 
~ Ferenc Kuebb dolgo=ata,. Ed. Antal Laban. Budapest, 1914. p. 45. 

Cicrid)· Czuczor: .,Szellemi mozgas Angli.iban s annak haladasa, tekin­
llil tUropai nemzetekre." ["Intellectual movements in England and its 

considering the other European nations.") Tudonuinylar [Scien­
~ UJe1183515. 
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not fail to draw. His sta tement means that the speakers ofa language can 
only accept what is "determined" by the rules of the language. In other 
words, it is impossible for the speakers to change the literal or metaphori­
cal status of sentences. But if the speakers cannot change the meaning of 
words, who or what can? Black was both aware of the vulnerability of 
meanings to changes and was at the same time wary of these unpredict­
able changes. He impl ies that the "mies of our language" constitute an 
impersonal force that "de1cm1incs" the way certain expressions must be 
iruerprcted. It is the "mies" and not by any means the individual speakers 
that dctcnninc whether or not a certain context has changed the meaning 
of words, whether or not a sentence should be regarded as metaphorical 
or as literal. Black's essay is built on two not very obvious assumptions: 

(i) individual speakers canno1 change the meaning of words; 
(ii) meaning can still change- according to its own rules. 

It will be noted that the first assumption is related to linguistic ho­
mogeneity while the second can be related to heterogeneity. In the first 
essay, Black found both assumptions equally appealing and without 
either (i) or ( ii) his essay wou ld be entirely different. Without assump­

tion (i), "huma~ com~u~ic~ion_ would be a m~re c~anc~, a less tightly 
orgamzed, affair than 1t 1s." Without assumption (11), without the pos­
s ibi lity of change, Black would have lo give up the interaction view of 
metaphor. In order to describe language as a tight ly organized affair. 
Black is wi ll ing 10 sacrifice some of the variabi lity of language. On the 
o ther hand, Black is undoubted ly aware of both linguistic and ideologi­
cal heterogenei ty. Although he says it is the ru les that "detennine that 
some expressions must count as metaphors," he shows how to undo 
metaphors. Wi th respect to the example "Man is a wolf," he makes 
three devastati ng remarks: 

(iv) "the metaphorical sentence in question will not convey its in­
tended meaning to a reader sufficiently ignorant about wolves;" 

(v) "'From the expcrt·s standpoim, the system of commonplaces 
may include half-truths or downright mistakes;" 

(vi) "Men who take wolves to be reincarnations of dead humans 

st 
Black Lobyrin1h p. 56. 
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programmatically popular/folk trend which regarded literature as a 
medium of a wide ranging influence that can at the same time ensure 
the viability and modernity of the national idea. At the end of the 18th 

century English literature "also declined to the feebleness of senility" 
(as did the Hungarian, the text suggests). It was due to Walter Scott's 
method that English literature succeeded in "rejuvenating itself, once 
again regaining its youth's strength and flame," since Scott used "the 
most popular, national sources," "the literature of democracy, legends 
and ballads and so his poetry, originating in these sources, could be 
liked by all social classes and its voice sounded familiar for every ear." 
Two other elements further encouraged the rebirth of English literature: 
Wordsworth democratized " the high religiosity and philosophy with its 
refined sense" by using "the common sources of the sentiment and deep 
emotion;" and Byron, in spite of his apparent misantrophy, displayed 
"intimate sympathy for the whole humanity" (which is another democ­
ratizing trait) and for all "that interested his age". The article suggests 
that ifHungarian literature followed the English example (since there is 
a close relationship bel\veen the Hungarian and the English spirit), and 
returned to its "original principles", that is to the people, to the poetry 
of the people, composing in this way a new, national poetry, then it 
would rejuvenate itself and gain in strength like the phoenix (to borrow 
a popular metaphor of the rhetoric on national revival). 

But the so frequently damned "modem", individual readers, who 
want only to enjoy, and not to make literature, will be overcome by By­
ron's "sombre but irresistible magic" and will follow their "unequalled 
and even in his faults lovable" guide wherever the latter wants them to 
go, and when the poet- guide disappears, the reader "returns, as if after 
a magical phenomenon, to the sober and rational life."13 Even if ex­
amined with a more critical view/eyes, and discovered to have created 
~only one man and one woman, the man, should he be called Harold, 
Conrad, Lara, Manfred or Cain, is proud, su llen , cynical, lustful an_d 
the woman Zuleika as much as Juli a, Haidee, Gulnare or Med~ra, is 
gentle, kind and wants to love and being loved, but is frightemn~ m her 
passion. The man is Byron himself and the woman is the one his pnde 

11 JOzscf Bajza: "Lord Byron.'' ln: Kiscbb tOrtCneti i~sok. BJ:::~:::~ 
Gs.szegyiijt6tt munkii. [Minor historical works. Collectedl'torks of J I) 

za.] Ed. Badics Ferenc. t. 3. Budapest, 1899. P· 259. 
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desires.'' 14 And if readers shou ld still prefer to read his diaries and let­
ters saying that here stands before our eyes "a truly great man with all 
his everyday pettiness," when "we see how he intensifies his incredible 
irritability further by starving, being so much afraid of gaining weight; 
we see what a devoted friend and lover he can be, but also how he 
yawns, without the sma llest trace of the Byronian pose, in the middle of 
the greatest love; we see his true loneliness free from any pathos, and 
above all, we see how honestly hi s heart could ache for the sufferers 
and the oppressed, that the idea of freedom is not just an empty literary 
theme for him, but a central reality penetrating all his being."1$ 

But the critical history of this " individual reader" could be dis­
cussed in another essay. 

::re ,;a
1
:.a! Sza~a: "8!,ro~. lroda/mi. tamtlmciny." ("Byron. A study on litcra-

4_ a~J S.,·p.
1
;rarors .. ag es a NagyvtllJg. [Hungary and the World.] 1966. No. 

; -Ania I Szerb; quoted by the editor of the Hungarian translation of Byron's 
iane.s and letters. (Byron: Nap/Ok, levelek. Ed. Agnes Peter. Budapest, 1978.) 



GYORGY C. KALMAN 

STRANGE INTERFERENCES: 
MODERNISM AND CONSERVAT!VISM VS. AVANT­

GARDE, HUNGARY, CIRCA 1910 

(Introduction) 

It is a highly peculiar phenomenon in Hungarian - and perhaps 
m East and Central European - literature of the early 20111 century that 
.\\'ant-Garde tendencies started to gain some (weak) position parallel 
totbe first wave of Modernism, and when they received - understand­
ab~· a ra1her hostile reaction on the part of Conservative (national-
1St1c, traditional, anti-Western) literary circles, their reception on the 
pan of the evolving Modernist literature was not much friendlier either. 
Strangely enough, apart from some signals of solidarity and sympathy, 
\iodemism's criticisms of the Avant-Garde were in harmony with those 

fonnulated by the Conservative circles. 
However, as the Latin saying goes, ,,Si duo idem faciunt, sacpc non 

est idem" (that is, if two make the same thing, it is not the same thing) 
despite the apparent congruence between criticism aim~d by Modernist 
and Conservative writers against Avant-Garde tendencies, the pos1t1on 
of the actors in question was radically different. In what follows. I will 
give a short account of the Avant-Gardists' debate with theu Modemilit 
contemporaries and an even shorter one of their exchange with their 

Conservative adversaries. 
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(The Nyugat and Kassdk) 

It is the name of Lajos Kass3.k, poet and prose writer, that still rep­
resents the Avant-Garde in Hungarian literature. Among the pioneers of 
the movement, he is the only one who made it into the present-day Hun­
garian official canon. In addition, he has won international recognition 
for his (typo)graphical work, and perhaps it is only he, at least outside 
the professional circles, who comes to mind whenever the Hungarian 
Avant-Garde is mentioned. Kass3k was a great organizer and editor of 
literary magazines, and he held highly consistent (even stubborn) ideas 
about the nature and mission of literature and the arts. When in 1915 he 
launched his first bi-weekly literary journal, A Teti ("The Deed" or"The 
Activity"), an exteremely influential (and, later, legendary) magazine 
and the first really powerful forum for the Modem literature of the age 
was the Nyugat ("West"), published since 1908. Nyugat's Modernism 
was a very special blend: it came largely from one generation and at its 
focus lay that generation's confrontation with nationalistic-Conserva­
tive literature (and with right-wing political ideas); it followed French 
Symbolist, the English Post-Victorian and early Modernist tendencies 
and was infonned by German Expression ism as well . 

Kass3k's aim was to represent another approach: a far more ovenly 
political, Socia list oriented worldview, with strong links to what were 
regarded as the most progressive tendencies abroad (Futurism, Expres­
sionism etc.), a surprising, even astonishing and raw voice, a new po­
etics which broke with possibly all conventions of the past. A Tett was 
designed to herald this new trend, 1101 primarily directed against the 
Nyugat, but claiming independence in every respect. 

Thus, the context of the initial steps of the Avant-Garde proper in 
Hungarian literature was defined primarily by the Nyugat. Whether this 
context was sympathetic or offensive is hard to judge: Kass3k and the 
Nyugat's leading figure of its ed itor Emo Osv3t were on pretty good 
terms, an~ some of the writers of both groups published in one or an­
othc~ period ?f their career in the journal of "the other side" (as Kass­
:\k h1m~clf did). Moreover, since the Nyugar fostered the idea of the 
genera~ional nature of the new literature, attracting the young anists 
and_ ~n~c~ of t~e Avant-Garde was one of its aspirations. However, for 
Kassak s c~rcle 11 was one of the main ambitions to show its independ­
ence and difference and ultimately its resistance to the Nyugat. 
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TheNyuga1 was, so 10 speak, much more eclectic, more " liberal", 
1001tpenniss1vc - in the sense that it pursued a policy of g iving a forum 
ioseieral different schools, trends, figures and ideas, whereas KassAk's 
journals (first A Tett and later, as of 1916, MA ["Today"]) represented a 
more or less homogeneous group. 

(Futurism: For and Against) 

The authors writing for the Nyugat were we ll educated, erudite in• 
iellectuals who had a wide knowledge of what was going on among 
Western literary circles; thus, one of their ambitions was to draw their 
readers' attention to the most importa nt progressive movements abroad 
and to publish surveys of their contemporaries' works. As early as in 
1910, Futurism was thematized in an article by Mihaly Bub its (an excel• 
lent poet and one of the Nyugat's editors), w ith a remarkable ambiguity. 
Professing to speak with the Nyugat voice, he refuses any " intellectua l 
kinship" with Italian Futurism, adding that all that the Futurists were 
merely experimenting with had long been transcended in Hungarian po· 
ctry- in the Hungarian context it now appeared only as a sort of parody. 
However, he hastens to add that .. we are also Futurists," and that the fog 
will soon disappear as the sun begins to shine; moreover, at the close of 
his survey article he repeats that "we are Futurist" - suggesting that the 
Nyugat will always hail new tendencies. While Babits was, so to speak, 
rather cautious in 1910, his reservations later overcame hi s optimistic 
expectations: a comment of his from 1918 suggests that in presen ting 
the scene of poetry, one should ignore "the voluntaristic Futurisms" 
(thu.s expelling Futurism from the realm of poetry altogether). 

The most important poet of the age, Endre Ady, who served as a 
hallmark for the Nyugat as well as for modem Hungarian poetry as a 
IP.hole, fonnulated, in 1911 , a very negative opinion on Futurism. The 
reason for Ady's condemnation of Futurism is just the same as that of 
BalitZS's praise - the presence of a conscious and deliberate program 
which he regards as an ideology sum1ounting art. "So 1 ~ate Futuns1s·•. 
be claims, and he alludes to the business•like nature of this l1terary fash• ~. 

Babits's anxiety was much more serious than that of Frigyes Ka• 
nmhy(an outstanding prose writer, famous for his humorous works and 
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his parodies) and Em6 Bresztovszky (an influential representative of 
the Socia list-oriented but poetically conservative trend) who both un­
derlined the Futurists' attraction to technological novelties and modern 
life (their writings on the subject appeared in the Nyugat in 1909). Both 
find something ridiculous about the language of the Futurists' mani­
festos as we ll as in their highly ambitious aspirations. They underline, 
however, that the modem world must be incorporated into the literature 
of the day and find it legitimate that a group of young artists should 
wish to make a radical turn from the entrenched course of literary tra­
dition. There is, in both Karinthy's and Bresztovszky's stance, a sort of 
ambiguity, but, in contrast to Babits's opinion, they more definitely vote 
for Futurism. 

Since the Nyugat wished to offer a forum not only to what it re­
garded as Modernism but as a literary journal designed for a whole 
generation, be ing ''eclectic" (or, to put it more mildly, more open, more 
receptive in its nature, more liberal in its taste), it had the ambition 
to encourage the new poetry in general, independent of any trend or 
movement. No wonder then that another leading figure of the magazine, 
lgnotus (an excellent critic and great organizer of the Nyugat), refers in 
191 I to the "revolutionary transformation" of literature (without an) 

classification or closer definition), of"Hungarian lyrical poetry, even of 
the theory of Hungarian versification", and is happy to salu1e the emer­
gence of whole !rends as well as their constituent movements, with their 
own prophets, credos and beliefs. He juxtaposes, then, this transforma­
tion to what one of the proponents of the Conservative academicians 
has to say on the subject, viz. his protest against the "excesses" of the 
new poetry in the name of originality. It is evident that Ignotus defends 
the new literature as a whole against this argument of traditionalism 
(which has ethical overtones as well). 

~mong the authors showing rather understanding and sympathetic 
reactions, BCla Balazs (friend of GyOrgy Lukacs, later a widely known 
film theoretician, autJ10r of Bluebeard's Castle which was the text of 
Bart6k's opera) should also be mentioned. In a'pub lication from 1912, 
Balazs. take~ the movement very serious ly, and the main argument in his 
~eflcctions 1s th~t the strange role of novelty may blur one's aesthetic 
Judgment. Furunsts, he adds (very much akin to Ady) know very well 
wh~t they are doing, Futurism is far more than the non,sensical humbug 
of msane or mentally ill people; what they in fact produce may not be 



an,but its disquieting nature deserves attention because in this way "the 
sensitivity of our nerves will grow and we will start feeling the corre­
sponding life of fonns". Thus, Balazs expects that the new movements 
11·i11 not remain a weird specificity but may shed light on their age and 
give an impetus to modem literature as a whole. 

There was but one figure among the Nyugat S authors who man­
ifested a wholehearted enthusiasm for the Futurist movement: it was 
Dezso Szab6, whose ties with the Nyugat hardly survived the First 
World War, a writer and essayist who began under the apparent inffo­
ence of Expressionism and later became an exponent of the Nation­
alist (and anti-Semitic) right wing movements. Szabo was an ardent 
proponent of Futurism and in 1912 and 1913 proposed that not only 
Walt Whitman's "Futurism, creating a new era" but all tiny trends and 
older schools offering novelty in literature should be subsumed under 
this label. As the basis of the new art which Sz.ab6 regards as Futurism 
(and into which he includes all the trends he classifies here), he under­
lines three tasks: I. the past must not only be broken with but should 
be discarded, as well; 2. the cult of the feminine, since "woman is just 
a sexual sport for the man of the future", the new art will belong only 
to the male, and 3. action must be preferred to science and any kind of 
reflection. No wonder, then, that it was Sz.ab6 who in 1915 wrote the 
introductory essay for the first issue of A Tett (remember: it means "The 
Action", or "The Deed", in harmony with Szab6's 3rd thesis above), 
KasS3k's first Avant-Garde magazine - he hoped that the new genera­
tion would realize what he believed were the ideas of Futurism. 

(An example of the Consen'ative reactions) 

To bring forth yet another criticism aimed against the Avant-Gar­
de, we need to tum to the voices outside the Nyugat and more par­
ticularly to an author who probably represents the general sentime~t of 
those with an inclination to traditional conventions of poetry, an tdea 
of literature soon to be surpassed and forgotten. BCla Zolnai (w~o later 
became an influential and respected professor of stylistics, a maJor pro­
ponent ofGcistesgeschichte in Hungary) was one of the very few "'.ho 
took pains to analyze, however briefly, the appearance of the Hunganan 

Avant-Garde. 

... 
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In his study of the same year, I 917, Babits characterizes the judg. 
mcnt of the dominant conservative canon expressed on the literature of 
the Nyugat as follows: "today, forty -year old writers who were trained 
on serious studies, honestly admiring all the noble traditions and well 
versed in writing techniques, arc considered by the official critics as 
immature revolutionaries ... ·•. Thus, the Avani-Garde arrived when !he 
nationalist-conservative critical scene (including all its panicipanu, 

from schools to publishers) was preoccupied with the reception, in!e• 
gration or rejection of the classical-modem Nyugat. No wonder, then, 
that conservative critics turned their attention much more to the poets 
and authors of the Nyugat (and primarily to Ady, of course) than to 

the Avant-Garde trends. Zolnai was the only one to publish a thorough 
and analytical study on lhe poetry of Kass3.k 's first magazine, onlytv.o 
years after lhe publication of its first issue. 

Zolnai Stans his essay with the launching and the program of-~ 
Te11 and MA, and in a sober and discursive manner relates the prob­
lems of war to the ambitions of literary innovation . He regrets that the 
authors of A Ter, arc not consistent in their argumentatwn inasmuch as 
whereas they preach individualism, they arc not individualists in theol_d 
sense, since lheir SOcial commitment cannot be reconciliatcd with lhe1r 
program which aims at ,,an active, social literature affecting the great 
community." If the the new magazine's program is to make aristoc· 
ratism (exotic and subtle beauties) democratic, similar to the ambitions 
of ~etOfi in the J911t century, if at the center of this new poetry 1here is 
activity .<and not contemplation or reflection), it is against art for art·s 
sake, 

1
11s (as Kassik put it) an "aggressive anistic movement." Thus. 

Zolnai claims, this program "is similar to that of the Futurists," and 11 
is a .. logical reaction to the death poetry of the Decadence," but he 

doubts both whether this reaction would need a revolution" and also 
,f

th
e older lyrical poetry of impressions and hum;n feelings would has 

passed away fore\,er. 

After t_hcse introductory remarks, Zolnai presents hi s serous ~ 
jcctions. H,~ first DOint is the demolition of all aesthetic barriers, !he 
programmatic dissonance, the denial of the artistic the rclativization 
of 

th
e beauty and the ugly. Quoting Babits he tak~s a stand againSt 

anarchy and ObJects to the unrestricted wide~ing of the range ofpossi­
bl~Poc•!~ ;hemes. "One eanno~ afte, all, make an exclusive 'salon dcS 
re ~. e notes indignantly. (One should recall that this is exactl) 
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what Avant-Garde was up to: to shun the posit ion of being recognized 
and accepted, to occupy, instead, the place of the marginal, the refused, 
the outsider.) Zolnai's second point is internationa lism as an offspring 
of modernity: he even hails the confiscation of the last issue of A Teu, 
since, for him, pacifism and internationalism constitute a "life program 
which is dangerous for the community." His third point concerns the 
claim for "infinity" - and, a long with this, the visionary mode of rep­
resentation which, instead of a concrete description, offers the reader 
a text where "the outlines of the reality are blurred," the images are 
exaggerated, and the words are no more than surrogates. All these lead 
to a stance belonging to an extreme fonn of Expressionism which, for 
Zolnai, amounts to Futurism (a conceptual confusion somewhat similar 
to that of the authors of the Nyugat ). From this point on, Zolnai starts 
to pour his evaluations and qualificat ions - all in all, everything he has 
hitherto tried more calmly to analyze is now condemned as unintelligi­
ble hodgepodge, senseless confusion, comic turbulence; it is all nothing 
else but sheer mannerism, just like free verse, a form degrading verse 
to prose. 

Zolnai's closing sentences contain, besides an obl igatory gesture of 
acknowledging the Avant-Gardists' good faith. still another interesting 
point. The success of the Nyugat, for Zol nai, is not due to the audience's 
need of a new literalllre and so the journal does not aim to satisfy the 
general audience. Rather, it "has had the material instruments to gather 
some talented people into its own camp, and it could. from the outset, 
rely politically on a wide stratum of the reading public." What should 
that mean? First, it implies the sober insight that a literary magazine 
needs money for its survival, and this money was acquired by the .Nyu­
gat ; second the statement carries the less friendly implication that the 
Nyugal wouid not, for that matter, interest anybody; third, it acknowl­
edges that it is the talented people of the generation who joined the 
camp of the Nyugat; and fourth, it suggests that without the political 
wind of bourgeois radicalism or liberalism behind it, the Nyugar could 
not possibly enjoy a safe passage (and that A Teu or the .\!4 ha\"e an 
C\'en more suspicious political background, if any). 

Zolnai's study is not, however, a typical one'. his self-im~scd re­
served tone, the scholarly attitude, the argumentation. the cons1dera11on 
of the principles and views of the other party make his case rather ex­
ceptional. There are very few other texts that illustrate in the same or 

-
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similar manner the contemporary reception of the Avant-Garde, since 
most of them are just scornful or offensive pieces of journalism that in­
dicate sheer incomprehension. The arguments of the conservative camp 
are to be inferred, rather than being rationally exposed. 

(Futurism and Avant-Garde) 

It seems that during the period of WWI, the Nyugat's authors' in­
terest in Futurism slowly faded away or, rather, was s lightly modified. 
Before the war, the tenn "Futurism" was mostly used as a pars pro toto 
expression for all sorts of Avant-Gardism (and partly, of course, for 
Futurism proper). But when in 1915 DezsO Kosztol!lnyi (one of the best 
novelists and poets of the century) reviewed Kass.8.k 's first volume of 
his poems, he drew a distinction between thi s poetry and Futurism ("it 
has no connec1ion whatsoever with the war poetry living in the Europe· 
an common knowledge, old and new, with the poetry of the Futurists"). 
Rather, KosztoUmyi connected it to Expressionism. Since Futurism had 
became rather suspicious, Koszto\8.nyi fell forced to find another label. 
Expressionism, for the poetry he found more to his taste. (Incidentally, 
the label "Expressionism" was for the first time used in the Nyugat in a 
literary context.) 

The gesture of naming (or, rather, of re-naming) is highly signifi­
cant. Giving a name to a movement can be the first step towards canon­
ization, or at leas1 of domestification. If we know of something as what 
it in fact is (or at least if we can attach a name to it, in order to identify it 
or classify it within a group of other texts), then we may g ive it a com· 
fortablc place in the succession of well known and favorite texts (i.e., 
the canon), and supply it with a direction of reading, a strategy of in­
terpretation. What Koszto\6.nyi is doing here is not only giving a name 
but also making a distinction - a diffcrentiaiion of that name from all 
the possible others, formulating an opposition between this name and 
the name o~, say, Futurism (and even Impressionism or anything older, 
more trad11tonal, more established). It is, however, quite another issue 
how Kassik reacts 10 these gestures of classification, appropriation , and 
acceptance. 

There is, however, yet another reason why Kosztol3.nyi wished to 
create a distance between Kass3.k and Futurism. 
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As is well known, Italian Futurists did not oppose the war, to say 
the least: they regarded it as a manifestation of Modernism and of tech­
nology in 1heir purest fonn, a climax of a progress, a trial of man ly 
virtues. In the circle of the Nyuga1 (and in general, among the Hun­
garian progressive inte llectuals), however, the dominant position was 
pacifism; even if, for instance, Bela Bal:izs had a short period when 
he believed that war might be regarded as a site for common suffering 
where, though descend ing to the depths of human misery, one could 
experience the essential despair of mankind, the general conviction of 
his generation was that war is use less, absurd, cruel and dangerous for 
!he society in general. Ady and Babits, notably, were devoted Pacifists. 
It would be very far-fetched to say that the Nyugat belonged to the po­
litical Left of its age, but it is certain that the orientation of the magazine 
was liberal, and that it stood against the ruling conservative, nationalis­
tic and pro-war tendency. It even offered a forum for those sympathetic 
to Socialism. 

This ideological conste llation , then, may serve as one of the ex­
planations why when WWI broke out, the Nyugat started to be very 
critical towards Futurism. The artistic program of (Italian) Futurism 
was very closely interwoven with a political engagement with or at­
traction to the war. Babits's opinion thoughout the war is formula ted 
much more sharply and more vigorously, and he implicitly suggests 
that the militarism of the Futurists cannot be regarded as independent 
of the war preparations outside the realm of arts or of the subsequent 
bloodshed, which is also very inartistic. Quoting in 1915 a Futurist 
mani festo (" ... Nous, Futuristcs, ( ... J glorifions !'amour du danger et 
de la violence._."), he comments: ·'The Futurist is happy with the war, 
he is happy with the suffering and death of his brethren: only be­
cause it offers him a spectacle, excitement." Koszto l.inyi, however, 
prefers to confront Kass:ik and Futurism, and to ridicule Marinelli 
as opposed to Kass.ik _ as somebody who had no idea of the war 
whatsoever and for whom war is merely an object of enthusiasm and 
exhilarating impressions. For him, Kass.ik is superior,just because he 
1s beyond Futurism. 
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(The Babits•KassClk debate, 1916: Habits) 

1916 was the year of a very important debate between Babits and 
Kass3k - a sharp criticism raised by Babits against the new Avant-Gar­
de movement, and a desperate and bitter reaction on Kass.i.k's part. 

Babits's article appeared in the Nyugat in 1916 (No. 17) under the 
title "Ma, holnap, es irodalom" ("Today, Tomorrow, and Literature') 
and was dedicated to one of the journal's founding editors, Aladar 
Schopflin. By way of introduction, he declares that his aim is present 
a whole generation and not one single group, let alone the individual 
poets themselves. Thus, his approach is quite similar to the generational 
principle adopted by the Nyugal itself. 

The younger generation, says Babits, can be characterized by its 
fight against traditions. The reason for this behavior is for Babits a soci­
ological one- the young were born to a world where the system orlitcr­
ary life is highly hierarchical , where the old still rules, and where young 
people see no future ahead. To tum the attention to the young genera­
tion, then, is an obligation the Nyugat must undertake, since when the 
Nyugat was launched, it was first received by a similar silence, antipa­
thy and incomprehension. "Nyugat would have turned against its own 
1raditions if it did not heed their call." But the title of the journal Tell 
( "deed" or "action") means for these young people not the creation 
of something new but rather the destruction of the old, the program of 
"rejecting traditions:·• 

Not to keep on creating according to the fonns already giv­
en, neither to build new forms, but to break the old ones, 10 get 
rid of and to deny all that is law and form- this is all that Tell's 
propaganda means, it is real literary anarchy and, let us not de­
lude ourselves, anarchy must be appealing to today's youth. 

This is not, claims Babits, identical with Futurism, since, as op­
pos:~ to the lauer's militarist character, for the generation of A Tell "ac­
~1on docs not mean war activity, and the movement is not individual­
tShc but rather of a collective kind or at least has the aspiration to com­
prehend the Whole, the cosmos, the divcrsityofthe world, "it wishes to 
extend il!i.Clfto the simultaneous sentiments of the whole humanity.'' 

The list of Babns·s objections starts with his doubts concerning the 
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program itself - a program for a new movement is, in itself, an obsta• 
cle, since "as soon as freedom is transfonned into a program, it is not 
freedom any more but a bond and a strait.jacket." A recipe means that 
~poses" and a "strait•j ackct" are prescribed to all who subsume them• 
selves to the principles of the movement. It cannot be consistent with 
Babits's individualism that the Avant•Gardc, living under the spell of 
the collectivity and communal nature of artistic creativity, fonnulates 
principles, instructions and aims for the individual artists. The next -
and more serious - objection concerns not the authors' behavior but 
rather the text fonnation: i.e., that the younger generation reckons with 
the traditions, "the program orders, as an obligation, the completely 
rejection of traditions and fonns." However, Babits rightly claims, this 
is doomed to fai lure: traditions, conventions, forms are like language; 
no(art istic or intellig ible} utterance is possible without them. A poetry 
which aims at giving up all that preceded it is bound to lose its intelli• 
gibility and artistic qua lity. 

The next argument is far more shaky. It goes well beyond theoret• 
ical lessons inasmuch as it states that there are no " leaps" in art histo• 
ry, there are no revolutions but only slow building, reverence for and 
cautious modification of o lder epochs, artists and conventions, and, 
moreover, every new development has its predecessor. To be sure, all 
these are not general truths but observations, and are rather ideological 
ones, or at least they re ly on a number of presuppositions. One could 
argue, for instance, against Babits that if this were the case, then no 
surprises or scandals could happen in the history of literature and all 
~rts of acceptance and reception would be very simple. Still, what is 
important here is not the historical arguments and counter•arguments 
but the vision of undisturbed historical continuity embodied in Babits's 
line of argumentation. Jf one secs the history of literature along these 
lines, under the aegis of respecl for trad ition, erudition and perfection 
tn the conventions, they will tend to avoid obtrusive novelty and will be 
averse to any overt breaking of the rules. _ . 

The new trend has the ambition to look for something new but 11 

is nevertheless embedded in the traditions, necessarily tied to the past 
and it must, however reluctantly, respect the conventions. Babits seeks 
to discover and justi fy thi s status of being preceded in that the new 
l>Oets themselves re fer back to their predecessors, al though what they 
canonize are not the ir ancestors in Hungarian literary history but rather 

...____ - -
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those in world literature. Babits regards this choice of canonized liter­
ature with an apparent resentment, as he does the whole canon creat­
ed by the Avant-Gardists, and especially objects to the way this canon 
is formed. He questions the lack or the faulty nature of infonnedness, 
understanding, historical knowledge and poetics, which in tum pushes 
bad, worthless and unknown authors and works right into the center 
of this canon, and which celebrates a number of texts as modem or 
brand- new developments, while these texts are in fact old, traditional 
and there is nothing novel in them. 

This interpretation of the Avant-Garde, embedding all that strh·es 
to be new, surprising, and discontinuous into the continuity, clearly be­
longs to a conservative interpretive community. It is moreover still in 
evidence today and informs the critical and lay thinking ever since the 
beginning of the Avant-Garde. It is present together with the double­
fold accusation that the Avant-Garde breaks with all traditions but that 
whenever it happens to adopt a tradition ( or can be said to assume it), 
then it is judged to bring no novelty whatsoever. It is a strange situation 
for Babits as the leading figure of a movement seeking to renew Hun­
garian literature, viz. the Nyugat and is himself aware of this delicate 
position. Still, it is difficult to differentiate his arguments from those on 
the side of conservative literary criticism. 

Thus, after declaring that "their real kin is Walt Whitman, who has 
a really cosmic and simultanist vision and sentiment", some lines later 
Babits withdraws this declaration: "The authors of A Tett found in Walt 
Whitman their relative only because of some mere formal features,just 
as they tend to find a relative in whoever wrote poetry without regular 
verse fonns·•. Moreover, "poetry in prose as a modem genre is itself an 
old and accepted form," but - yet another tum _ even if it belongs to 
t~e tr~di_tion, it is not a fruitful part of the repertoire of poetic creation 
sine~ 11_ 1s monotonous, trivial. To refuse forms amounts to just another 
restnchon which will, again, imprison all free creativity. 

Ten years later, DczsO Koszto\8.nyi will pose similar arguments in 
a letter to a very conservative literary critic and literary historian. a 
revered figure of the old fashioned academy. In order to make him un­
derstand the fonn of free verse, he writes: 

But to destroy the closed fonn was for me and for several 
ofus, was a hean-felt need. We have no'cause 10 make a parade 



Strange Interferences: 

of wanting something "new" with this step since this [free verse] 
is just as old as the bound fonns. The Bible is written in free 
verse, Goethe wrote some free verse as well as Wah Whitman 
did. 

91 

Though it may be arguable whether it was really Kosztol.inyi's 
conviction or just a "politica l" move on his part to use these argu­
ments, it is clear that he repeats what Babits had to say about modem 
free verse. In his paper Babits extends his argument to the issues of 
style and composition, too: to refuse something, he suggest, is always 
to accept something else, so that just as language (or traditions, or gen­
res) cannot be rejected, put aside or avoided, the same is true for style 
and composition. As to sty le, Babits here makes a serious gesture of 
concession to the new trends - this time he admits the legitimacy and 
forward-pointing power of scandalous, offensive and discontinuous 
changes. "All conventions change," he says, and "the lack of taste'' 
is often the liberation of new areas of fantasy and poetry - as in the 
case of Shakespeare, Victor Hugo and PetOfi. But on this point all that 
Babits can say is just an expression of his misgivings concerning the 
Avant-Gardist taste, regarding it as a too brave deviation from the old 
one and thus touching on the ridiculous. He also refers to the erotic 
element (which he finds unsuccessful), as well as to the unwillingness 
to speak in a straightforward and simple way (choosing, instead, a 
complicated and obscure formulation). Finally, Babits advances the 
thesis that "criticism of a new school of literature is primarily the 
criticism of its forma l instruments" - because, he states, whatever 
might seem new in its content is not too interesting, "to state ideas 
or to give reports on feelings is not difficult; the great achievement is 
to transplant them, to suggest them, and this is possible only with the 
instruments of artistic form." 

(The Babits-Kassdk debate, /9/6: Kassdk) 

Kass.'ik replied to Babits in the next (18.) issue of the Nyugat ( .. To 
Mihaly Babits, from under the ' terrible big ash'" "A ·rettenetes nagy 
hamu' al61 Babits Mihfllyhoz"), which is dedicated (as a challenge to 
Babits's dedication) "to the youngest poets." After a short statement of 
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gratitude, the reply grows into a strong rejection of all that Babits tw 
stated. First, Kassik denies that the program of A Teti should be read 
as a recipe. He offers a brief summary of the program with the aim 
of refuting Ba bits 's arguments concerning the problems of fonn - the 
program, he suggests, does not give any instructions relating to forms 
but only to artistic behavior. Babits, for his part, as K.ass.ik declares, 
does have a very definite program and his recipe is erudition, a careful 
appropriation and practicing of the past. Whereas the new movement 
opens the space for the young generation, Babits erects for it a terribly 
monstrous staircase which must be mounted through experience, erudi• 
tion and practice. 

As to the issue of sophisticated fonns , Kass3.k confronts "primi­
tive" art with the elaborate, technically perfect "artistic" tricks, clearly 
favoring the fonner. Here he opposes Babits 's conception of free verse, 
stating that this is, in fact, the most complicated fonn due to its inner 
structure. Moreover, the free verse in question is the most strictly com· 
posed whole, in contrast even with Whitman's. 

As far as the predecessors and the cultural (poetic, stylistic etc.) 
tradition is concerned, KasS8.k does not have much more to say than 
this. He adds, however, that even ifBabits has a "thirst for culture'', the 
Avant-Garde movement is not up to enforcing any " lunatic illiteracy" 
on the world, that is, it is familiar with the knowledge of the traditions 
and the achievements of the past. 

The voice used in Kass8.k's reply is not too friendly and it turns into 
sharp irony when the author replies to the accusations of"dishannony," 
"chaos" and "anarchy". It is just that the poetry characterized in this 
way ~an reflect the experience of today's youth, and this is preciscl.y 
why it may have such a great influence: life is in fact chaotic, there 15 

no harmony in it, the happiness of the family hearth is only an illusion ­
and poetry must react to this situation accordingly. Hence the need to 
mtr~uce new topics, to represent subjects hitherto regarded as trivial, 
0rdmary, everyday ones. (It is a strange moment in Kassilk's theoretical 
~mkmg that this topic - the world represented _ gets a central position, 
m quue a non-Avant-Gard way.) 

Almost_ at the end of his reply, that is, at a very rhetorically paw· 
erful pomt m the text, KasS8.k adds a seemingly minor correction. We 
are, he says, 
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neither simultanists nor any '-ists' of any sort, and we do 
not want to fonn any new literary school ; all we want is to be 
good poets, in a reconsidered sense of the word 'good,' tha1 is, 
we want to give good poetry to the newest generation of readers. 
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Before commenting on this part of the text, some words about 
Babits's reply to Kassa.k's reaction are in order (Reply - Felelet, Nyu­
gal 1917., No. 18.). Babits discusses some of Kassii.k's theses in ten 
short points, apparently sourly, sometimes with an overtly ad hominem 
argumentation (e.g., that an editor is not entitled to judge the writings 
published in his magazine, that even if for Kassii.k free verse is a natural 
form of expression, it should not be forced on the young poets, etc.). 
There is even an explicitly unfriendly ironic point (that A Ten does not 
compel criticism to give account of it at all), but the tenth point (ex­
pressing many doubts, dejectedly and parodically) formulates neverthe­
less some expected appreciation. 

(Resistance. staying outside, autonomy) 

As already stated, in the closure of his reply Kassii.k - the edi­
tor of A Tett, the pioneer and animating personality of the Hungarian 
Avant-Garde - firmly refuses to be classified under any sort of "-ism" 
l~bel, and rejects even the assumption that he wanted to create a new 
!1terary school. He stands up agai nst what Koszto18nyi wanted to do, 
Le., to try to categorize what he regarded as a new movement. It was 
the aim of Kosztolllnyi, among others, to make the Avant-Garde more 
familiar, more domesticated, as it were, to qualify it as more acceptable 
and easier to receive in the environment he himself was familiar with 
{i.e., the readers and writers around the Ny11ga1). This gesture, or, bcner 
to say, more than a sheer gesture but an operation of instirutionaliza­
'.10n which can lend legitimacy to the alien popping up m the field, 
1s unacceptable for KassAk, so much so that he even refuses to na~e 
the "new school. "This refusal , this courageous, bold and provocative 
reaction demonstrates the definitive charac1eristics of the A\·ant-Garde 
in general. 

This is a mode of operation, a panem of behavior which charac­
terizes Avant-Garde arts from the beginning until the commg of the 
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Post-Modem. The most dangerous enemy of novelty, scandal or sur. 
prise being acceptance, classification, finding a place and domestica. 
tion, this art has a subversive power only until it is not appropri01ed. 
And, to be sure, understanding itself is an appropriation, either in the 
sense of empathy or as a cognitive processing. It is the ambition of the 
Avant-Garde to be simu ltaneously part of the institutionalized literature 
(because it badly needs audience, distribution, places for readings and 
perfonnance, the infrastructure of producing books and magazines), 
and yet it also fights against all this. It wants to change the whole scene, 
to subvert it - and, generally speaking, to get out of the depressing, 
suppressing, exploiting (or even supporting) influence of money, power 
and all established institutions of society. 

The Avant-Garde wishes to stay "unintelligible," something which 
cannot be classified, which is incomprehensible, something which the 
frozen institutions cannot handle. The last centuries have seen the ap­
pearance of several new fonns wh ich seek to circumvent the institu­
tional system; one of their extremes may be conceptual art (where the 
"object•· or '•art objecf' is not the work itself but is only a document of 
the work, since there is no work whatsoever - thus it is pretty difficult 
to tum it into a marketable commodity, it is not easy 10 sell or buy, it is 
problematic whether one can make a document of the document, and 
so on). Another is perfonnance an (where the creation of the work of 
an is fixed_ neither beforehand nor during its creation, nor can it be~­
corded m 1ts entirety posteriorly; documentation, if any, is necessanly 
incomplet~), or actionism using the body of the artist herself, where it is 
almos_t nd1culous to mention work of art, value, material. These fonns 
mtcnt1onally draw the work of an away from the world of the market 
(and any other literary artistic institution), w ishing to eliminate the bor­
derline between the artist and anybody else so that even the actors on 
Lhe field should not be the same as those in the established, traditional 
field ?fans. Multiplication, flirting with business, reckoning with the 
md1Hdual and unique work of art (from the "objects found" of Beuys 
to the works of Andy Warhol) amounts to this sort of shirking. Post­
modemi~m c~ pcrha~s be c~aracterizcd by, among others things, its 
conc1ha11on v.nh the impossible or ephemeral nature of the scandal. 

:::i~:::s~fwhat is given, and its novelty lies in this very ironic sub-

Ka5.!,,,il;· s claim for the status of being unclassified, for the rejection 
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of all qualifications, can be interpreted as a manifestation of Avant-Gar­
de behavior which, of course, entai ls both a theoretical and a practical 
literary orientation. One can perhaps suggest another, rather psycholog­
ical point of view which does not exclude but is additional to this one, 
viz. that this defiant outsider's gesture originates in Kass3k's person­
ality, in his deviant, rebell ious character which chooses the marginal 
position for himself in order to remain autonomous. This may be true 
for the whole Avant-Garde movement: insisting on the right to differ, 
stay marginal, remain an outsider not (or not only) as far as the personal 
life of the artist is concerned but in the activity on the field of literature. 
Autonomy presented as a value above all other values refers both to 
the contemporary context (a synchronic aspect) and to the past and the 
future (a diachronic aspect): acknowledging the relatives, ancestors and 
followers is always a delicate point. 

One must add, however, that there is a counter-tendency in the re­
fusal of classification (or denial of domestification, understanding and 
acceptance), viz. the era of the Avant-Garde can also be characterized 
by a proliferation of programs, movements and schools popularizing 
themselves. That is, it was tbe Avant-Garde itself that assigned a ma­
jor importance to the manifestation and advertising of its own (artistic 
and literary) identity, producing a fonnidable number of self-definitions 
and self-classifications. And this too is a natural phenomenon: showing 
the demarcation lines, the main differences, the otherness goes hand in 
hand with the production and demonstration of the unique, individual. 
incomparable traits, and with the act of giving a name 10 the movement 
itself. When Kassik claims that his movement is neither Simultanist nor 
Futurist, this gesture against classifications does not contradict 1he fact 
that somewhat later he names his movement asActivist-ifit is he who 
gives a name to his movement, then it is a credible and legitimate step. 
If somebody else does, i1 mus1 be a mis1ake. . 

All that is said above can be fonnulated from another perspective, 
that of canons. Avant-Garde movements do not against all their dec­
larations - "eliminate" the canon, it would be possible anyway. They 
themselves fonn a continuously changing canon with vague contours. 
This canon, taken as a list of works, partly overlaps with the ruhng 
0ne(s), but taken as a prescription for interpreta1ion, as a _se~ of inter­
pretive conventions, it is highly different from them: Thi~ 1s exactly 
what can be discemed in the Whitman example: Bab1ts wishes to put 

--
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Whitman in the process of literary history, in order to find his proper 
historical place (that is, as if he knew what place should be found for 
Whitman), Thus he reads Whitman's poetry as part of a process already 
closed, something uncontinuable, something "readable,"which docs 
pose any challenge for ever new intcrpretalions. In the Avant-Gardist 
canon, however, this poetry becomes the central part of the newly crt· 

ated traditions, because it is strange, because there is something prim­
itively simple, and, thus, can be given a place in the series defined by 
ancient an and breaking with the fonns. Interpreting Whitman as being 
in the same series as Saint Francis and his Hymn to the Sun must be 
unacceptable for the Avant-Garde, since that would suggest an intcrprc­
tation of free verse as a fonn continuously present, independent of his• 
tory It would suggest that this fonn is closely related to transcendence, 
it is an ecstatic emanation which strips off, as it were, the fonn itself. 
Although some of the Avant-Gardists tend to feel an attraction to some 
fonn of mysticism and Kassak himself has sometimes an ecstatic voice, 
Avant-Gardism cannot settle for such an interpretation. Rather, its pro­
ponents prefer to regard free verse as an ancient, lost and spontaneous 
fonn corresponding to the newly discovered and revived simplicity and 
directness. 

For the Avant-Garde, appropriation stans at the point where Bab1ts 
interprets Appollinairc, and what he sees in the French poet is "the 
simultaneous vision of concurrent colors and evcnts,"that is, not too 

much more than, and not too different from the poetry of Impression· 
ism, and this appropriation follows when the counter-canon starts to 
gain t.he status of an official canon. Preserving and delimiting the c~· 
~n, a Jealous safe-keeping of the proper conventions of interpretation 15 

Just as exclusive in nature as the surveillance principle of any ossified 
conscrvattve school. 

Conclusions 

To sum .up, there is an apparent coincidence of two otherwise m· 
dcpe

nd
ent, Imes of argument against the early Avant-G~e movement 111 

Hungary. One comes from the conservative side and amounts 10 3 
reJcction of the anti-traditional, "fonnlcss" and "~nintclligible" lit· 

cratures; 
th

e o
th

er belongs to the Modemist side, itself fighting to be 
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accepted and understood, and engaged in its own war with the (rul ing) 
conservative medium. These criticisms are centered around the issue of 
the canon: for both the conservatives and the Modernists, changing the 
canon may be dangerous, and the new forms are either not really new, 
or represent a deviation which goes beyond the limits of intelligibili­
ty. The question of individualism vs. collectivism is also raised - both 
panies feel something controversial in this respect. Yet another issue is 
political orientation, although only in the background: whi le conserv­
ativism is clearly against the anti-war (and even leftist, international) 
trend of the new movement, Modernists feel some suspicion because 
Futurism (which they more or less identify with the Avant-Garde as a 
whole) has been notoriously a pro-war, militarist movement, with i1s 
celebration of power, fight, war, masculine virtues. 

Viewd both in its contemporary context and in the posteriority of 
literary history, the canon and the canonized interpretation fonned by 
the Nyugar (i.e., Modernism) turned out to be more powerful; i.e., of a 
Modernism which emphasized its ties to the traditions and which had 
a very cautious relation with the Avant-Garde movements. Throughout 
the 2Qlh century, the Hungarian Avant-Garde occupied a rather marginal 
place, both as far as the works, authors and strategies of interpretations 
are concerned. That is, despite some (again, marginalized) attempts 
at rewriting literary history by shifting the focus on the Avant-Garde 
movements, the center has always been monopolized by the Ny11gat 
's Modernism. The standard of the age was based on the classics of 
this movement, including some outsiders, prominent examples of the 
late Realist trends (e.g., the "Popular" or •·volkiseh" literature, a school 
representing the socia lly engaged, "rural" world view turning against 
the urban, "!'art pour !'art", aesthetically committed literature) but ex­
cluding Avant-Garde tendencies, even understating these trends in greai 
Modernist authors. 

Canonically speaking, this approach filled the core of the inter­
pretation of the contemporaries - that is, the canonical status could be 
granyted only to new works which relied on the Modernist (and not the 
Avant-Garde) tradition, which lend itself to be interpreted along these 
lines. So for the literary history in the 2Qd' century, there has not _been 
too much place provided for the Avant-Garde in the ruling tradiuon. 
The main lesson of the debate treated above, the initial confron~a11on of 
the Avant-Garde trends with both Modernism and conserrntmsm (the 
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strange alliance with the strange interference of arguments) is that to 

this day the reception (interpretation) of Avant-Garde poetry (let alone 
Neo-Avant-Garde) has remained basically on the same track which was 
laid long before. The debate itself, of course, is only a good and excep­
tionally clear illustration, not the cause itself; it shows the origins of 
a long-lasting set of arguments, a tradition which has its roots in both 
conservative and (a special) Modernist approach. 

The Nyugat has created for itself a tradition which has been wide 
enough to comprise, for instance, the revolutionary work of Bart6k 
(or Ady); and one can argue for an alternative literary history staling 
that in the tradition (and canon) formed by Modernism there must be 
a place for the Avant-Garde as a subversive, yet impulsive force. Or, 
from another point of view which treats Postmoderni sm as the telos of 
the whole literary historical process, the central category could be the 
position of the subject, in which case the revision of this history should 
start from Romanticism, and reevaluate Modernism from this aspect. It 
would then blur the (traditional) differences between Modernism and 
Avant-Garde, thus emancipating the latter. This approach would also 
be opposed to the ideological character of the earlier (Modernist-based) 
conventions of interpretation which emphasize continuity, "progres­
sive" traditions etc. 

The debate, then, is something which has remained, even to this 
day, strikingly vivid, and this is unfortunate enough. Suffice it to look 
at the school textbooks or the repertoire of the concert halls to see ho\\ 
classical Modernism dominates our cu lture and how difficult it is to 
make it understood that Avant-Gardism (and whatever came after it) i$ 
not something unintelligible, obscure and negligible but a forceful trend 
which has fanned (and has never ceased to form) what we now regard 
as the literature of the 2011o century. 



RADOSVET KOLAROV 

JE EST UN AUTRE: ROLES OF AUTHORJAL SELF­
ESTRANGEMENT 

The possibility for the subject to look at himself or herself or more 
precisely, at a part of himself/herself, at his/her role or aspect as an Oth­
er, ushers in the dialogue into the sphere of the !•space, turning it into a 
self-dialogue. Self-d.ialogicity - the inner split of the individual - seems 
embedded in lhe hwnan brain. As is well known, the brain consists of two 
hemispheres with each side of the cerebral cortex, each hemisphere, having 
its set of rather specialized fw1ctions. Surgical cutting of the link between 
the two hemispheres has radical consequences for human behaviour- one 
then struts acting in a sense as two separate personalities. ·•Somehow, the 
creation of two brains results in an effective creation of two selves"

1 
- one 

15. so to speak, inherently involved into a self-dialogic regime. 
The creative subject is especially prone and sensitive to a strat­

ification of his or her seemingl y monolithic identity into separate 
se!ves. My aim in this paper is to sketch out a general typology of 
this phenomenon. Doing so, I am going to set aside those s1ra1ifica­
llons of the self which are not typical of creative work but are inher­
ent in humans at large, e.g. the st ructuri ng of the se lf between the 
poles of the conscious and the unconscious, the sphere of impulses 
and desires, the self-awareness and self-control in psychoanalytical 
theories or related classifications, as for instance the delimitation 
of actual self, idea l se lf and ought-self (E. Tory Higgins

2
), or the 
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stratification of the self into di stinct social roles, distinct "ritual per. 
fonnances" (Ervin Goffman)l. 

From the specific perspective of the creative self in which I am 
interested, we should legitimately start from the understanding that 
1here are two fundamental types of stratifi cation: structurally vertical 
and temporally horizontal. ln the context of the former, we can speak 
of the inherent spawning of projections and hypostases of the self in the 
shape of an other, or his/her destructive alienation from the process of 
creating a work of art, his or her presentation as a "peripheral" Other. 
"Je est un autre," says Rimbaud in a we ll-known letter to Paul Demeny. 
Let us note the grammatically catachrestic linkage of the fi rst-person 
pronoun with a third-person verb fonn. Thi s is an act of separating the 
creative "I" from the biographical, empirical " I'' - an impersonal voice, 
which can only be identified in and by means of the work. Commenting 
on Rimbaud's famous phrase, Eugen Simion points out: "The' !' whose 
voice is heard in poetry is other, not the one we meet in everyday life; 
this other must also have something to do with the hidden meanings 
?fa poem. It is related to the unknown, the invisible which must ~ 
inspected, the unheard which the voyant poet is listening to." 4 Tots 
understanding is akin to Marcel Proust's notion of the "deeper self." To 
these views pertains the contemporary instrumenta\ization of the vari· 
ous projections of the creative Self, e.g. the distinction between writer, 
dramatized author, implied author and career-author (Wayne Boothf, 
creative and created author, singuiar and synoptic proxy (H. L. Hixf, 
the self that judges, the self that reads the self that writes and the self 
t~at rca~s its_elf (Paul de Man). Within the practice of critical analy· 
s,s_ and m spite of any recognition of the schizoscription and clash of 
voices, these subjects remain sustained by the common point where :? mee~. Po~t~theory has, however, largely reoriented itself t.ow~rds 

mbaud 5 opmion on the author's self-alienation, though moving Ill a 
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radically new direction. It docs not look for the genuine other "I" some­
where in the depth of the text but conversely, it proceeds from the text, 
it conceives the author as marginalized and dissociated from the work 
he or she creates: in the act of writing the writer is "drawn outside him­
self or herself, devoid of rights and ownership, chucked out, turned into 
a nameless entity [ ... J a creature without existence, a blank space where 
the idleness of an idle discourse is doing the talking'' (Maurice Blan­
chot)1; the writer has been "expropriated'' of his/her writings, "deprived 
of self and of meaning," "he/she is not in the centre but at the edges of 
his/her text which presents itself to him/her as something 'odd', some­
thing 'other"' (Jean Ricardou).8 "Two of us wrote Anti-CEdipus and as 
each ofus is a multitude, the two ofus is a crowd now," Giles Deleuze 
and Felix Guattari joke in the preface to Mille Plateau. 9 The subject 
is seen as produced as a mere residuum alongside the machines, it is 
continually reborn out of each consecutive state of the machine. I leave 
aside the popular view of post-modem theory regarding the dissolu­
tion of the author's subject, be that in the network of textual traces and 
handwritings (the textual faction of post-theory), or in "a lways already" 
existing systems (the faction of social constructivism). My concern is 
with those cases where some autonomy is indeed acknowledged to the 
subject and he or she is in crisis, shaken, struggling, so to speak, about 
his or her identity, and not about his or her mere disappearance and 
annihilation. 

On the axis of time (the latter of the two types out lined above), 
the self is presented as a series of self-states which are linked up in an 
integral, identical Self via the thread of memory. Of course, this iden­
'.ity is rather loose and mobile; the different sub-selves are partially 
integrated, they can overlap or collide without attaining coherence. 
There arc those philosophers who totally reject the possibility 1hat on 
a level of summation the subject can be an ever-present witness to the 
dialogues between his/her selves, the highest unity of all his/her sub­
sclves. According to Thomas Nagel, the unity we think of as o_ur mind 
is only "an enumeration of the types of functional integration that 

~ 
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typify it."10 And Derek Parfit, an important philosopher writing on 
the issue of personal identity, says: "Given what we now know, what 
I really am is my brain. On this view, moreover, I am essentially my 
brain ... Personal identity is not what matters. Personal identity just 
involves certain kinds of connectedness and continuity."11 Of course, 
such radical views are unsustainable. But the thematic thread which I 
am following, viz. that of perceiving oneself as Other, stimulates my 
interest in the writers' inclination to emphatically thematize the cases 
of self-dissociation, self-discrepancy, which as a rule are commented 
on in instances of turning points in a person 's life, of crises and doub1 
concerning one's own identity. Three cases can be distinguished here: 
of self-revision, self-criticism, and self-destruction. 

As an illustration of the first mentioned type, let me refer to Wil• 
liam Wordsworth. As Jack Stillinger notes, "critical opinion from 
Victorian times has established the notion of two Wordsworths - the 
youthful, radical, free-thinking and highly innovative genius of the 
lyrical Ballads and Poems in Two Volumes, and the pitiful old man 
(old in this view, practically before he was forty) who has declined 
into flat versification, boring subjects, and what was much worse, po· 
litica\ conservatism and religious orthodoxy.' ' 12 Over the next forty 
years after their first publication, Wordsworth kept making changes 
in some of his lyrical Bal/ads. In the course of time, the age gap 
between the two Wordsworth became more and more one of psycho­
logical distance. In this case, the revising poet could be conceived as 
having an identity separate from that of the poet who composed the 
first version. Wordsworth himself repeatedly reflects on this erosion 
of his identity, making it the theme of a number of his poems. 

!"n instance from our own times comes from the poet Donald 
Davie, who, speaking about the poems he himself wrote twenty years 
earlier, remarks that their author is, to him, "a total stranger, an un· 
known person with the same name." 

An example of self-criticism can be found in Nietzsche's 1872 
preface to The Birth of Tragedy, entitled "An Attempt at Sclf-Criti· 
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cism." Nietzsche attacks his own text which now seems to him con­
fused, unacceptable and odd: " I do not want totally to hide how un­
pleasant the book seems to me now, how strangely after sixteen years 
it stands there in front of me. [ ... ] Let me say again: today for me 
it is an impossible book - I call it something poorly written, pon­
derous, sentimental, here and there so saccharine, it is effeminate, 
uneven in tempo, without any impulse fo r logical clarity, extremely 
self-confident and thus dispensing with evidence, even distrustful of 
the relevance of evidence." 13 Nietzsche regards his own text as if it 
was not produced by his own hand; he fee ls oddly alienated from his 
earlier authorial "I" and speaks of himself in the third person 14: "the 
meditative lover of e nigmas whose lot it was to father this book" (let 
us recall that Rimbaud uses the same means of alienation - the third 
person - in stating "Je est un autre"). 

For an instance of self-destruction, we can tum to Gogol and 
his burning of the second volume of Dead Souls shortly before his 
death. While he was completing the first volume of his Poem, Gogol 
was already in thrall to his mystical, re ligious moods, to the idea of 
the purgatory of the soul and of the readiness for a spiritual exploit 
in the name of the who le of Russia. His Selected Passages from the 
Correspondence with Friends contain a re-appraised view on Dead 
Souls, stress ing its author's self-betrayal. Criticizing his great work, 
he writes: "One would have to show them how the monstrously long 
pans are connected with the others where the writer betrayed himself 
by not sustaining the tone he already adopted. No one even noticed 
that the last ha lf of the book is Jess worked over than the first , that 
there are great gaps in it, that capita l and important events have been 
condensed and abbreviated, unimportant and tangential ones spread 
out, and instead of the inner spirit of the whole work appearing. the 
mixed character of the parts and its scrappiness strike the eye.'

1
' As if 

wishing to annihi late a pan of himself, Gogol writes with a tinge of 

Friedrich Nietzsche, The Birth of Tragedy Out of the_ SP_irit of .'dusic. 
Translated by Jan Johnston. http: //records.viu.ca/~Johnstoi/N1tzsche'Trage­

dy_all.htm#cri ticism 
" H.L. Hix , Morre d'Autor. An Autopsy. Temple University Press, Philadel­

phia, 1990, p.181. 
u N. V. Gogol. Selected Passages from Correspondence »·uh Fru·ncb. 
Translated by Jesse Zeldin. Nashville, Vandcrb1l1 Um\·ers1ty Press. 1969. p.99 
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masochism: "At every moment we ought to be pricked, struck, beat­
en by all possible anns and we must every moment thank the hand 
striking us. "

16 
Burning the manuscript of the second volume of Dead 

Souls, Gogol perpetrates a symbolic suicide. He no longer sees any 
sense in living and really very soon after that he dies, leaving the 
doctors to speculate on the inexplicable causes of his illness, the mys­
terious diagnosis. 

Another well known example of a destructive attitude towards 
one's own works is Franz Kafka, who, in his last will before he died, 
demanded that all his manuscripts be destroyed. Fortunately for liter­
ature, his friend Max Brod ignored Kafka's will and after the writer's 
death published the novels Amerika, The Trial and The Castle, as well 
as a collec1ion of his shon stories. 

However broken the line of life may be, however difficult to 
sustain are the different images of the author and however powerful­
ly thematized their discrepancy is, there exists the opposite 1enden­
cy, viz., the auempt to link the disconnected and seemingly chaotic 
selves through a unified story, so that they are rendered meaningful 
and set under a unified narrative perspective. Modem psychologists 
define 1he human being as a story-telling organism. The very revolt 
against oneself is panly a syndrome of the anxiety about losing con­
trol over 1he monolithic identity. Even when thematizing their other­
ness, the authors consciously or unconsciously erect bridges to their 
older selves by means of textual self-repetitions, self-parody, and 
palinode. Wi1h the advancing of age one looks back to one's begin­
nings, seeking 10 find in them a store-house of untapped meanings 
and values. seeking (to recall Erikson) integrity in order 10 counter 
d_espa1r. This is an intriguing and rewarding topic but it remains out· 
side the scope ofmy paper. "In my end is my beginning," says Eliot 
a1 the conclusion of his Four Quartets. And further in the same text 
he writes· 

.. Not the intense moment 
Isolated. with no before and after 
But a lifetime burning in every m~mcnt 
And not the lifc11meofone man only 

~fold stones that can not be deciphered. 
M lbid.,p.97. 



PETER HAJDU 

SECRECY AND THE TRANSCENDE TAL DESIRE 
FOR ORDER IN DRAMA AND NARRATIVE 

How can we experience secrecy in literature? Since a secret is a 
piece of infonnation obtained by somebody and deliberately kept back 
from someone or everybody else, the reader must be infonned of the 
exis1ence, or even of the content, of that information. The situation is 
much more interesting when readers do not know 1he content of the 
secret, since otherwise it is only a part of the represented world, and the 
readers can see from outside the represented activities of the agen1s that 
arc or are not in possession of that given piece of knowledge. However, 
tf readers are also among those who do not know the secret, 1hey must 
make some intellectual effort 10 try 10 guess. Bui even in this case 1hey 
must be given infonnation of the existence of the secret. In the follow­
mg pages I would like to d iscuss some samples - first from ancient 
tragedies, then from European novels that, I hope, may provide us with 
some insight into the mechanism of secrecy in literature. 

In ancient drama, the conventional chorus might be said to have 
a position similar to that of the readers. The chorus is usually not in­
volved in the dramatic action, but necessarily knows everything that 
happens on stage and tends to interpret those events on a general level. 
The action of an ancient drama evolves in a public space, and the chorus 
represents a society sympathetic to the protagonist. Their position can 
be regarded as similar to that of the spectators': spectators ncccssanly 
experience everything that happens on the stage, and they feel interest­
~ in understanding the events. Members of the chorus model the reac­
tion of the spectators. but they ha,·c the oppormmty to ask the agents 
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questions if something is not clear enough, and they also fonnu\ate their 
interpretations. This in-between situation was expressed by the posi­
tion of the orchestra in the ancient theatre - it was placed between the 
spectators and the proskenion, the stage where the actors were standing. 

There is, however, a part, which the chorus in a tragedy docs nm 
know; it is the prologus, the surplus of events happening before the 
entrance of the chorus. The chorus is usually infonned of the events 
that happened in the prologus by an actor during the first epeisodion, 
but this is not obligatory. The most obvious exceptions can be found in 
tragedies that have a god appear at the beginning. What a god tells the 
audience may be a secret even for the chorus, and gods usually display 
the hidden causes or the hidden meaning of the events that are to take 
place. At the end, when another god appears, the actors and the chorus 
also understand these hidden connections, and they realise that there is 
a more elevated point of view from where the causality and meaning of 
the events becomes visible. Spectators hold a position privileged even 
in comparison with that of the chorus, and they can safely experience 
the workings of secrecy in the represented world. They can see what are 
the consequences of the lack of knowledge, but they a lso experience the 
order in that world, since the consequences are governed by a divine 
plan, or in the case of Hippolytus, by a divine game. 

In some of the plays of Euripides, however, the secret plays a very 
imponant role, and the information cannot be withheld from the chorus 
The actors conventionally apply to the chorus to maintain the secrecy, 
but the possession of the secret makes the latter involved in the action. 
Let us discuss two plays in which the choruses are supposed to maintain 
~recy. In Hippolytus Phaedra, after her stepson has turned down the 
mdccent proposal made by the nurse, asks the chorus to keep the maner 
secret (710-712). The chorus swears on Artemis never to bring to lighl 
any of Phaedra's disasters. And in this play such oaths are always ful­
filled, although Anemis, Hippolytus's protecting goddess, would prob­
abl~ not be angry with the chorus if it broke its oath and by doing 50 

Sa\.'ed ~tppolytus. This oath forces Artemis to ensure the fall of her pro­
tegc. Hippolytus also swears to maintain secrecy although he declares ~i:~. t~e

1 
oath was a mist.ake: "My tongue has s~om, but my soul has 

( 2)- This declara11on, however, does not mean that he regards hb 
00th as tn\.'ahd; _11 is valid and what he only regrets is his unconscioUS 
act ln spue of his declaration of his readiness to be silent, he fo nnulates 

--
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a threat to Phaedra. ·'When I come back with my father, I will see how 
you and your mistress can look at him," he says to 1he nurse (661--662). 
He wants his presence or his behaviour to be a disturbing factor in the 
relation between his father and his stepmother. Such behaviour would 
not mean bringing Phaedra's secret to light but only hinting at the ex­
istence of such a secret, so that the husband might sense that there is 
something wrong with his wife. 

This threat is enough for Phaedra to commit suicide and to kill 
Hippolytus on false charges. Phaedra's vengeance, however, presup­
poses the secrecy both of Hippolytus and the chorus. Anybody could 
tell Theseus the truth in order to prevent Hippolytus' sad fate. However, 
nobody says a word. Not only does not the whole society ofTrozenian 
women (the chorus) do so, but the young man himself - incriminated, 
banished and (what he cannot know) sentenced to death - keeps being 
loyal to the dead queen. Secrecy works here as destructive behaviour, 
which is, however, necessary to keep the dramatic action in mo1ion. 
But in the play the spectators could also face a different experience. At 
the very beginning, a secret has propelled the plot: Phaedra was sick, 
yet she would not reveal the cause of her illness. The entrance song of 
the chorus ends w ith the question: What is the situation with 1he queen, 
why is her skin so pale? (173-175). Both the chorus and the nurse take 
it for granted that the illness has a definite cause and that the queen is 
aware of it. The chorus addresses the question to the nurse because 
it seems confused about the nature of this illness, and she gives lhe 
following answer: " I do not really know, because she will not tell me .. 
(271). The nature of the disease is a secret by definition; only the queen 
knows something, but she does not tell it to anybody. The nurse and the 
sympathetic members of the chorus feel interested in the matter. They 
want to know the secret in order to be able to cure the queen. From this 
Point of view the workings of secrecy are different from what we see in 
the second half of the play; the tragic fault is bringing the secret to hght, 

Which results in a catastrophe. 
We should, however, ask the question why do 1he chorus and lhe 

nurse think that they should inquire into the maner? How do they ~ow 
there is a secret? A close reading of the scene proves that from the "~ry 
beginning Phaedra provides strong suggestions not only of the e:ust-
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ence of the secret but, moreover, of its conten1. 1 Her very firs t sentence 
discloses that she has a mental condition which is some way connected 
with the person of Hippolytus. She wants the nurse to know the secret, 
but does not want to seem willing to tell it to her. She wants the nurse to 

find it out and then to act on her behalf in spite of her protestation. Sbe 
does not say wha1 she wants but only gives rather obvious signs because 
she wants to save her face whatever the result of the action will be. A 
secret can provide the energy for the forward movement of the plot. 
provided some agents know there is a secret. 

In another of Euripides's plays, Ion, the secret consists of the origin 
of a child. Ion is Apollo's son bom by Creusa in a cave. The mother 
tried to kill her baby by exposure but Apollo brought him to Delphi. 
Creusa has later become the wife of Xuthos, king of Athens. Xuthos, 
however, is a stranger in Athens; he was given the kingdom for his 
merits on the battlefield. His reign is legitimised by his wife Creusa, 
who is a descendant of Erectheus, the founder of the royal family of 
Athens. All this infonnation is given to the spectators by Hennes in the 
prologus. He finishes his speech with the declaration that the main goal 
of the plot is to give XuthosApollo's son, to make Creusa recognise her 
child, and to keep Apollo's rape secret while providing the child with 
a wonhy social position (69-73). The whole change in the situation 
would be based on Apollo's fatherhood, but this crucial fact should not 
be brought to light. 

As a first step, Apollo's oracle prophesies to Xuthos that the first 
person he meets when he leaves the temple will be his son. He meets, 
of course, Ion, his son given 10 him as a present by Apollo. Xuthos 
happily accepts Ion as a son, but together they try to find a reasona­
ble explanation. They think Ion must be Xuthos' natural son fa thered 
before his marriage with Creusa. At this point almost every purpose is 
reached: nobody knows that Apollo is the father, and Jon will inherit the 
~ng_dom of Athens. Only one of the four goals formulated by Hermes 
1s missing: Creusa does not know that Ion is her son. There is. however. 
one disturbing factor: the chorus. Creusa's slave girls necessarily wit­
ness the (false) recognition of father and son. Xuthos is aware of the 
problem and says that if any of the girls says a word about the affair to 

Hanna M. Reisman, No1hmg Is as ft Seems: The Tragedy of the /mplicil 
m Eunpuks'Hippo~uus. Lanham: Rowman & Littlefield, 1999, 47-73. 
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his wife, she will be executed (666-667). But the chorus is not afraid 
of death; it is upset by the possibility that the alien king's illegitimate 
son could inherit the rule of Athens. At the first opportunity they tell 
the whole story to the queen, who therefore tries to poison Ion. After 
the unsuccessful murder attempt Ion wants to kill Creusa in vengeance. 
Both attempts fit in with the type of tragic plot which Aristotle regarded 
as the best one: when somebody prepares to kill his or her relative, but 
does not do it because at the last minute true identity is recognized.2 

In the end Pallas appears and throws light on every opaque detail. 
One of the four goals was to conceal Apollo's fatherhood, and now 
from the roof of the temple Pallas proclaims this fact to the whole pub­
lic of Delphi . Is the secrecy broken? Only one important person is miss­
ing from the scene: Xuthos, the husband. Pallas tells Creusa she should 
not tell Xuthos the truth, so that he will remain happy in his sweet il­
lusion (160 1-3). This pact between Pallas and Creusa also presuppos­
es the chorus's secrecy: it has made trouble by telling Creusa that Ion 
is Xuthos' son, while now the happy ending hinges on its not tel ling 
Xuthos that Ion is Creusa's son. 

Not only is the behaviour of the chorus different in the two plays 
discussed here when it comes to maintaining secrecy, but it is also 
inconsistent within the works themselves. Moreover, the divine plan 
seems to have relied upon both secrecy and divulgation in this order. 
The question arises about who actually disposes of the information. Se­
crets seem to be the business of the gods; there is an omniscient entity 
in Euripides's plays of secret that gives or keeps back infonnation in 
order to fonn a story in accordance with its intention. 

Is there any simi lar entity in narrative? The obvious answer is that 
the narrator might have quite a similar function. The narrator, of course, 
is not always omniscient ; moreover, even the so called omniscient nar­
rators often declare some uncertainty or lack of knowledge. But even if 
~he narrator is an agent or a witness, he or she has a privile~ed position 
m the background. The narrator is usually regarded as havmg a select­
ing and ordering function, and the power 10 select and ord~r can best ti:e 
proved in the case of the witness• or agent-narrators. A \Htness knows 
the whole story before the narration starts, and he or she decides how 
much and in what order should be given to readers. 

Aristotle: Poe1ics 1453b34-1454a9. 
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In Chap1er XIV of Book I in The History of Henry Esmond Esq 
Lord Castlewood tells Henry Esmond some astonishing things: "My 
lord had said to him that which confounded the young man - informed 
him of a secret which greatly concerned him." Then he hands 1his se. 
cret in a written form to clergyman Atterbury. In this situation Lord 
Viscount, Mr Atterbury and Henry Esmond learn the secret, but no­
body tells it to 1hc readers. This secret would change the whole story if 
brought to light, bm Esmond decides to bum the paper and to keep the 
secret to himself. The new information , however, changes bis beha\. 
iour and self•image. We are given many hints at these changes and at 

the content of the secret; the mos1 telling among them is the rude picture 
of the Dutch tiles, "representing Jacob in hairy gloves cheating Isaac 
of Esau's binhright." The secret is connected with Henry Esmond's 
binhright and it would enable him to adopt the social position of Lord 
Castlewood's son. The reader is therefore given a lot of info nnation m 
small ponions, but the more or less exact content of the secret appears 
only in Chapter III of Book 11, about 30 pages later when Henry Es­
mond discusses it with Lady Viscountess Isabella Esmond. 

This novel is a memoir-like text, and nothing justifies that a piece 
of infonnation known by the protagonist (identical to the rem iniscing 
narrator) should be kept back from the reader. Nothing, that is, but the 
effects of retardation, or the intensification of the readers' curiosity 
These are effects based on selection and ordering. The narrator knows 
the secret, as do all the three persons involved in the scene, but none 
of them reveals it. While he states other facts such as what the Dutch 
tiles of the bagnio represent, he does not qu~te the dialogue between 
Lord Castlewood and Henry Esmond in which the secret was uttered 
(he only infonned us ora secret uttered in a dialogue). At the same time 
he quotes the dialogue or Henry Esmond and Mr. Anerbury, in which 
the speakers feel uneasy about the secret and therefore avoid uttering iL 

The selection or appropriate poinis or view or focalising agents 
might be _fundamental in the narrator's activity or withholding infor­
mation, since he can always apply a type or focalisation which allows 
the secret to remain unknown. A whodunit can hardly use the murder· 
e~ ·s point or \'iew, or must employ very elaborate and refi ned tech· 
mques to do so. Nonnally it uses other focalising agents. In mem· 

SttAgatha Cliristie·s Endless /Viglu, which is the only exception I knowo{ 
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oi~, however, the focalising agent is given and therefore the narrative 
speaks only of the dialogue between Cast lewood and Esmond, then 
follows Esmond to another room and infonns or"an immense contest 
of perplexity" agitating his soul but not of the colloquy between Mr. 
Atterbury and Lord Castlewood, which is taking place in the next 
room at the same time. The narrative does not mention how Lord 
Castlewood dictates a document to Mr. Atterbury, but how Esmond 
bums it unread. Selected for representation arc those scenes and for 
quotation those utterances that do not display the secret. Sooner or 
later readers are usua\ly given the missing infom1ation and again it 
happens when the narrator selects a particular scene, a particular ut­
terance or point of view. If this does not happen, the frustrating lack of 
knowledge which results from a longer reading activity functions as a 
strong suggestion of the shortages of human cognition, and usually of 
the existence of a transcendental point of view from which the secret 

can be experienced. 
As a truly extreme case of narratorial omniscience of a transcen­

dental nature, highlighted by the retention and then the unexpected 
display of information, I will discuss some passages from Milan Kun­
dera's The Unbearable lightness of Being (1985). This example may 
show an especially post-modem version of the omniscient narrator. The 
novel's "Part Three" is called "Words Misunderstood,'' and the title 
implies the concept of the narrator's role as interpreter. The agents of 
the story misundersland each other, but readers happily have a narrator 
who tells them what an utterance actually, originally or intentionally 
means and why and how it is misunderstood. And this omniscience of 

1 post-modem utopian nature namely that a being knows all the exact 
meanings of every utterance directed at each recipient is connected 

with the power of selection. 

!fl were to make a record ofa\l Sabina and Franz's conver­
sations, I could compile a long lexicon of their misunderstand­
ings. Let us be content, instead, with a short dictionary.~ 

The narrator declares chat what he is to gh·c in some or the next 
chapters is only a selection or misunderstandings and that he has con­

Milan Kundera, 77,e Unbearable Lighmess ofBemg. tram,!. ~fo.:hacl Hen­

ry Heim, New York, etc.· Harper & Row, 1989. 89 
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trol of the complete set. But before delivering the short dictional)' of 
misunderstandings, he gives one powerful example. In Chapter One Sa­
bina wants to stand half naked but with a bowler hat on, holding hands 
with the fully dressed Franz, in from of a mirror. In this chapter Franz 
is the foca\ising agent, and ironically enough he thinks he has become 
aware of a temporary misunderstanding and that this makes it possible 
for him to correct it. 

Again he had to smi le at how poorly he understood his mis­
tress. When she took her clothes off, it wasn't so much erotic 
provocation as an odd li tt le caper, a happening a deux. His smile 
beamed understanding and consent. (85) 

In the following chapter, however, the narrator will tell us about 
Sabina's real intentions. She wanted to re-conquer a part of her past, 
to replay one of her most exciting and provoking sexual experiences, 
which she had with the novel's (other?) protagonist, Tomas. In 1he orig­
inal situation Sabina experienced violence and the humiliation of her 
femininity, "as if submitting of her own will to public rape," which she 
found extremely exciting. ("And suddenly, unable to wait any longer, 
she pulled Tomas down to the floor." ) The bowler hat was a symbol 
of very complex and sophisticated meanings for her, but Franz could 
get no access either to that symbolism or to the highly erotic realm of 
Tomas and Sabina. 

At the beginning of Pan Six the narrator starts discussing scato­
logical themes and connections between sexual desire excrement and 
sanctity. Suddenly the abovemcntioned scene comes,; the fore again: 

In Pan Three of this novel I told the tale of Sabina standing 
half-naked with a bowler hat on her head and the fully dressed 
Tomas at _her side. There is something I fai led to mention at the 
time. While _she was looking at herself in the mirror, excited by 
her self-demgration, she had a fantasy of Tomas seating her on 
the toilet m her bowler hat and watching her void her bowels. 
Suddenly her hean began to pound and, on the verge of fainting, 
she pulled Tomas down to the rug and immediately let out an 
orgasmic shout. (247) 

What Sabina was feeling on the spot remained a secret to franz, 
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and only Sabina and the omniscient narrator could know it. The narrator 
seemed to share the infonnation w ith the readers to ensure their privi­
leged position towards Franz. Approximately 150 pages later the narra­
tor delivers a new piece of information, which rewrites the whole scene 
and makes readers realise that their position was not more privileged 
than that of Franz. The narrator did not tell everything he knew; he only 
selected that which was appropriate for his purposes with the given 
scene. In another scene with other purposes he can select other details. 
Michael Henry Heim's translation may fail to make it evident that the 
narrator kept back information in Part Three intentionally and purpose­
fully, but this meaning is explic it in all other translations I know, and -
which might be more important - in the Checz original. The sentence 
MThere is something I failed to mention at the time" sounds in Checz as 
follows: "Neco som tehdy zam lCe l,"5 which literally means that time I 
concealed something. 

When we think in terms of a narrator who selects some data from 
a larger set and presents them to us in a given order, we believe in the 
pre-existence of a world 10 be represented by the narrator, and maybe 
also in the existence of the narrator as a quasi-personal agent. This be­
lief is much more legitimate in the case of witness- or agent-narrators, 
since the narrative display of such narrators contains the suggestion, 
or rather the statement, that the narrating entity experienced a lot more 
at the time when he was playing a role in the events than what he is to 
narrate at the time of narration. What he presents is a selected, ordered 
and thus interpreted set of events. 

We can, however, abstain from the hypothesis of a selecting agent, 
and speak of an arranged set of statements, one which also contains a 
set of hints that some information is missing. What we do experience is 
8 limited set of statements in a g iven order. Why must we suppose 1hat 
the limited set is selected from a larger set? Why must we suppose that 
the order is the result of an ordering activity? On the one hand'. we can 
Speak of an eternal desire to detect the origin of the 1exl.6 This desi re 
might be burning in every reader's heart, but having lost the biograph-

1 Milan Kundera Nesnesitelnd /ehkost byti, Brno: Atlantis. 2006, 263. 
' Cf. "the rcadcr:s quest for the origin of the text_". Didier Coste. \armtii-r 
and Communication, Minneapolis: UniversityofMmnesota Press, 1989, 164 
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ical au1hor, readers need the narrator. 7 This must be a transcendental 
desire to see the reason of the empirically available (parts of the) world 

The phenomenon of the secret will be a telling example of the po. 
tentials of a reading that tries not to reflect on non~existent parts of a 
narrative. If readers know the secret owing to their privileged position, 
then they can learn from the characters ' unfortunate actions how much 
trouble the lack of infonnation may cause. But it might be more impor­
tant that at the moment they arc given that crucial piece of information, 
they also experience the existence of an even more privileged position 
held by a more or less personal entity that gives or retains information. 
In the order of my examples: the goddess Aphrodite, the god Hermes, 
or the narrator. If readers do not know the secret, the statement that 
there is a secret implies that something exists in the represented world 
that is not told at the moment. This means the secret constitutes a call 
for imagining a richer and more real world than the one actually repre­
sented. Readers are supposed to fill up the blank spaces in the narrative 
through their imagination, but in the case of the secret they receive a 
guarantee or at least a promise that the blank spaces can be filled up and 
that the narrative will fill up some of them later. 

This transcendental nature of a quasi-personal and quasi-transcen­
dental narrator's faculties can be increased if the fictionality of the text 
is also displayed. 1n this case the narrator docs not only claim that he 
knows everything and therefore can select and order for us what he 
thinks appropriate, but also that he can create new items of the rep­
resented world anytime. This self-referential game is usually ascribed 
to post-modem fiction, but I am going to analyse a nineteenth-centu· 
ry novel here because of its manipulations of secrets and infonnation, 
of historical facts and fictionality. In this case the transcription of 1 
hYJ)Otext and imagination offers us an excellent opportunity 10 under· 
stand the workings of the secret in narrative texts. I am talking about 1 
n_ovel by M6r J6kai, entitled Ake/ Trenk,' which presents the life sto­
nes of two cousins, Friedrich and Franz Trcnck. The novel is based 00 
the autobiographies of these eighteenth-century adventurers. J6kai not 

Ann Banfield, Unspealcab/e &mences.- Narration and Representolion in 
:he t.;~oge of Fiction, Boston: Routledge & Kcgan Paul, 1982, 222. 

hose who cannot read the novel in Hungarian J suggest the contem· 
porary German translation: Feindliche Pole, Clbcrsetzt von Ludwig Wechsler. 
Bd. I 2,Stuugan: Dr. Foerster&Co, 1894. 
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only rewrites and many times s imply trans lates his sources, mainly Des 
Friedrichs Freyherrn von der Trenck merkwiirdige Lebensgeschichte, 
001 also creates a narrator who usually refers to the source text and 
makes his strategies of rewri ting visible. The funniest example is the 
comparison between two sources, i.e., the Gennan and the French ver­
sions of Friedrich Trenck 's autobiography: 

Characteristically enough Friedrich Trenck omined 1his 
whole section of his adventurous life in the memoirs he com­
posed for the Gcnnan public; in his French memoirs, however, 
he shows what happened behind the wall.9 

Unfortunately, J6kai was the owner of a complete French but only 
ofan abridged German edition ofTrenck's autobiography, and there­
fore he believed that Trenck e laborated a rather shy Gennan and a rath­
er piquant French version. 10 The narrator appears here as a selector 1hat 
compares various sources and has the right to decide which one he will 
follow. 

This nature of this novel as the re-writing ofa historical person's 
autobiography is first displayed on the fifth page, where Trenck falls in 
love for the firs t time- but the name ofh.is beloved should be a secret. 

He got 10 know what love is. 
And it was the first love also for 1he lady. 
That lady had been married already for a year. 

In his memoirs Friedrich Trenck consistently keeps secret 
the name of the goddess of his first love. This secrecy is gen­
tle and proper. The lady was still alive; she held a respected 
place in society. Trenck had to carry the secret 10 the grave. 
He admits 10 himselftoo that therefore the whole his1ory ofh1s 
li fe remains an unintelligible chaos, in which both he and king 
Friedrich appear in an untrue ligh1; one cannot imagine such 
emotions or understand such situations; a connecting feature. 
a leitmo1if is missing from the whole story that looks like a 
fa iry-tale due to that. 

~ ket Trenk. Trenk Frigyes. J.M. Osszcs mih'ci, RcgCn)·ek 59 .. 
ed. GyOrgy Rad6 Budapest: AkadCmiai, 1969, 207. 
16 GyOrgy Rad6, J6kai Trenk-regCnyeinek fomisai . In J6kai op cit. 41 6 
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Succeeding generations, however, have had no mercy. The 
secret name buried in his grave is advertised in any Conver­
sa1ions-Lexicon nowadays. And the moment it is pronounced, 
everything Trenck confused in his memoirs becomes clear and 
unders1andable. (11) 

Some sentences of the quotation are literally translated by J6kai: 
"Es war unsre beyderseitige erste Liebe"; "das Geheimnis folgt mir 
sicher zum Grabe." The narrator, however, refers to other sources as 
well; he uses additional information to interpret the story, to fi nd a leit­
motif, a central idea. The re-writing ofTrenck 's li fe story presents it as 
a meaningful whole. For the moment, however, the narrator also main­
tains secrecy. Friedrich der Grosse, King of Prussia, wants to know who 
the beloved of his favourite bodyguard is, and declares, "No secret of 
the bedroom can be withheld from me." Curious, the king starts an m­
vestiga1ion and finds out what he wants to know. The lady is his sister, 
the princess Amalia, the wife of prince A. z. The entire investigation 
is not long; on page 17 the readers are already infonned of its final 
result. The narrator keeps back the information about his hero only for 
six pages. Curious-minded readers might consult a Conversations-Lex­
icon, and besides, the readers of the modem, annotated critical edition 
have no need whatsoever to do philological research or to experience 
even this short period of tension, since the commentator supplies the 
lady's name and position at the first opportunity. 

The additional and extra-textual information might be useful here. 
The abbreviated fonn of the name of the husband, prince A. Z. suggests 
that he is also a historical character, but one cannot easily understand 
why he is not called by his own name, while his wi fe is. A lexicon 
or a commentary can solve the problem: this is because the historical 
princess Amalia had no husband. Prince A. z. is a fi ctional character, 
and the abbreviation signals that. Everybody else has a proper name 
but him. And the cause of the lack of a proper name does not lie in the 
narrator's tact, but in the character 's fictionality. The use of the first 
and the_ last _letter of the alphabet (as on the spine of a Jex icon) means 
somethmg hke ' anybody'. The husband's name is a secret, but this se­
crecy 1s groundless and the secret is really empty. The narrator docs not 
kc~p back _mfonn~tion - he only suggests that some secret infom1ation 
exists, while thi s 1s a lie. A. z. looks like an abbreviation, but there is 
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nothing to be abbreviated; it is rather a funny sign for a character that 
is not only nameless, but also totally blank. In my opinion therefore, it 
can be regarded as a signal of fictionality. 

Let me return to two sentences from the novel quoted earlier: "And 
11 was the first love a lso for the lady. That lady had been married al­
reaizyfor a year." The first one is a translation from the source text; the 
second inserts a fictional fact and a fictional character into a historically 
reliable narrat ive. The game of combination of historical narrative, the 
protagonist's autobiography, its translation, its re-writing, and fiction 
becomes visible through the phenomenon of the secret, because when 
speaking of secrets the narrator displays his strategies of handling in­
formation. We are told of the existence of infonnation kept back from 
us for some time. And then, on the narrator's will, we receive the infor­
mation that has been kept secret. 

The omnipotent narrator also claims a right to create new items 
in the protagonist's re-written life, as he does with prince A. 2., and 
this claim is best displayed in the case of secrets. Emperor Charles VII 
makes a confession, but the dialogue between him and his chaplain is 
not narrated. "It was a secret what they had told to each other; nobody 
was allowed to know the topic, not even the Chancellor." After the con­
fession, however, the emperor consults the daily menu with his cook, 
who is his intimate. "He kept no secret from him. If that good man had 
written a diary, he would have bequeathed to the following generations 
an extraordinarily interesting piece of reading" (96). After this the dia­
logue between the emperor and the cook is narrated in full detail and we 
are allowed to learn the secret of confession. It is the narrator's joke. He 
discusses the possible sources of infonnation with the conclusion that 
there is none. Nobody but the cook knows what the emperor said to the 
chaplain. If the cook had written a diary, we would know that. But the 
cook did not write any, so we do not know. After that the narration of 
what cannot be known starts. Fiction is the means to supply content to 

the emptiness called a secret . 
In the last example the narrator presents the re-elaboration of a 

non-existent source (the cook's diary), while in oth~~ parts of the no\.el 
he makes use of real sources. But their juxtapos1t1on challenges the 
narrator's reliabi lity and highlights the importan_ce of fictitious features. 
The narrator repeatedly claims the role of an interpreter: the story 1s 
confused due to some secrets, and he considers it as his task to make 

..__ 
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the story understandable through supplying information and detecting 
hidden connections. He writes, for example: "In this affair of the two 
Trencks we experience an intentionally created mixture of true and 
false, probable and unbelievable, and finally we have to real ise that the 
unbelievable is true in it and the probable is fa lse" (170). This is fol­
lowed by the narration of Friedrich Trenck 's first imprisonment, based 
on a letter sem to him by Franz Trenck, an officer of the enemy forces. 
The letter existed, insists the narrator, and he offers two alternative \"er­
sions of its genesis: either Franz Trenck wrote it to cause trouble forh1s 
cousin, or it was a fake letter written by someone else. The narrator is 
not omniscient, bui he has many ideas about how to make the story a 
coherent and logical whole in spite of the missing pieces of information 
in the inherited historical material. He does not know the secret, but he 
acts as the grand interpreter who offers various solutions. 

J6kai's omnipotent narrator not only selects and orders, but also 
completes the items of the represented world, and such a narrator is like 
a parody of narrators that should challenge the readers· hypotheses of 
any transcendental entity organising the representation. All these char­
acteristics of reading might be governed by a belief in order, or a desire 
to experience order, if not in our empirical world, at least in the fictional 
ones. This is a desire that can be considered transcendental in so for as 
it relies on the hypothesis of an entity which cannot be experienced 
directly, but which is supposed to guarantee order. As the gods appear 
at the end of Euripides's plays to settle everything and calm the char­
acters by explaining that all their troubles were parts of div ine plans. 
so a selecting and ordering entity haunts the literary text. The fact that 
the set of represented events is not complete can be accounted for by 
theoretically various explanations. For example, it cannot be complete 
because the complete set of events of any world would be infi nite; or 
c_ompletcness 1s an inappropriate requirement: what is g iven in a narra· 
ti\·c is a complete set, because there is no other pole of comparison. Bui 
readers usually prefer another explanation: the set of narrated even15 
is incomplete because it is only a selection made by a Selector. This 
reminds ofTol.stoy's An,ra Karenina, where Levin finds the priest's CJ>' 

~:;dc~~;~:~~~f~~~~at doubt can you have of the Creator when you 

1 
Pan 5. Chapter 1 

J 
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Let us finally tum to the commonly accepted view that liter• 
ary texts have some meaning. The order, or rather the impression of 
arrangement, may function as a suggestion of a secret sense. 12 The 
meaning therefore can be described as the secret of literary texts; it 
is always present in the form of a promise; it is always hinted at; we 
are continuously given suggestions of the existence of a secret, but its 

content is never explained. 

Cf. Frank Kennocle, The Genesis of Secrecy On the lnterprelatlt>n of 
\'arratiVf', Cambridge, MA: Harvard UP, 1979, 23--47. 
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SELF-CONSUMING ARGUMENTS 

The statements Stanley Fish makes in his books 1 are well-known. 
ii is less clear, however, how much popularity they currently enjoy. 
Unlike Hans Robert Jauss, Wolfgang Iser or Hans-Georg Gadamer 
to whom he is comparable in some respects, Fish and the so-called 
reader-response criticism seem to get less attention now than one or 
two decades ago. Still, it is worth pointing out both the strengths of 
the arguments he presented in hi s "How Ordinary Is Ordinary Lan• 
guage?'"1 as well as the difficulties he has never managed to ow• 
come. 

Fish represents a strong anti-formalist, anti-structuralist tendenc) 
in literary criticism. Among other things, he challenges what he calls 
.. the ordinary-language literary language dist inction."1 He claims that 
·',here is 110 such thing as ordinary fanguage."4 As a conscquencc,_he 
does not accept that li1erature should be seen as some kind of deviauon 
from ordinary language. He opposes "fonnal systems" to "human val· 
ucs,'' and denies that language could be reduced to "a formal system un­
attached to human purposes and values." He believes that "the purposes 
and needs of human communication inform language and are consti~· 
cnt of ns structure."' (This statement however is not as uncontroversial 
as Fish seems to believe. See, for c;ample, H~lliday 1973.) Litera1ure. 

Fish 1967, 1972. 1980, 1989. 
a Fish 1973. 
J Fish 1980, 97. 

foh 1980, 106. 
Ibid J 
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be argues, "is the product of a way of reading, of a community agree­
ment about what will count as literature.'76 

So far as deviation is concerned, Fish's critique of structuralism 
is fully justified, and can be supported by independent linguistic and 
literary theoretical considerations. The concept of deviation is indeed 
so vulnerable that it appears to be a moribund item in the literary cri t­
ic's vocabulary. However, since Fish is more interested in criticizing 
deviation than in its history, it seems necessary first to provide some 
background infonnation. 

The traditional views on deviation can be summed up as follows. 
Any feature of a linguistic system can be violated occasionally without 
compromising the integrity of the language as a whole. Since ad hoc de­
viations, mistakes and nonsensical utterances (deviation, for short) wil l 
be recognized as instances of deviation, they cannot upset or subvert the 
normal and primary operations of the language, and they cannot bring 
about change. No matter how regular certain deviations can be, litera­
ture is not another language. To put it another way, the speakers do not 
have to know more than one variety of their language in order to read or 
write literature. When compared with ordi nary language, the language 
of literature is clearly derivative and parasitic. Whatever secondary 
conventions and restrictions may be employed in literature, they must 
rely on the primary conventions of language. Thus, the interpretat ion 
of literature, even when the language of literature violates the nonns 
of normal discourse, should be based on the fundamental structures of 
the language. By comparing deviation with the nonnal phenomena of 
language, we can recover meani ng from deviation. 

Deviation had a role in traditional rhetoric. John Wa lker, for exam­
ple, defined metaphor as "an expression, where a word or phrase de­
pans from its more common and ordinary sense.''1 The twentieth-cen­
tury history of the idea of deviation is also significant. In accordance 
With the rhetorical trad ition, Ferdinand de Saussure provided a foun­
dation to theories of deviation in modem linguistics: "the execution of 
sound patterns in no way affects the system itself. In this respect one 
may compare a language to a symphony. The symphony has a reahty 
of its own, which is independent of the way in which it is perfonncd 

Fish 1980, 97. 
Walker 1971, 137-138. 
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The mis1akes the musicians may make in no way compromise that re­
ality_',. Saussure's comparison suggests that (i) the linguistic system is 
inviolate; (ii) deviations from the linguistic system are to be considered 
random individual acts. 

Deviation from the established norms of usage was considered by 
the Russian formalists and the critics of the Prague School to be the 
aesthetic dimension of language. Viktor Shklovsky' thought thai in or­
der to revitalize nonnal language that tends to become automatized, 
poetry must use "defamiliarizing" devices which deviate from nonnal 
language. In agreement with Shklovsky, Roman Jakobson added that 
the subject of literary scholarship is literariness brought about by devi­
ation. '° Jan Mukarovsky thought that the v iolation of the nonn ''is what 
makes possible the poetic utilization of language; w ithout this possibil­
ity there would be no poetry." 11 The idea of deviation was adopted by 
American linguists as well: A. A. Hill , for instance, said that "a reasona­
ble and useful hypothesis is that the poet started with a fu lly formed and 
well-constructed sentence, which he then di storted in order to secure an 
effect in keeping with the structure of the poem as a whole, or the part 
of1he poem in which the construction was placed."12 Harold Whitehall 
looked upon literature as "organized violence done to language."11 

If literary works are regarded as deviations, that is, random individ­
ual departures from the nonn, they will be cut off from the fundamental 
structures of language. This is a procedure that bas an effect both on the 
nonn and on deviation. Fish is right when he mentions that "deviation 
theories always trivialize the nonn and therefore trivialize everylhing 
else.''

1

~ What Fish does not notice is the fact that both the traditional and 
the modem views of deviation are inconceivable without the assump­
tion of linguistic uniformity which can be summed up as fo llows. The 
speakers of a language arc parties to impersonal and tacit conventions 

• Saussure 1983, 18. 
Shklovsky 1990, 12. 

1
• Jakob:.on 1973, 59, 63. 

11 
Mukarovsky 1955, 20. 
Hill 1967: 83-84 . 

11 

Whitehall 1957, 137. Sec also Sapona 1960, Riffatcn-e 1959, J 960, Levin 1963
, 

1
964. l965, 1967, Cohen 1966, Lyons 1968, Enkvist 1973, Chapman 

1973, Culler 1975, Dubois et al. 1981. 
,. Fish 1980, IOI. 
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IOOt both transcend the speakers' individual differences and guarantee 
mutual understanding. Communication rests on the assumption that un­
defstanding is reciproca l. The language of any speech community is 
anilary and homogeneous. ('Unitary' means that there is only one set 
of rules at any particu lar time, and 'homogeneous' means that this set 
of rules is shared by all the members of the speech community. These 
nm assumptions wil l be referred to as 'the assumption of unifonnity. ') 
Once it is decided that all kinds of linguistic phenomena must be re­
duced to a single underlying system shared by all the speakers, no reg­
ularity can be discovered within the phenomena that are regarded as 
deviating from the nom1. In addi tion, it should also be noted that the 
assumption ofunifonnity has a most respectable background in "main­
stream" linguistics: there is an unintenupted continuity in this respect, 
running from August Schleicher through the Neogrammarians, William 
Dwight Whitney, Ferdinand de Saussure, Antoine Meillet, Edward Sa­
pir, Leonard Bloomfield, the Neo-Bloomfieldians to Noam Chomsky 
and beyond. 

What is wrong with the assumption of unifonnity? What is it that 
this conception of language cannot do? Let us analyze a relatively sim­
ple sentence: "The once audacious metaphor comparing the universe 
and the machine soon became a working hypothesis and finally to many 
it became the literal truth. " 15 First of all, it is obvious that no linguist, 
philosopher or literary critic relying exclusively on the assumption of 
~niformity can produce or correctly interpret such a statement. Ballard 
implies that a sentence like "The universe is a machine" means different 
things to different people, different things to the same people - at the 
same or different times. Whether such a sentence can be literally true 
is determined by the ideas the members of the speech community have 
about the universe and the machine. Resisting any literal reading, the 
sentence is at first a nonsens ical statement that can only be interpret­
ed as a metaphor. The metaphorical interpretation (M) of the sentence 
depends on the perception of similariti es between the universe and !he 
machine, while the literal interpretation (L) takes the similariues to the 
extreme, and identifies the universe and the machine. In 01her words. 
(L) looks upon the universe as a kind of machine. Since the workmg 
hypothesis (W) is a imed at answering the question whether and ho" 

is Ballard 1948, 211 . 

...__ 
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(M) could be replaced by (L), it cannot but contain both inierpretations 
simultaneously. Until there is a definite answer to this question, both 
interpretations have to be taken most seriously. This is, however, qui1e 
impossible according to the assumption of uniformity. 

When confronted with this sentence, the assumpt ion of uniformity 
will run into difficulties. The choices are limited. If one thinks (M), (\\1 
and (L) belong to the same language system, that is, if they are pro­
duced within the same speech community at the same time, then i1 must 
be concluded that two of them deviate from a third one, which in other 
words means they will have the same linguistic meaning. Paul Ricoeur 
refers to this operation, that is, to tbe full recovery of the original mean­
ing from deviation as the "reduction of deviation."16 If, on the other 
hand, one thinks (M), (W) and (L) belong to different language stales, 
then they will have absolutely nothing in common, because, according 
to Saussure, the identity of each linguistic item is defined only withm 
the particular system to which it belongs. The assumption of unifonmty 
is not in a position to deal with the situation which is described by Bal­
lard's sentence. A linguist who has assumed that languages are unifonn 
cannot, without being inconsistent, say that interpretations (M), (\\) 
and (L) are produced within the confines of the same language. This is 
the same "conceptual knot" as the one Uriel Weinreich mentions. 11 

The weaknesses of the assumption ofunifonnity should have been 
pointed out by sociolinguists (including the dialectologists and the cre­
olists). However, they were, with a few exceptions, very cautious and 
hesitant. Many of them had illusions about integrating sociolinguisuo 
into the "mainstream." Uriel Weinreich, for instance, first advocated the 
rapprochement of structuralism and dialectology, that is, he suggest­
ed thnt heterogeneous "diasystems" should be constructed out of the 
structuralist linguist's unique and homogeneous systems.11 If, howe,er, 
h_etcrogencity can be introduced at all, why should it not be introdu«d 
ng~u_ai the begmning? It was only after the advent of generative hn­
gm~t•c~ that Weinreich mentioned that homogeneity implies "unneces-­
i-anly 1deahzed and coumerfactual descriptions of language states." 

• Ricoeur 1977, 149 •157. 
11 

Weinreich 1960, 329 
:: \\:cinrc1ch 1954. 

\\cm.rc,ch ct al 1968, JOO. 
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He added that the "nativelike command of heterogenous structures is 
001 a matter of multidialectism or 'mere' perfonnance, but is part of 
unilingual linguistic competence."20 Other sociolinguists are, for vari­
ous reasons, somewhat reluctant to theorize in sociolinguistic tenns. 21 

And there are those who underestimate the importance of linguistic het­
erogeneity. It has even been suggested that "the generative-transfonna­
tional model is the most hospitable to sociolinguistics of any linguistic 
theory yet known."22 Nor should it be forgotten that there were only 
few isolated attempts in literary theory to investigate the consequences 
of linguistic heterogeneity23 until Mikhail Bakhtin's books and essays2

~ 

were re-discovered. These historical facts can, 10 some extent, explain 
why Fish did not direct his attack aga inst the assumption ofunifonnity. 
However, without the critique of linguistic unifonnity, Fish's approach 
to literature remains open to critical arguments similar to the ones he 
levels at structuralist linguists and literary critics. 

While making his case against formalism, Fish mentions that "The 
difference lies not in the language but in ourselves."2

' What is this dif­
ference? A difference that obtains between what? A difference obvious­
ly requires two things. The sentence that immediately precedes this re­
mark states that "Literature is[ ... ] a category, but it is an open category, 
not definable by fictionality, or by a disregard of propositional truth, or 
by a statistical predominance of tropes and figures, but simply by what 
we decide to put into it." Accordingly, 1he difference Fish mentions is 
the difference between the category of literature and what we decide IO 

put into it. This interpretation of the cryptic remark concerning what 
lies in ourselves is in line with other statements of Fish. He says that 
what characterizes literature "is not fonnal propenies, but an attitude 
always within our power to assume - toward propenies that belong by 
constitutive right to language."2~ Thus, depending on our attitude or 
decision , any segment of language can be literature. 

: Weinreich 1968,_ IO I. 
Labov 1982,Bmley 1987,271. 

~ DeCamp 1969 162· see also Romaine 1985, 60. 
n Winter 1964, Thom~ 1965, 1969, 1970, Todorov 1971, Kress 1978. Fo"I­
: 1979. 

Especially Bakhtin 1981. 
i, Fish 1980, 109. 
i. Ibid. 
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Obviously, it is no use trying to find examples (phrases or sen­
tences) that - in an appropriate context - could not be read as lit­
erature. (It should be noted in passi ng that the consideration itself 
whether a panicular verbal construction can be interpreted as liter­
ature is almost an appropriate context.) The second half of the last 
quotation is much more interesting. Docs Fish, by any chance, claim 
that the propcnies we regard as the properties of literature belong by 
constitutive right to language? Are the properties in question always 
there? Arc they firmly in place even before they are discovered? Are 
there properties nobody ever discovers? How do we, then, know they 
are there? Is literature some kind of magnifying glass that helps us sec 
certain properties of language which are invisible to the naked eye~ 
Does literariness as a realizable potential inhere in each and every 
word and in all their combinations? If we suppose it does, then does 
literature inhere in language in interpreted or in uninterpreted fonn~ 
Is there such a thing as uninterpreted literature? Is not the decision 
or the attitude (that makes literature out of segments of language) a 
particular fonn of interpretation? Or shall we have to say that all the 
possible interpretations of literature also inhere in language? If they 
do. where are they? Where are the unrealized interpretations of indi­
vidua l works of art? What does it mean that the properties ofl iterature 
belong to language? Does not this contradict the supposed creativity 
of the readers? Or does creativity consist in discovering what has al­
ways been there? And finally, is this statement just a minor slip, or is 
1his really what Fish had in mind? 

This last question emerges only because Fish docs not emphasi~e 
the possible consequences of his conception. However, it is certainly m 
the best Fishean tradition to point out the absurd consequences of seem­
ingly inconsequential statements. Anyway, it is not easy to see how the 
statement could be a slip. Fish says, for example, that literature •'is Ian· 
:uage around which we have drawn a frame, 3 frame that indicates a 

ccision to regard with a particular self-consciousness the resources 
language has always posscsscd."27 The crucial expression "the resourc· 
es language has always possessed'' confinns that the literary potcnual 
of language should, according to Fish, be regarded as a timeless pres· 
ence. Fish replaces ordinary language and deviation with an enonnous 

foh 1980. I0R -109 

--
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siorehouse of dormant possibilities. But the monster he sets free is just 

ti menacing as the ones he has slain. 
It is quite evident, for ex.ample, that literature as the sum of the 

co1·ert literary potential of all linguistic possibilities is not available to 
any systematic investigation. Moreover, if we accept this conception, 
!he interpretations of literature and the interpretations of interpreta­
tions should also be regarded as literary works, providing more mate­
nal for the interpretations which wi ll be at the same time instances of 
literature. Although this is a sizeable problem or paradox in itself, it 
seems even more important that language, as Fish describes it, is not 
really different from what he calls the "formalist" or "positivist" theo­
ries of language. For instance, Noam Chomsky's "ideal speaker-hear­
er"11 can, at will, produce all the possible sequences of a language, as 
11·ell as all their possible interpretations. It goes without saying that 
Fish's "human purposes and values" arc included in the possibilities 
of the ideal speaker-hearer - otherwise s/he would not be ideal. The 
problem is that both the "resources language has always possessed'' 
and the "ideal speaker-hearer" are fictions that transcend the 1empo­
Bl, spatial and social differences of the actual use of language, and 
that 1hey create chaot ic objects. Thus, Chomsky's ideal speaker-hear­
er must be able to produce all the sentences of all the dialects of a 
language, regardless of space and time. Once we accept either of these 
ficuons, we will not be able to identify within them any sub-systems 

we cal\ languages. 
The expression "resources language has always possessed" ap-

parently annihilates the creativity of the readers (or even that of the 
wnters): how can you create something if it has always been there? 
Language is literally a machine. This recalls the remarks Jonalhan 
Culler made in connection with a passage from Heidegger: "A speak­
er's utterances are understood by oihcrs only because the~ arc already 
\·irtually contained within language. ' Die Sprache spneht'. clauns 
Heidegger, 'nicht der Mensch. Der Mensch spricht nur. indem er 
geschicklich dcr Sprachc entspricht.' (Language speaks. Man speaks 
only in so far as he artfully ·complies with_' la~guage.) A gcnerame 
r;tammar goes some way 10 fonnalizing this view. The con-.1ruct1on 
of a system of rules with infinite generative capacity makes C\Cn the 

~ Chomsky 196S, J-4. 
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creation of new sentences a process governed by rules which escape 
the subject. "29 

Fish's statement, according to which "there is no such thing as or­
dinary language," and which serves both as a conclusion and as a point 
of departure, is far from telling the whole story. The statement is true 
in the sense that if we try to set up an exhaustive catalogue of the phe­
nomena around us, we will never come across an object that we could 
label "ordinary language." Ordinary language is, as should be obvious, 
an abstraction. And it should also be clear that abstractions exist if there 
are people who think they exist In this respect ordinary language is not 
in any way different from the abstractions Fish himself creates. (His 
most interesting innovation, that is, the term 'interpretive community'is 
modelled on the traditional concept of 'speech community' which is not 
very far from the idea of ordinary language.) Thus, what really matters 
is not the existential status of fictions and abstractions, but whether the 
idea of ordinary language can be useful and productive. It seems that 
ordinary language, when it is based on the assumption of unifonnity, 
and when it is used in conjunction with deviation, is no longer useful. 
Fish, like anybody else interested in the interaction of texts and readers, 
or in the creativity of readers, should be concerned with a theory of 
language that does not reduce new forn1s and new meanings to existing 
ones, but can provide some kind of footing for them. It is difficult to see 
how such a theory could be anything but one adopting the assumption 
of linguistic heterogeneity. 

Finally, Fish's approach to literature is somewhat contradictory. On 
the one hand, he says (thesis i) that literature is the "product of a way 
of reading, of a community agreement about what will count as litera· 
ture, which leads the members of a community to pay a certain kind of 
attention and thereby to create literature."30 On the other hand, he states 
(thesis ii) that the formal ists were wrong: literature cannot be explain~ 
on th~- basis ~fa set of formal properties. Let us suppose both theses (1) 

and (11) are nght. But can we accept both at the same time? 
. If th.esis (i) is t~e, then we can say that the formalists formed ~n 
interpretive commumty, and paid a certain kind of attention to certain 

;
6

. Culler 1975, 29, quoting Heidegger 1957, 161; see also Heidegger 1991, 

.i Fish 1980, 97. 
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l'erbal constructions they called literature. Fish does not say - he is not 
in a position 10 do so - that the ideas the various inlerprctive commu­
nities cherish must be right in order that we may accept them as inter­
pretive communities. Thus, if thesis (i) is true, then Fish has absolutely 
no right to critici ze the formalists for their practices - no matter how 
bizarre they may seem to him. 

If, however, thesis (ii) is true, that is, if the formalists were mistak­
en, then it cannot be true that the definition of literature within a com­
munily is the same as the community agreement about paying a certain 
kind of attention to verbal constructions. So, Fish either has to say that 
the formalists did not form an interpretive community, or he has to say 
that it is not possible to create literature the way they did. It is the latter 
that Fish actually does. But this amounts to stating that the interpretive 
communities must not only have an agreement about what counts as 
literature, but the ideas they have must also be true. But if the ideas con­
cerning literature have to be true, what is more, if they have to be true 
according to Fish, then it must be false that literature is what the various 
interpretive communities think ii is. Thus, if thesis (ii) is right, then it is 
extremely doubtful whether there existed any interpretive communities. 
or, for that matter, literature, during the course of history. 

In conclusion, the least we can say is that Fish does no1 offer a 
satisfactory solution to the problems he discusses. They will have to be 
re-interpreted in the light of the assumption oflinguis1ic heterogeneity. 
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A,~GEL V. ANGELOV 

THE LIMITED "EUROPEAN PHILOLOGY" OF ERICH 
AUERBACH 

"European Philology" 

In the introduction to literahlrsprache und Publikum in der /atei­
nischen Spiitantike und im Mittela/ter, Auerbach claims that the tenets 
of\ate eighteenth- and early-nineteenth-century German Romantic his­
toricism have been elaborated most consistently in German Romance 
philology. The concept of historical development and of the individual 
oational spirit became the guiding idea of philological knowledge. The 
idea of the historically individualized nations led to the emergence of 
the dialectical notion of human diversity and community (Auerbach 

1958:9). 
Indeed, German Romance philologists set out to study the vast 

sphere of Romance literatures and languages, their various connections 
with the Latin heritage and, through the latter, with Greek Antiquity. 
This is the disciplinary horizon of Romance philology. Antiquity, Greek 
as well as Roman, is a model, or at least a source of inspiration, in­
fonnation and comparison for the classical works of Romance litera­
tures. Through comparison with Antiquity, 1 Romance philology seems 
to "remind itself' that its origins lie in Classical philology. Whereas 
the heritage of Antiquity has been appropria1ed in order to support var-

1 I use terms such as Romance, Latin or German with a clear awareness of 
their arbitrary nature; however, they ha,.·e not only remained in use to this ,.-cry 

day but continue to be institutionally established. 
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ious national and literary causes, the works of those whom Aucrla:ti 
ca lls "European philologists" assign va lue less to national uniquCIICS.I 
than to the building of European unity on a common historical basa, 
with its assimilations and transfonnations. Since they were positioned 
outside this ideological framework, German philologists were ablt li 
share the nation-oriented views but without identifying themse!ves11itb 
the nationalist positions vi-a-vis any of the Romance literaturtS.:h11 
precisely this external position, this "outs idedness," that enabled the 
formation of Romance philology as a discipline in Gennany. Thr,·e: 
term ''Romania," however, as used in its modem sense to refertothe 
Romance speaking countries, belongs to the French philologist GaSl£I 
Paris (Romania 1977: 519-520).3 How the indi vidual Romance philol­
ogists would judge the relationship between Germany and the Romm:t 

countries, and especially between Gennany and France, would deper,l 
less on strictly philological than on soc ial values and, even more.on die 
politica l situation in the two countries. The logic of political thutbng 
and the logic of the human sciences can and often do interact. 

Es fandcn sich Gelehrte wie man sie wohl in keinem an­
dcren philologischen Fache und in keinem anderen Lande find­
en diirfie (es sci denn Benedetto Croce, und der isl eng mit der 
deutschen Geisteswissenschaft verbunden); sic waren oder sind 
durch die Weitc ihres Gesichtskrcises curopliische Philologen. 
lch denkc vor allem an Karl Vossler, Ernst Robert Curtius und 
Leo Spitzer. 

The fragments in this book (Lirerarursprache und Pub/ikum indtr 
1 

~owcver great their dedication to Romance studies may ha\"e been, ii 
noi_dnvc German Romance philologists (in this case, Leo Spitzer) to share one 
na11onahsm or another. '·Er {AmCrico Castro] will den Ausl!ndem ,ondre­
ben wie sic span1schc Literatur zu ftlhlen haben ... Er vcrbaut also selbstsetll­
cr Lnera1ur den 'We ltliteraturcharakter ', den sic don hat, indem er nicbto:!l 
C~or d_er Frei:iidstimm~n in ihrer eigenen Verbesondcnmg sich mischen ~ 
;~~~~~an;chen s.~1mmen. Das ist al les sehr provinziell, kleinspanis.h il!d 

g g fllhlt... (Hausmann 2000: 307). Hausmann cites a lenerSpimr 
:~

1
;~f~o:~lcr from l~tan~~I ~on 2 April 1935). In this letter Spitzerdefroli 

For !o~s~;;asiro_s cn_t1c1sm of an ~ssay he wrote about Cald~- .. 
~ Romania 197t~ i~~toncal changes in the meaning of the term· Rotll3fllJ 
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i,ltilti.schen Spatantike und im Millelalter), Auerbach goes on to write, 
151Aell as his works in general, shared a common basis; they showed, 
P.em, a clearer awareness of the seismic changes in Europe: 

... denn mir schicnen schon sehr frilh, und immer dringen­
der, die europliischen MOglichkeiten der romanischen Philo­
logic nicht mehr nur a\s MOglichkeiten, sondem als Aufgabc, 
dmn Erfilllung erst jetzt und gerade noch jetzt versucht werdcn 
kOnne. (Auerbach 1958: 9-10) 

The introduction entitled "Ober Absicht und Metbode", from which 
lfleabovequotes are taken, was most likely completed in 1956/57, after 
lherest of the chapters in the book were ready. Th is is Auerbach's last 
im The acknowledgements in the book are dated February 1957. Here 
Auerbach for the firs t time exp licit ly argues for the European signifi­
anctof Romance philology and uses the tenn "European philologists". 
1\-'hether the pursuits of Vossler, Curtius, Spitzer and of Auerbach him­
self can be defined as philology is an issue that has been discussed more 
!ban once. If philology means publishing and commenting on texts or 
piecing together fragments of extinct works, then none of lhe four can 
be called a phi lologist. But if we decide that interpreting important lit­
erary records far removed in time is a philological pursuit, then all of 
Auerbach's research and publishing activity, as well as that of his three 
colleagues, is beyond doubt philological. 

Defining what phi lology is presupposes disciplinary divisions and 
boundaries which are more relevant to modernity. Since the end or the 
1970s, however, specialized knowledge, while remaining important, 
can no longer be unambiguously classified into specific disciplines. nor 
do the disciplines in question enjoy a stable existence. Owing to the 
constant transformations to which they are subjected, disciplines and. 
by e,i.:1ension, their boundaries, have become more institutional than 
problem-related reforence points.'' 

The main question pertinent 10 the subject of this study is not 
whether they are philological according to one or another d1sc1plmary 
framework but a different one: Did Auerbach and the other great Ro­
mance philologists work from the very beginning with an awarene s of 

' (Lerer 1996: 63 -78) The article also offers a brief history of the debate on 
"-bether Auerbach's pursuits are philological. 
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Europe and did they presuppose a common European horizon forthcir 
literary and lingu istic studies? Or did this "European" consci~ 
emerge gradually and at a later stage, as the result of personal and so­

cia l cataclysms, such as Auerbach's and Spitzer's exile, and Cunius'I 
and Vossler's inner isolation in Gennany between 1933 and 194S?5 1'rt 
scientific tradition in which they were fonned undoubtedly contnbD.­
ed to their eventual self-recognition as "European philologists~, fa 
this was a disciplinary framework which presupposed knowledge rJ 
several Romance languages in their historical evolution, ofmajorlita"­
ary works from before the end of the nineteenth century, ofhistm 
events. In other words, Gennan Romance philologists moved 11ithm1 
field significantly broader than that of national philologies. OfCCHmt. 
there is always specia lization; Romance languages do not boil OO'l,11 10 

French, Italian and Spanish; and the very idea of language unity is ~ 
nature-given but is a scientific concept; yet this very concept iscooli­
cive to the estab li shment of a cognitive horizon broader than thena!IOO­
a l one and presupposes comparisons both wi1hin Romance philolog} 
i1selfand with the historical development of Germany. 

The languages and literatures of two other language families ill 
Europe are studied by Slavic and Gennanic philology respectively. T1r 
European presence of these three philologies differs in accordancoit 
the texts and/or with the literary records under their scrutiny. Thosr 
written in Romance languages have had a stronger and a more lasting 
impact on the rest of Europe, and the refore have a stronger claim to be 
representatively "European. " In the course of their historical develop­
ment, Romance literatures have produced more works that are imitared 
criticized and rejected and that others seek to emulate, than thosepro­
d~ce~ by the literatures in Slavic and Germanic languages until thel:t­
gmmn~ of the twentieth century. The main characteristic of the literal) 
;:~~ks 1

~ E~~ope that _w~uld eventua lly be defined as classical istltll 
. ors ab1hty to assnmlate and transfonn diverse influences-soor­

thmg that can also be found in Auerbach's studies on Dante. Thal ll 
why one (but not the on ly) characteristic of the classical in Europe 15 a 

Vossl1::i5:;;~r i!887 - !960), Ernst Robert Curtius (1886-1956)andK,'· 
1101 the onl . . 49) arc German Romance phi lologists. They arc~ 
lure from 1~ simficant Gcnnan Romance philologists and historians ofliuff' 

e rst half of the twentieth century. 
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coosiant expansion of its cultural geography, an infinite openness to in­
Hucnces from and, especially, an assimilation of hitherto non-European 
culrural territories. Responding to criticism that he had ignored Gennan 
literature in his Mimesis, Auerbach writes: 

Das Vorwiegen des Romanischen erkllirt sich nicht nur aus 
der Tatsache, class ich Roman isl bin, sondem vor allem daraus, 
dass in den meisten Perioden die romanischen Literaturen fUr 
Europa reprlsentativer sind als etwa die deutsche. (Auerbach 
1953: 13- 14) 

The history of Romance languages, if by this we mean, as is com­
mon, the late Antiquity and early Middle Ages, represents the temporal 
(dis)continuity of European culture in all its periods. The West proved 
its military might: in 1205 the Crusaders looted Constantine's city 
'A"hich later ceased to exist as Constantinople, while Rome managed to 
recover from the devastations. Thus for more than two thousand years 
the papal institution has been the only embodiment, not only in symbol­
ic bu1 also in real tenns, of the turbulent continuity of European history. 
E\-en ifwe were to concentrate on the diversity and disruptions in the 
history of Europe and not on its continuity and evolution, we would 
still notice (provided that we don't tum either process or disruption into 
rigid ideology) that the disruptions had a generative power while the 
diversities were subjected to assimilations. Whereas it is true tha1 some 
characteristics of the Romance area and culture have been defined as 
~the better Europe", there is nevertheless a qualitative difference be­
tween, on one hand, reducing the European to or its appropriation by 
one or several closely related cultures, and on the 01her hand assuming 
that 1he European is a historical Gestalt irreducible to its components.' 
Auerbach's arrival at the idea of the unity of Europe can be accounted 
for precisely by his specialization in Late Antiquity and the Latm Mid­
dle Ages, as well as in French and lla\ian literature. What is peculiar 
about this specialization, let us repeat, is that it was fanned in 1he Ger­
man philological tradition and that it was extemally positioned. 

Still, the object of study and specialized knowledge are only a 

~ It is obvious that in other areas or knowledge, the European would be 
based not on linguistically related literatures but on common religious. po\iti• 
eaJ, economic and cultural characteristics. 
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prerequisite and not a driving force that can shape one's conscic.J:\­
ness of being a "European" philologist. I believe the real drivingf® 
resulted from a situation which may be described in general temu 
a loss of and a threat to European culture. What constitutes Europea 
culture depends on the way we define it. ls European culture unified, 
what are its defining features and how many traditions does itrom­
prise - these are a ll questions that will receive different answers !k­
pending on one's perspective. From certain viewpoints the Europt1 
War has been perceived as the disintegration of the culture and llllll) 
of Europe - there is ample evidence of such individual and socialpci· 
ceptions and experience. The very term ignores the fact that this111 

a world war and indicates an internal European point ofview;it n 
a war that affec1ed all of Europe and not just several of its natiOOI 
Of course, the consequences of the war were not limited mere!} ri 
changes in the soc ial psyche, but my emphasis is on the accoqr,­
nying experience of it as a motive force influencing a traditional d 
comparatively closed sphere of activity, such as philology was md 
the beginning of the 1960s. 

I was initially inclined to assume that it was their exile in the 193\1 
that led to the shaping ofSpitzer's and Auerbach's conceptsofE~ 
But after rereading a number of texts from the 1920s, I came tollr 
conclusion that in addition to the First World War, the threatof aocmf 
military conflict in the 1920s, mainly between France and Gennan'. 
also influenced the way some of the Gennan Romance philo!ogimrt­
thought their academic pursuits. That the "unity" of European cultmt 
has always been more wishful thinking than reality, that conflicts.del· 
ests, spheres of influence in the economics of knowledge and of~ 
facts also came into play is outside the scope of the present paper\~. 
purpose here is to find out what motivated Auerbach in his choice to 

the non•di~cip linary term "European philologists'' and what he~ 
by that. Briefly, my thesis is that Auerbach's consciousnessofEurr""' 
as a historica l entity was fom1ed in the J 920s but hi!I exile nuned 
consciousness into a position wh ich he defends openly in his .\fill' 

Introduction aux erudes de philologie romane and Literaturspraa 
Pub/ikum, while during hi s years in the USA he arrived at the P 

JJ-44~is is the main thesis in the first version of this study -(A11re."JOI: 
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IISlic conclusion about the end of European history and of Europe as 
,historical entity. 

The dominant, though not the only, school of thought in German 
~· theory in the 1920s was that of Geistesgeschichte.• Geistes­
l0Chich1e itself is unified with regard to the approaches applied to­
-aids history, especially if we treat it as a school of thought in the 

J!l3Jl sciences and not just in literary history and theory (K.luckhonh 
:958: 537- 540; Lunding 1965: 200).9 The similarity between the var­
,us Geistesgeschichte approaches becomes obvious, however, upon 

oxnparison with the rejected positivism and the subsequent werkimma­
/lfllte lnterpretation. Auerbach's philological historiographic method is 
a combination of explication de texte and Geistesgeschichte: compre­
hending history as an entity through microscopic analysis of texts and 
oot through the "ideological syntheses" of entire epochs. 10 However, 
l would like to focus on two other tendencies in Geistesgeschichte, 
1hich in the 1920s also served to express the reactions to Germany's 

For a comprehensive review of the schools of thought or approaches in 
Gmnan literary theory in the 1920s, see (Mahrholz I 932: 80-160). 

According to one definition, Geistesgeschichte aimed to reveal the active 
bees with their main spiritual dispositions, as well as the unity of spiritual 
kfc in each of the areas i1 studied. It is a platform that provides intellectual 
astification for every authoritarian and totalitarian ideology, irrespec1ive of 
•'bether its proponents oppose the political use and political consequences of 
ditir ideas or whe1her they enthusiastically offer them to the powers that be. 
Tbc main ideas of Geistesgeschichte were also strongly influential in Bulgaria 
from the 1920s almost until the end of the 1980s. 801h before and after the es­
llblishtncnt of the communist regime in Bulgaria in 1944. they were supported 
bycllampions of Bulgarian nationalist ideology. 

For the sake of mere comparison, take the title of Hermann August KortT's 
!)'tlthesis in four volumes (1923 \953): Geist der Goethezeit. Vers11d1 ei11er 
"'«lien Entwicklung der k/(lssisch-romamische'1 lilerat11rgeschichte. Juliui, 
Petersen's compendium, published in 1939, is a clear-cut display of the eonlrn­
dictory tendencies in German-language theory and history of lit~rature m the 
1920s and 30s. Whether a compendium will be eclect1c or not 1s a matter of 
tonscious decision but this one truly lumps together all existing pos1t1ons (Pe­
lC!'Serl 1939). In 1939 Julius Petersen was awarded the title of Doctor ilonons 

illSa of Sofia University .. S1. Kliment Ohridski ... 
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military defeat. 11 ln both, Geistesgeschichte is sometimes C01llbm:d 
with a stylistic or formal ana lysis: one of them underlines the sptti 

German essence, the German sense of form (Gestalt)12 and capacn;· h 
experience whose supreme express ion is to be found in the w:1r. 
specific ity was often highlighted through comparison with,and infr 
in opposition to, the French (and, more generally, Romanc-e) 'Ii~ 

view and sense of form. In its academic version, this tendency fCMbl 

exponents who continued to fight with the enemy, "France~, UIM'I 
restoring their personal self-esteem hurt by the defeat in thcwu ai 
shaping patriotic attitudes and aristocratic isolationist values. In SIi?. 

the studies focused on «the inherent inward orientation of the Genna 
character" (Innerlichkeit des deutschen Wesens) discernible in lhelis­
tory of German literature. 14 

11 Whereas the two tendencies in question were certainlynottheoolycus.1 
believe they were soc ially the most important ones in academic literary dml 
ii The problem of aesthetic form and fonn-creation in general becanrqt 
cal (moreover, not only in Gennany) in the 1910s, and enjoyed gm.t ~ 
ty espec ially in the 1920s. Attention focused on the creative process in art Ill 
literature, and on the building ofa rational everyday environment. The)· ~ 
the democratic view which held that works ofliterature andanwcrrallllll! 
of technique, of craftsmanship. Gestalt psychology was the pnxluct of•~ 
lar mindset, stressing the importance of the perceiver's constructh·e~ 
activ ity. This was in stark opposition to the aristocratic view which e:tpla 
the work of art as the result ofan experience (Erlebnis) accessibleto ooe1tlt 
its e lect creator. Numerous studies and artistic practices from the 1920s d 
to the combination of a democratic and a rational approach. Jntematiooal Clf' 
structivism sought to encompass the enti re sphere of life (rationalarran&ffld 
and simplification of interiors and of urban space, ofobjeclS for e\·et)'dal mi: 

What we now call design was called Formgestaltung. As regards rdl~ 
the arts, I will c ite two works discussi ng the German and Romance ~ 
offonn-fonnation: (Vossler 1928) and (WOlfflin 1931). The social ~~ 
such studies is not confined to the specialized realm, for they manifesl<'II• 
~ell asThcreated general soc!al values. 

c most representahve of Erlebnis are Gundolfs two boOks. s,Jz, 
speare 1md der deulsche Geist and Goethe, but they were published earl!CI' 1 

1
\91 1 and .l ? I6respectively. 

Hostility towards the neighbour in 1920s Europe wascertainlyl)(II~ 
only of Germany. During the in1erwar decades the sense of the natiOIIII" 
vulnerable and was healed through a return to' "eternal" national \'Ul)ei fJ. 
through 8 differentiated belittling of neighbouring nation states. 
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The other trend was represented mainly, but not only, by German 
Romance philologists who studied the Christianization and transfor• 
mation of the ancient heritage during the Western Middle Ages and 
lbe Renaissance, stressing the Pan•European importance of particular 
ll'Orksor genres as well as of French literature of the nineteenth and ear• 
~·twentieth centuries. 1

' Ernst Robert Curtius's activity (critical works 
and translations) in the 1920s constitutes not simply a tendency but a 
programme for interaction in the field of contemporary literature and 
philosophy between Germany on the one hand, and France, Spain and 
Britain on the other. The political differences between the two positions 
grew in the 1930s: while one supported the ideology of National So• 
cialism, the other insisted on the equal status of national languages and 
literatures as an expression of the common human capacity for thinking 
through language. A good example (among many) is a lecture delivered 
by Vossler in Florence in 1936: 

Etwas Verehrungswilrdiges und Gl:lttliches ist damit die 
Sprache in alien ihren vO\kischcn lndividuationen geworden ... 
Diese (die nationa\sprachliche Duldsamkeit) ist eine spatere, 
noch tiirtere B!Ote als die religiose Toleranz, und bcide h!ingen 
zusammen. Meines Nachbam Muttersprache ist ja sein inneres 
Auge, seine Denk.form mit all ihren MOglichkeiten, die Welt zu 
gestalten. Sie isl die S1imme seiner Kindheit und seiner Zukunft, 
seiner Erinnerung und Sehnsucht. Hat man dies eingeschen, so 
miissen al\e Gewahma~regeln gegen die Muttersprache eincs 
Volkes als ein Vergehen am keimenden Leben des Gcistes er­
scheinen. (Vossler 1937: 114-115) 

Such statements, which defended a clear moral position, were re· 
garded as political by the National Socialist regime. Vossler was forced 
to retire on age grounds in 1937; in addition to the campaign organized 
against him, he was banned from lecturing even though as Professor 
Emeritus, he was entitled to cont inue to do so. In the 1930s and 40s 

11 Here J have in mind Vossler's and K\emperer's publications on the subjec1 
of"world literature," Eduard von Jan's habilitation thesis Fram:6sische Liter• 
aturgeschichte und vergleichende Lilerat11rbetrach~11n~ (1927~, as well as the 
study on German literature and European spiri1ual hfe m the nm~teenth centu­
ry (Bieber \928). An analysis of this line in German-language literary theory 
and history, however, would require a separate study. 
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Vossler devoted himself mainly to the study of Spanish literaturc.s.:d. 
ing on the one hand its connection with the European litcrary traw~ 
but on the other concentrating on Spanish mysticism (the poetryof!(». 

itude, as he called it), which was in effect an act ofwithdrawaitMXID 
much from the historical as from his contemporary social situa1ion,1tr: 
reality he li ved in . 16 

The subject of Europe appeared in Auerbach's works in the 19~ 
In his d issertation, Zur Technik der Fnlhrenaissancenovel/e infta/1,, 
tmd Frankreich (Auerbach 1971 [19211), the connection ber.i.ecnEi,, 
rope and the nove lla is presented in very general tenns and practica. 
not commented upon but his focus is not on the national differt1n1 
between the Italian and the French novella but on the differencesindr 
creative techniques. Of course, the different techniques may pm 
a clue to the differences in the national character, but Auerbach fir. 
mulates these only in the last paragraph of the Conclusion (Auertr.l 
1971: 66). In short, Auerbach considers the early Renaissance 001db 
to be both a national and a European phenomenon. 11 

However, in his habilitation thesis, Danteals Dichterderirdi~ 
Well ( 1929), we find a consistenily expounded argument on the Ellflllf' 
an character of Dante's works. According to Auerbach, Dante's poet"' 
and especially the Commedia, builds on the entire heritage ofEurt:¥31 
literature and thought. Dante 's powerful creative drive has transfOOIICll 
the Anc ient Greek, Roman and Late Ancient heritage into a qualitaUle­
ly new poetic entity which is simultaneously an end to and a SWlllllil)T 

of the Middle Ages (Auerbach 1929: 6 1, 67, 73). The problem oflti 
possible sources of Dante's works is critically elucidated and F 
1zed m Karl Voss ler's two.volume compendium, whose second editi 

•~ Vosslcr's posit ion against "the old and the new political myths" lD !he 
l92(h and 30s .is consistent. His on ly statement against the French lallfll! 
made m 1922, 1s an expression of anguish and despair. It is important 11·/io~ st

atemcnt comes from. To say that "it would be bcuer if we spoke in 5 " 
(sic!) · · · or 1n Esperanto, and best ifwe spoke in Gcnnan, but nc\'tr aga11111d 
in no way m French'' after all the books one has written aboul French I~ 
a
nd 

culture means renouncing a s ignificant part of one's own life histor) F« 
:nore~n Vossler·s_ position, see Christmann 1994: 489-504. 

1971 2~/~~~~~'.~~.betwecn Europe and the novella is found in Autrl'«i 



GABOR BOLO VAi 

LYRIC GE RES IN ARISTOTLE'S POETICS 

In the first sen1cnce of his Poetics Aris101le promises a comprchcn­
Sl\e sur.·cy of all kinds of poetry: fltp i 1tOlf1't1icfy;; ai:rtfl(; u ical Tci>v 
Eioo.lvaU'rfic;, fiVT1vo. 6Uvaµ1v h:cxatov Exc1 ... Ai:ycoµcv.' The reader's 
c,pec1ations. however, are no1 fully met in 1hc course of his analysis. In 
the c,ctant first book the focus is almost exclusively on tragedy, while 
epic receives only minor attention; other genres arc usually discussed 
simply in connection with them. TI1c lost second book was mos1 likely 
de\oted 10 comedy and there seems to have been very little discussion 
of other kinds of poetry, the only exception being perhaps the iambus. 
Gmrcs other than epic and the two forms of drama are presented by less 
than twenty quotations and references. 

The explanation for the distinctive position of these two dramatic 
genres is fairly obvious: in Aristotle's view they rcprcscni the eulmina­
uon of the gradual evolmion of all 1hc inna1c possibililics in the mimetic 
capacity of human nature.1 Nature itself has found in lhcm the fonns 

·0ur topic U poetry 111 iuclf and iu k111ds. and what pote111ia/ each has .. , 
l447a8- 12. In the following I shall quote the English tn1nsla11on by R. JA:>.1'0 
{Arblolk: Poetics. Indianapolis 1987) 

Sec S. HAUJWllL: Aristotle's Poetics. (Chapel Hill, NC 1986) 279. lie 
convincingJy refutes bolh G. F. ELSE's and I. BYWATEA's explanations. ELSE'S 
mggcstK>n (Aristotle's Poetics: The Argument Cambridge, MA 1957, 15 n. 
(6J that An~totle only discusses genres which were still familiar and 1mponan1 
a his days s.1mply docs not correspond to the facts. The weak point in Bn·A­
'll"s n:planation (Aristotle on the Art of Poetry. Oxford 1909, ad loc. 47a 8) 
•-bo thought that lync genres beLonged to music ntlhcr than to poetry, is that 
rtrythm and tune arc among the poetic media. 
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which render its own functioning perfect and complete. As a resul!, 
description is gradua ll y subordinated to evaluation as the treatise pro­
ceeds. This approach docs not allow for the discussion of a theory of 
less developed and less refined genres to which lyric poetry too can be 
assigned. Yet this explanation does not really explain the almost com­
plete lack of an analysis of these genres. It still remains to be resolved 
whether we can discover any mention in the most comprehensive and 
non-evaluative system of the genres discussed in the first lhrce chapters 
of those genres which, although left unmentioned in the treatise, arc 
assumed to have once played an important role in the history of Greek 
literature. And, above all, where do the genres called lyric genres in 
modem tcnns3 - i.e. solo songs accompanied by a string instrument, 
choral songs, elegiacs and other songs accompanied by a wind instru• 
ment - fit in? Does Aristot le's general approach to poetry account for 
the fact that he does not even briefly elaborate on them? Are the most 
fundamental distinctions and concepts for describing poetic activity un­
suitable for grasping the essence of lyric poetry? 

Taking this as a yes-or-no question, I believe that the answer can 
hardly be other than assertive. Instead of challenging the truth of this 
statement I shall in the following anempt to pinpoint which of the cat­
egories essential to any theory of ancient lyric poetry are missing and 
which distinctions are not complete in this respect. My conclusion, 
however, will not be entirely negative. I would also like to stress that 
certain categories in the Poetics arc formulated in a way which allows 
them to include some of the lyric genres as well. There arc certain con­
cepts which play a subordinated role in the theory of tragedy, but which 
could serve as an adequate basis for characterizing certain lyric genres. 
Thus, although the Poetics does not include even a latent theory oflyric 
genres, it docs offer at least the possibility of describing them with the 
help of certain categories in the Aristotelian system. 

For 1he theory of lyric poetry in general, sec J. KAISER: De vctcrum arte .. . 
(Diss. Leipzig 1906); H. FARBER: Die Lyrik in der Kunsttheoric der Antikc 
(MUnchen 1936); C. 0. BRINK: Horace on Poetry (Cambridge 1963) 162ff, 
P. STEINMETZ: Gattungen und Epochen dcr griechischen Literatur in der Sicht 
Quintilians: H 92 (1964); L. E. Rossi: I generi lctterari e le loro lcggi scrittc 
e non scritte ne\le \etteraturc classiche: BICS 18 (1971); W.R. JoHNSO:,i: The 
Idea ofLyric(Berkeley, Los Angeles 1982) 76ff. I have 1101 seen A. E. HAIi.VEY: 
The Classification of Greek Lyric Poetry, CQ 7, 1957, 206-223. 
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Let us start with an ovciview of how the most fundamen ta l con• 
ccpts arc introduced. One well•known feature of the treatise is that 
Aris101le applies the very methods he recommends for art, namely a 
technical study. First, he defines the particular concept which defines 
the essence of any poetical activity and can seive as a genus concept. 
This concepl is imitation; every kind of poetry (1t&.oat) wyx.6.vooo Lv 
oOO:m µLµftoeu; '!0 oUvoAov.' Aristotle does not verify this s tatement; 
he simply quotes specific types of poetry as ex.amples which confinn 
his claim clearl y and unambiguously. His statement can also be viewed 
as an induct ive reason ing from six. specific cases (epic, comedy, trag• 
cdy, dithyramb, aulctike for the most part and kitharistike); in any case, 
Aristotle assumes tha1 anyone can gain an insight into how things are 
and wi ll 1hus hardly have any doubts. His in itial claim, based on these 
examples, is clearly a starting point whose truth can be grasped through 
intuition (voOl;).5 

The same path is fo llowed in the di scussion of the points in which 
different types of imitation differ from each other. Aristo1le defines 
three kinds of differences (in regard to objects, techniques and modes), 
but he docs not offer an ex.planation fo r his selection of these three d if• 
fercnces and his rejection of others: 6Laq,Epotxn 6£ 0.AAflAwv '!ptoiv, 
,; yap tq} Ev Ett.pou; µ LµetoBa t ,; 'tc?, Et epcx ii '!(9 Ettpw<; icai. µT} 't0v 
airt0v t p6rrov.6 In the nex.t sentence he refers to painti ng, but on ly as a 
contrasting parallel, as a genre in which imitation is achieved by other 
techniques than in poetry. Thus the simi larities and differences noted 
by Aristotle underline the importance of technique, but add little to the 
statement that poetic imitation can be achieved in three different ways. 
This is also a matter of intuitive comprehension and has to be accepted 
as an ax iom. 

Nor docs AristQtle offer any arguments when he specifics the pos• 
siblc objects, techniques and modes of poetic imitation . Objects can 
be noble and good, or base and bad persons (or those in•between like 
.. usj, in other words, persons whose actions can be characterized un• 
equivocally from a moral perspective. The poetic techniques are words, 
rhythm and melody. The modes can be narrative or dramatic or a com• 
bination of the two. 

1447 al6. 
An. Post. 100b6-, l1. 
1447 al&.18. 



146 GABOR BOLONYAI 

But shou ldn 't these categories and distinctions be challenged? I am 
ful ly aware that challenging them is, in a certain sense, rather anachro• 
nis lic. Nevenhclcss, we can take the risk of being anachronistic if we 
seek to detem1inc the points on which Aristotle's theory fail s to grasp 
what we consider to be the charnc1eri stics of lyric poetry.7 I shall there­
fore consider the following qucstions:8 

I . Is imitation as a generic tenn broad enough to include lyric gen­
res as well? 

I wi ll not offer a comprehensive theory of lyric poetry, although I do as­
sume that certain features are indispensable to any discussion of the genre. 
These are (i) the personal voice of the poet; (ii) a well-defined and specific 
relationship with his audience; (iii) a well-defined si tuation oflife correspond­
ing to a certain speech-act, especially if it is an important religious, social or 
private occasion distinguished from ordinary events of everyday life by certain 
traditional modes of behaviour; (iv) the prominence of emotions both as a state 
of mind 10 be expressed and as a state of mind to be induced in the audience; 
(v) a way of direct communication with the gods. Obviously, not all of these 
features must necessarily play a s ignificant role in each and every lyric poem. 
For these characteristics see R. PFEIFFER: Gonheit and lndividuum in der friih• 
griechischen Lyrik, Philologus 84, 1929, 137-152; E. STAIGER: Grundbegrif­
fe der Poctik (Zilrich/Freiburg 1946); B. SNELL: Die Emdeckung des Geistes 
(Hamburg 1955, 3. ed.) 83ff; H. FRANKEL: Dichtung und Philosophic des frfl.hcn 
Griechentums (Miinchen 1969, 3.ed.) 487ff; F. CAIRNS: Generic Coropositioo 
in Greek and Roman Poetry (Edinburgh 1972); E.-R. Solw1NGE: Griechische 
Pocsie und ihre Gattungen. Ant.u Ab. 27, 198 1, 143- 152; H. MAEHLEJt: Die 
Lieder des Bakchylidcs I. (Leiden 1982) 1-5; T. ToooRov: Genres in discourse 
(Oxford 1990) 1-26; W. Sc11ADEWALOT: Die frfl.hgriechische Lyrik (Frankfurt 

J989) 9-_39. . _ _ _ _ _ 
I will not deal with two related ques11ons. First, I only mention in pas.sing 

the problem of whether objects, techniques and modes are suitable categories 
for distinguishing different genres o f poetry, si nce other categories such as 
the purpose of imitation, can also be set up. This category is vital to both the 
definition and the detailed analysis of tragedy. It is not quite clear why Aristotle 
failed to take into account the different ambitions of poets composing different 
kinds of poetry. The absence of this category as a criterion of differentiation is 
one of the reasons why it is so difficult to find a definite place for lyric genres 
which were traditionally (and quite naturally) thought 10 have a different ef­
fect on their audiences than tragedies. Neither will I discuss the question of 
techniques of imitation, i.e. why a few lyric genres are mentioned in the class 
in which poetic expression takes the form of words, rhythm und melody. 
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Exile meant the loss of the academic environment, including its 
entire institutional economy: philological knowledge divided into lan­
guage families, seminar classes, high-quality students, well-stocked 
libraries, specialized publications, rivalries, exchange of guest lectur­
ers in and between different European countries. To this one must add 
the change of the language of tuition and the different cultural identi­
ty of the students whom the exiled professors taught and with whom 
they communicated. The Gennan language would remain important to 
Spitzer, but it would no longer be crucial. From his very first publica­
tion, Spitzer leaves the impression that his language homeland is (at 
least) bilingual; as regards Auerbach, however, the Gennan language 
would remain his "homeland" until the end of his life. Thus, in addition 
to being private experiences, deprivation and yearning became struc­
ruring characteristics of Auerbach's professional activity. The definition 
of philology as "European" did not follow the convention according 
to which the philological field is formed through linguistic kinships 
which also serve to define kindred literatures. The research , in tum, 
presupposed and created complete entities such as historical periods, 
whilst the national functioned as a sub-indicator of kindred (e.g. Slavic, 
Germanic) identity. Auerbach's "European" philology (as well as Leo 
Spitzer's "European" historical semantics)27 from the mid-1930s and 
in the 1940s are endeavours which sought to justify the topical need 
for European unity during and after the Second World War. "Europe­
an" would come to mean that the specialized historical and philological 
knowledge and research techniques could be used to accomplish social 
and even political lasks. 

I believe that it was precisely Auerbach's daily life among the tan­
gible cultural otherness of Istanbul, together with his need to place his 
pursuits on a solid foundation at a time when the European countries 
were being occupied and destroyed, played a crucial role in directing 
his quest for European unity towards the points offered by history. Is­
tanbul itself, with the layers of time open to view, offers a stimul_us 
towards studying the vicissitudes of history as well as the longevity 
of culture. In the epilogue to Mimesis Auerbach would state that ~e 
had often been compelled to leave his field of study - Romance lit-

n ] have dedicated another study to Leo Spitter's .. European" historical se­

mantics. (Angelov 2004: 140-155) 
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eratures. This is not merely an apology for the fact that the project Cl 
a European literature realized in Mimesis transcended the recogwud 
boundaries of his research discipline. In a similar way Auerbach woold 
have to transcend the disciplinary framework of Romance philology ii 
another work written almost at the same time, lntroduction au.r­
de philologie romane. Auerbach's interpretations are driven byadestrt 
"to give a voice" to texts; they can indeed be defined as patieot aoo 
insightful listening to the voice (in other words, noticing details nl 
peculiarities) of texts but also as tracing their relations with thetrin­
cursors as well as with the reality from which they speak. Auerb~h's 
interpretations cannot be defined as belonging entirely to the discipline 
of literary history because his "synthetic" philological approach em­
braces within the concept of "literature" historically and generi<:all) 
different texts. His analyses of modem literature are, rather, att~ 
at "cultural-historical synthesis" and are indebted no1 so much 10 Ill! 
method of close reading as to his erudition moulded by the broad~ 
osophical, historical and literary school of thought in Gennany fnc 
the late nineteenth and first decades of the twentieth centuries called 
Geistesgeschichte(Uhl ig 1996: 45). However, it is impossibletodra1n 
finn dividing line because Auerbach uses "cultural-historical syntbe5-1s" 
both when analyzing modem literature and when dealing with the Old 
Testament and mediaeval literature. 

ln Istanbul Auerbach taught a subject called "European pltilc'o­
gy" - a designation possible only from an outsider's position whichdlS­
tinguishes the foreign (the European) from one's own. Today names of 

university courses and programmes containing the definition "E~ 
an" enjoy great popularity, but in the first half of the twentieth~ 
such a name seemed impossible even within Europe itself not~ 
there were no debates on the unity and "destiny" of Europe but bee~ 
o: the specialized character of academic knowledge. Even if the ~ 
cidence of the formal title of"European philology" in lstanbuJandA:r 
erb~ch 's lat~r self-definition as a "European phi lologist" happensiok 
accidenta l'. 1t was neverthe less his exile in Istanbul that promptedhllD~ 
prob~ematize the social tasks of philo logy, which was not at aJI D(l."O'" 

sary ~nan environment with an established disciplinary framev.orl h' 
also unponant that Auerbach came to his new workplace from aner.'.1-
ron~ent with a formidable scholarly tradition and did not ha\·e tolll,i1( 
special efforts to adjust to the standards of his new environment Ik" 
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~te living in exile and being required to deliver his lectures in French, 
11 ]sianbu1Auerbach would continue to feel at home primarily using his 
lllb1eGennan. The above-mentioned textbook Introduction aux etudes 
« philologie romane was written in French but the other two books, 
thichAuerbach thought of as studies and not textbooks, were written 
mGerman: Neue Dantestudien and Mimesis. 28 Does this mean that they 
me not designed for seminar classes or that parts of them were also 
aught in French? His last book, Literatursprache und Publikum in der 
/ateinischen Spiitantike und im Mittelalter, was also written in German 
ti'Cll though he lived in an English-speaking environment at the time.29 

Auerbach obtained a teaching position in the USA in 1947, at the age of 
54- too late for him to begin thinking and writing in English without 
difficulty . .lll But was this the only reason? I find that Auerbach's attach­
ment to his "homeland" is indicated not only by the fact that in the 
USA immediately after the Second World War he continued to write in 
Ciennan, but even more by his choice of subject for his research: Latin 
late antiquity and the Western Middle Ages, which he conceived of as 
the beginnings ofEurope.3 1 A comparison with Spitzer, who in the USA 
mitially wrote exclusively in French but then also in English, is indica­
til'e of more than the personal differences between the two men.32 Even 

~tudien, which includes essays written in Germany, was pub­
lished in Istanbul in 1944, while Mimesis was published in Bern in 1946. 
:-1 Noting Auerbach's language sensitivity regarding twelfth- and thir­
teenth-century texts, Dante Della Terza adds that the essay "figurative Texts 
Illustrating Certain Passages of Dante's Commedia" is difficult to read not 
only because of the lengthy quotes but also because of the author's difficult 

English (Della Terza 200 t: 91 ). 
• Stephen G. Nichols's testimony (Nichols 1996: 64) can be interpreted in 
this vein. "Perhaps because we spoke French primarily, a langu~ge she handled 
easily whereas my spoken German was rudimentary to non-existent, I had the 
sense of being transported on those afternoons into another world,_a "'.? rid of 
European intellectual life as lived in Gennany before the Thir? Reich .. Nich­
ols i5 referring to his conversations with Marie Auerbach while s~~ymg her 
husband's archives "three or four years after his death". Havmg h"ed tn the 
USA for fifteen years by then, Marie Auerbach still obviously found 11 easier to 

sptak ~:e~::~hp::17s~ne!7:l~~~lish several essays. on Dante and Yico. 
ii To my knowledge, Spitzer's first publication m English dates from 1940. 

See Spitzer 1940. 
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more indicative would be comparisons with Gennan intellectuats v.t.i 
emigrated to Turkey and the USA and who were not philologists. h 
seems that after 1936, the year he arrived in Istanbul, Auerbach did11« 
feel e ntirely "at home" with his place of work and designated his ii)'. 
eignness" by inhabiting his "native homeland" of German Rooian 
philology. The metaphor of the "philological homeland"indcedappcan 
in his essay "Philo logie der Weltliteratur'' (1952), though withadiffi:r. 
cnt meaning. 

During his eleven years in Istanbul Auerbach did not show an; 
interest in Turkish or Is lamic cu lture in a way that would ha\·emade i 
part of his scholarly pursuits ; on the contrary - the creation of a Euro­
pean philological home, of a utopian space, seems to have been lllell 

to distance or even di splace the immediate presence of the enviroomca 
he lived in . Had Auerbach shown an interest in Turkish culture O!her 
than that of an observer, this wou ld have distracted him from hts pr· 
su its; a research interest in the foreign would have changed the natw? 
of these pursuits. The degree of foreignness is manifested in a pn:r,r 

sion in the contract between him and the university, according to which 
the professor would eventually stan teaching in Turkish. Althoughlhls 
requirement is legitimate, in this case it nevertheless manifests OI I 

professional as well as on an existential plane Auerbach's purely hu­
man limitations and his restricted ability, exhibited throughout his life. 
to function equally successfu lly in different cultures. Auerbach. whose 
knowledge of languages was prodigious (lhe texts analyzed in the ongi­
nal in Mimesis span more than 2,500 years) would have been faced11o 
a significant linguistic but also cu ltural chal lenge. Did he foci any inner 
motivation to learn Turkish? It seems to me that this detail sho\\S die 
extent to which the idea of the whole world as a "philological hont­
land" is simply a metaphor. Eas ily discernible in this metaphor is lit 
yearn ing for the comfort of the home provided by language but it COil' 

11 

. The collect ion cdi1ed by D. Fleming and B. Bailyn (1969)givesus •\111-

,d idea of the intellectuals' emigra1ion to the United States in lhe 1930-1 
pcnod; the studies in it are written by students or colleagues with a ~ 
knowledge of these figures. There is also a subs1antial body of litenlrurt' 
lhe subJcct or academic cmigra1ion from Gennany 10 Turkey in 1933-JIJ.I< 
In 

th
c last decade the subjec1 has also been presented in several cxhib111Q!ti 

~~::;~8~nd Turkey. The exhibition at the UniversityofMersin, Tud~.dab 
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.:a)s~hat is plainly obvious - that in the cultural history of the world 
a:rr art always languages whose spread turns them into a dominant 
ad therefore powerful means of communication; some therefore feel 
uecomfortable in this "home" than others, while still others remain 

ulessforever. 

The Problematic Europe 

Chapter One of Mimesis, "Die Narbe des Odyseus," concludes the 
ealys1s of the Homeric epics and of the Old Testament with the fol-
1'.Pi,ingproposition: " ... denn so, wie sie sich schon in frUhcr Zeit fcrtig 
ill5bildeten, haben die beiden Stile ihre constitutive Wirkung auf die 
~ische Wirklichkeitsdarste\lung ausgeilbt. (Auerbach 1946: 30) 
\ooafter the entire huge undertaking has been brought to completion, 
'lbe last words in the epilogue of the book are the following: 

MOge meine Untersuchung ihre Leser erreiehen; sowohl 
meinc Obcrlebendcn Frcunde von einst wie auch alle anderen, 
fllr die sie bestimmt ist; und dazu beitragen, diejenigen wieder 
zusammenzufUhren, die die Liebe zu unserer abendl:i.ndischen 
Geschichte ohne Trilbung bewahrt habcn. (Auerbach 1946: 498) 

The identification of the personal with the historical reveals the 
main motive for the "European" concept of Mimesis. We do not know 

111bereAuerbach's professional path would have taken him had he fo\­
lolt.ed its nonnal route in his native country. But his concern for the 
history and unity of Europe was prompted by his exile; the conception 
of .\fimesis is the result of absences. The book does not have a list of 
references other than to the works Auerbach deals with. This is his fa­
mous explanation for this fact: ·'Hier gibt es kcinc fiir curopH.ische Stu­
dicn gut ausgcstattete Bibliothek" (Auerbach 1946: 497). Auerbach_ of 
DCCcssity turns the absence into an advantage, conceiving and wntmg 
a book that is more original than anything he might have produced had 
he remained in Germany, using all conveniences offe_re~ by the Ger­
man academic environment..,. Evidence of quality spec1ahsm, however, 

This supposition seems somehow obvious, but I ~as happy 10 find ii ver• 
ifi~in Harry Levin's memories about Auerbach (Levin 1969: 466). 
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abounds in the book: familiarity with a vast body of texts in dilferem 
languages, ski lled analysis of syntactic, lexical and compositional ll· 
cu liarities, ability to organize a huge mass of material. In each c• 
Auerbach discusses from different perspectives one main subject: '!tr 
drama of human existence, the variable answers (Western) E~ 
literarure offers to the question of what is human. As notedearlier,tcxts 
of different genre are designated as literary since according toAixr­
bach they best represent /'humaine condition (the title of the cbapltt • 
which Auerbach analyzes Montaigne's Essais) at a given time. USID@ 
the tenni nology of the day, Mimesis may also be described as Gtisl.:s­
geschiclue. 35 Today we can reinterpret the ideas in Mimesis in thespUD 
of literary historical anthropology. A history that traces how reali~· ti 

represented in literature also represents more convincingly the hiSlOC! 
of Europe rather than providing a theoretical answer to the quesuoo of 
what is realism. The problem of realism was topical for the histor,· ii" 
literature and of art until the end of the 1960s, but it is not this problem 
and not its specialized treatment that are the driving forces of the boot 
Auerbach places the problem of realism under a historical perspectiit 
in o rder to c reate an "imaginary museum of European civihlJOOI. 
(Lev;n 1969: 466). 

Once posited as a purpose of investigation, "Europe'' can also b: 
transferred to Auerbach's earlier works written before his exile IO~ 

tanbul, and even to the whole of his output. Discussing the difficuloei 
facing synthetic-historical philology in its efforts to represent "clasp 
tige Geschick c ines solchem Gebildes wie Europa" (Auerbach 195~ 
I~), Auerbach explains that he first applied his method in "Lacour ctb 
ville", published in 1933 (Auerbach 1951: 12- 50). Butthisstudy isoo 
about Europe; the European is not its horizon. By making this dun. 
ho~ever, Auerbach assigns to all his studies a unifying characteri.-U..I 
unity_ s~en in hindsight. In the 1920s, the recognition ofEuropean chz"· 
~ctenshcs in t~e works of Dante was not yet combined with a t,ehcf 

Eu~opean philology"; as noted earlier, the concept of the latter had I 
await Auerbach's exile. 

u Hat_zf~ld sees as one of the shortcomings of Mimesis this very[llL'(ort 
half-styhsiic analysis with half-philosophic history ofliteral)' realism. Sit 
predominantly negative review (Hatzfeld 1949: 333- 38). 
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Das Allgemeine, das mir darstellbar zu sein scheint, ist die 
Anschauung von einem Geschichtsverlauf; etwas wie ein Dra­
ma, das auch keine Theorie, sondem paradigmatische Anschau­
ung vom Menschengeschick enthalt. Der Gegenstand im wei­
testen Verstande, ist Europa; in einzelnen Forschungsansatzen 
versuche ich ihn zu ergreifen. (Auerbach 1958: 22) 
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The comparison between the drama and the history of Europe orig­
imtes in the preface to Auerbach's book on late antiquity and the early 
Middle Ages, but he applies it to his entire activity. In this way, the 
idea of the "destiny of the spiritual entity called Europe" ("das geistige 
Geschick eines solchen Gebildes wie Europa") adds to his earlier stud­
ies a potential which they in themselves do not carry. Thus, however, 
Auerbach's professional path acquires the quality of wholeness; a cen­
tral and non-specialized topic highlights the social significance of his 
pwsuits from their very beginning, ruling out any contingencies. I can 
recognize in Auerbach's argumentation the modem yearning for teleo­
bgica\ unity, whether existential or historical. 

"Destiny" is one of the notions much discussed in Gcnnany af­
ter the First World War as regards its culture, religion, art and people. 
large social groups in the 1920s found that the mystical attraction and 
anti-causal implications of thi s concept corresponded to their mindset. 
Auerbach, too, uses this mythopoetic term in his interpretations, but 
as usually happens whenever he employs terms that do not belong to 
philology, here "destiny and unity" (Geschick und Einheit) come as if 
m such self-evidence that he docs not find it necessary to refer to a 
particular school or tradition with which he feels connected and which 
offer a theoretical explanation for "predest ination".36 He uses the pair 
"destiny and unity" consistently - from the first chapter of his book on 
Dante (Auerbach 1929: 5-33) to the Introduction to his last book. To 
Auerbach "destiny" means the events through which literary characters 
manifest their essence, events that cannot but happen to the literary 
characters because the latter are involved in their happening and give 
them their special form. The destiny of the literary characters is both 
concrete and paradigmatic; in its concreteness it represents essential.ly 
human characterist ics. To put it in Freud's words, what happens to ht-

As far as I can judge, Auerbach's understanding of destiny is close to 

Georg Simmel's (Simmel 1984: 12· 18). 
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erary characters is that which befits them. Auerbach does notrccogmzr 
the danger that "destiny" may be turned into a tool for someone's~ . 
ical propaganda - for the l 92Os, this non~recognition is understandablt 
What is Jess acceptable, however, is that be continued to use it c·•a 
after I 945. I suppose that to Auerbach, destiny and unity possesscddr 
energy needed to keep the direction his studies. "Destiny" preslJJlr(l!,ei 
not only drama but also the unity which the scholar can find inthehis!O­
ry of individuals, of European literature or of a particular comm~ 
ln fact through the terms "destiny" and "unity", which are also\ 
for the paradigmatic life history, Auerbach defines his attitudetov.-ardi 
the history of Europe. In this way the destiny of Europe, too, acqwro 
paradigmatic, culturally generalizing but also existential human 1ai 

When is it possible to mark a European horizon for a study bb.. 
on material from the history of a particular European country? for('OO­
venience, I shall leave the question of which history may be defiricd1.1 
European without an answer. Auerbach's answer would p~·lx 
that this is possible when the study in question represents a paradigma­
ic event in the ''destiny" of Europe. Then the history of the words co 
ville, public, figure, prusio and passion, which Auerbach investigates! 
several essays and studies from the 1930s and early !940s,can rq,:e­
sent a paradigmatic development - of social attitudes and beha1·ii:m. 
in sum, the history of words must function as a bistoryofculture(Airr­
bach 1967: 55 - 92; 161-175;Auerbach 1951: 12- 50).Auerbachll<> 
not choose words of current political usage - this, however, is D.1 

say that his choice is not socially topical.38 Auerbach traces changes!" 
~ord meanings corresponding to changes in social attitudes from ant' 

u_1ty_ to Dante and to seventeenth-century France. Auerbach atsoW,N 
sim1lar approach in his essay "Figurative Texts Illustrating Certamh 
sages of Dante's Commedia" (Auerbach 1967: 93-108). Viewed ~ 
this position, Auerbach's studies can indeed be understood as rcrtt'" 
senting paradigmatic changes of values in European history. Tocn1J 

J' 1 find no semantic reason for Auerbach's use of Geschick, norofS,li:I: 
sat, although it is possible to make a distinction between the two term-' 'k 
entry ~n Schicksal in WOrterbuch 1992: 1287 refers to the difference beft'° 
~esch,ck ~n~ Schicksal in Heidegger . 

. Vladimir Sabourin (Ca6oyp11H 2008: 456-468) finds precisely piP 
~ignificance in the way Auerbach represents the problem of theatrical Ill h' 
m seventeenth-century France. 
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rour et la ville" (Auerbach 1933) and "Typologische Motive in der 
m!tlelalterlichcn Literatur" (Auerbach 1953a) may equally be classified 
1111der the subject of "Europe", irrespective of the fact that neither of 
the two studies discusses the European directly and that they were writ• 
ten before and after Auerbach's exile to Istanbul. In the 1930s several 
German Romance philologists transformed the history of words into a 
means of promoting humanism, into a social position against the trans• 
formation of the German language into a divisive and li e•support ing 
political 1001'9 All four whose works I am familiar with were dismissed 
from their teaching positions because of their non.Aryan origins. Leo 
Spitzer began his studies on "European" hi storical semantics in 1933; 
in the 1930s and 40s Eugen Lerch (who remained in Germany) like• 
wise traced the "European" history of several words, two of which had 
unambiguously political and topical references: "Deutsch" and "race" 
(Lerch 1938; 1942). 

Still, mediaeval literature is paradigmatic in a way that is different 
from the parad igmatic national-European quality of seventeenth-centu­
ry France. The opinion that the French seventeenth century is paradig­
matic of Europe was widely shared but just as widely contested in the 
nineteenth and the first half of the twentieth centuries, depending on 
one's anachment or hostility to France. The narrowing of the concept 
becomes visible when the history of a particular country or of a particu­
lar cultural region is identified with the European - for example, when 
the culture of France is represented as an epitome of Romance culture 
and France is assumed to be "the classical European country," so that 
French studies function as pars-pro-toto studies of the paradigmatically 
European.40 

" The concept of the history of words as a history of culture is part of the 
Gcistesgeschichte studi es in Germany. See e.g. (Burdach 1926). The differ­
ence in the studies of Spitzer, Auerbach and especially of Eugen Lerch in the 
1930s and 40s is not one of method but or social position. None of the three 
rode the wave of state, i.e. institutional, approval or the value of these studies. 
.. Leo Spitzer's notion or happiness and harmony. ofjoie de vivre, which in 
his study on Albert Thibaudet (Spitzer J 959: 337-373) he interprets as civ1hza­
tional characteristics inherent to French and Romance culture, is romantically 
utopian. Utopian or not, this notion fom1ed Spitzer's conviction _that Romance 
culture, that civilitas romana of the Middle Ages, is the foundation of Europe. 
Let us also recall the exceptional characteristics which Jacob Burckhardt, a 
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Was dabei im besten Fa Ile erzielt werden kann, ist eine Eiti­
sicht in die vielfaltigen Beziehungen eines Gcschehens, aus dem 
wir stammen und an dem wir teilnehmen; cine Feststellungdes 
Ortes, an den wir gelang sind, und a llenfalls auch eine Ahnung 
der niichsten M0glichkeiten, die vor uns liegen; jedenfalls aber 
innerste Teilnahme an uns selbst und cine Aktualisierung des 
BewuPtseins: "wir hier und jetzt" mil allem Rcichtum und aller 
Beschriinkung, die es enth!ilt. (Auerbach 1958: 22) 

Here, even more clearly than in the final sentences of Mimesil,dr 
history of Europe as a process of change and becoming is paralleled 
with the inner nature of personal self-consciousness and personalactioD 
The study of history becomes equivalent to the creation of a CO!ll!ml 

European identity, the identity of what is called Abend/and. Onedttii 
seems to me to speak volumes. Presenting the main theses in hisl11ero­
tursprache und Publikum, Auerbach symptomatically replaced '"abeD,i­
ltindisches Publikum" with "europaisches Publikum" in the titleoflk 
last chapter: " ... absichtlich paradoxer Titcl (Das curopiiische Publihm 
und seine Sprache)" die Einheit des Europaischen betont."Thechapler 
itself, however, carries the heading "Das abend landische Publikum.. 
and is titled " Das abend landische Publikum ... ", not "Das~ 
che" in the Contents (Auerbach 1958: 23; 177). The word AbendlinJ 
is common in German and came to be used after the eighteenth ceana:­
as a general term for western Europe (Paul 2002); Auerbach thercfr« 
regards the two terms as synonymous. 

The te rm Abend/and has a complicated history and its mearungs 
are different and sometimes opposite. Still, essential for all of them 
that Abend/and is less a geographic than a cultural-historical, va]ue-,lal­
cn des ignation , and this is precisely how Auerbach uses it. Through 
one can narrate the conflict-ridden history of west-European iW 
Abend/and, espec ially during the Middle Ages, differentiates and 
ihs~s Western to Eastern_Christianity; it designates both the l'C\iial « 

c idea of a Roman Emp1re through the alliance between CharlemagtX 
and the Papacy (translatio imperii), and the period of the C~ 
To A~er?ach, who was a med ievalist, this use - identity through iii 
ferentiahon and simultaneous ly a claim to universalism - mus! hart 

citizen of the Protestant city of Basel, projects onto the Italian R~ 
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been obvious. Of course, Abend/and includes Greco-Roman antiquity 
a:s part of the historical heritage of western Europe, as well as the idea 
of enlightenment, reason, personal freedom and responsibil ity - the 
ra!ues Europe has endeavoured to make universal ever since the six­
teenth century. Erasmus and Comenius were the first to formulate the 
modem European idea through such values. With regard to Germany, 
however, Abend/and is an integrating term; it links Germany with west­
ern Europe by opposing the idea of a "specifically" German historical 
development. "Specificity" can easily be turned into a tool of uncritical 
self.glorification and hostility to others. The synonymous use of Europe 
and Abend/and distinctly reveals Auerbach's dual, unifying as well as 
divisive understanding of the identity and symbolic geography of Euro­
pean culture. If we narrow Abend/and a bit further and accept that 1he 
European has for centuries been represented by the concept of the Ro­
mance, then the tasks of Romance phi lology as European philology will 
become clearer and the cultural geography of Europe smaller. Where 
in the west should the map of Europe end- should it include Scotland; 
does Europe's eastern boundary run along the Rhine or along the lower 
reaches of the Elbe? ls K6nigsberg part of Europe (not just because of 
Kant), and should the map of Europe include to the north present-day 
Finland but without the Finns who are Orthodox Christians? Or to the 
south, the Island of Cyprus? Because of Cypris? Should it also include 
North Africa because of St Augustine (to whose works Auerbach has 
devoted insightful pages), but not only because of him? The problem 
does not seem easy to solve, and neither is the synonymy of Europe 
and Abend/and a solution; Auerbach does not discuss the question of 
where Europe ends. His territorial proximity to contemporary Greece, 
to erstwhile Byzantium, the fact that Istanbul was once Constantinople. 
does not prompt him to think that they were part of Europe in the past, 
if not in the present. The word Abend/and evokes its direct opposi1e -
Morgen/and which refers to the East without outlining clear territories 
but which does imply distance, otherness and oppositeness not least 
through the vivid natural images of morning and evening, of sunrise 
and sunset (Orient, Occident, Morgenfand, Abend/and). Byzantmm, 
Orthodox Christendom might not be pure Orient but neither are they 
Abend/and and therefore do not belong to Europe. 

After 1945 many (literary) historical publications devoted to the 
question of what is Europe appeared in Germany and Switzerland. The 
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purpose was to justify once again the Romance-Gennan cultural unity. 
represented as a centuries-long tradition based on the La1in Middle Ages 
whic1' transmitted 1he ancient heritage to modernity. The majority of 
these publications discuss the different ways in which Europe (ioclud. 
ing that of antiquity) is present in Gennan (German-language) hist 
or literature. These works actua lly strengthened the ties between Ger­
many and the other west European countries between 1945 and 1955,11 
line with the political agreements between the then FRO and its western 
neighbours. Literary history and historiography, economic projects h1e 
the Femch-Gcnnan coal and steel union (the precursor to the E~ 
Economic Community), the military allia nce between western Europe 
and North America functioned in a similar way- they were designc:d1:1 
demonstrate that the West was uni ted and that the new Gcnnanywas.as 
the saying went, an inseparable pan of Abend/and, ofEurope-4 1 Thecul­
tural-historical identification of Europe with Abend/and solidified the 
already existing division of Europe into two blocs.•2 Literary h1stOI) 
and philology divided Europe the same way as did political doctrines 
The creation of value systems took p lace not without the significant 
contribution of the human sciences, and their investigation from dm 
perspective gives us additional reason to assume that the agreemenioo 
the division of Europe after the Allied victory was nm based solelyoo 
strategic interests. "The spiritual unity of Europe" proves lo ha\e bttr 
founded on a hidden demarcation Jine.43 If Russia was Onhodoxyaod 
41 

The difference in the names of the two Gennan states is indicati\'c: i'Jcr· 
man Democratic Republic" repeated the names of the republics tha!'i\trti-t 
of the Soviet Union, where the ethnic or the naiional served as an anributelO 
the fonn of government: Gennan, Kazakh, Belorussian "republic~. Thc adcr 
t1onal defini1ion of the ''republic" as "democratic" implied that there were al).. 

republics of another type - for example, non-democratic or semi~ 
republics, unlike the socialist ones. The name, however, aroused the suspicirG 
that precisely the republics whose names were an ideological subslituteforlhc 
real e.,i:1stence of democracy were non-democratic. 

•: Most of Central Europe fell within the Soviet zone a fac1 reaffirma:11' 
the unsuccessful revolution in Hungary in the autumn ~f 1956. In AIJSlria"! 
c~. the question was resolved more felicitously in 1955 through the~ 
signed by the Great Powers which guaranteed the country's neutrality (afu! 
!e unsuccessful communist putsch in 1951). 

The history of Abend/and is intertwined with the history of Christiani~ 
We!>tem and central Europe and, by extension, with the history of the Ca!ho, 
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the Soviet Union - communism and repub lics with a predominantly 
Slavic and Muslim population, all of these characteristics foreign to 
(Western) Europe, then the fact that the countries of central Europe, 
"·here the majority religion is Catholicism and which have a Latin liter­
ary 1radition, remained in the Soviet bloc after 1945 was not due so lely 
to military and political reasons but also to historically formed cultural 
(pre)conceptions. 
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ANDRJ\S KAPPANYOS 

ONE WORK - TWO AUTHORS? 
ON EZRA POUND'S INTERFERENCE IN 

THE CREATION OF T.S ELIOT'S THE WASTE LAND 

According to some scholars, the sheer existence of The JJllite /.J,,J 

is due to the interference of Ezra Pound. T.S. Eliot was help[~ Ir 
couldn't get anywhere with the material he had written, which dim't 
seem to have any particu lar shape. It is quite commonly though! that 
Pound actually carved the poem from the raw material presen1ed be, 

El iot. On the one hand, Pound wou ld never have been able towritesoch 
material; on the other hand Elio t cou ld never have edited it intoa pom. 
According ly, they conclude, Pound is a co-author. 1 

Although this view is probably highly exaggerated, Pound's cru­
cia l role cannot be doubted. We have to bear in mind tha1 be wcr 
considered himself a co-author, although he esteemed the poem \er) 

highly
2 

and even envied it.1 We can judge the extent of this interferca.­
from the facsimil e edition where we can see all those cuts, notes, \\ant­

ings and other mysterious signs. But we have hardly any inform., 
on the chrono logy of the writing of the different parts. Hence wedoJk1 
know how much of the other parts o f the poem were known to p(MSi 

at t~c time when he made certain suggestions. So it is very diffkuli 11;1 

decide whether there were two different ideas struggling against cd: 

John Harwood, Eliot to Derrida. The Poverty of Interpretation, (l.Old& 
1995. Macmillan). 61 85 . 

.. Justifies the whole movement" Ezra Pound: Selected letten, 24S 
"Complimcnti, you bitch." The Letters ofT. s. Elio/. Vi1I. I. 189~-'~:: 

ed. Valene Eliot, (London, 1988, Faber & Faber), 498. 
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other (Pound's and Eliot's), whether Pound's idea was struggling with 
Eliot's shapeless material, or whether Pound lent a clearer shape to El­
iot's own idea.4 

In short, the main critical question could be put this way: what 
1'1>Uld the poem have been like without Pound's intervention,s and, af­
ter all, what is the poem? What did the author want it to be? Strange 
as it might seem, the main direction of our interpretation shou ld pro­
ceed from our understanding of the chronology: some parts of the poem 
were written, or cancelled, without Pound's interference, and some al­
terations were initiated by him. So it is not the exact dating that should 
mostly concern us but the sequence of the creation of the poem's parts. 
Defining the sequence, we can close the circle of our possible interpre­
tations. 

There seems to be a well-established knowledge of the sequence of 
external events Gourneys, stays etc.) and it is also clear that the type­
scripts were made on three different typewriters. Determining the most 
important stages of the chronology depends upon the relation between 
places and typewriters. 

In September 1921 Eliot, following a nervous breakdown, was al­
lowed three months leave from work. On 12 October he went to Mar­
gate where, a week later, his wife left and he remained on his own. Dur­
ing the next three weeks he presumably worked on the poem. Returning 
from Margate, he spent a week in London and then went to Lausanne 
via Paris (18 November). He left his wife with the Pounds and probably 
showed Pound the parts he had written in Margate or earlier in London. 
In Lausanne he stayed at the institution of Dr Vittoz, where he contin­
ued working. Towards the end of December and on his way back home, 
Eliot stopped over in Paris again and went through the poem together 
with Pound. After his retum to London came their "Waste Land" corre­
spondence: a letter from Pound with some more suggestions, one from 

This ambiguity gives way to the most diverse speculative theories con­
cerning the "real" nature of The Waste Land; whether it is a religious hyper• 
bole, an urban apocalypse, a spiritual autobiography, a pamphlet expressmg 
the disillusion of a generation or a homosexual lamentation. Here I will try to 

handle it as a poem. 
s Sec e. g. Grover Smith: "It can do no hann to imagine how the poem 
might have developed without Pound." In: G. Smith, The Jfos1e Land, (Lon­

don: George Allen & Unwin, 1983), 82. 
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Eliot with questions, and a last one from Pound containing basica(),, 
approval and encouragement. · 

As for the typewriters: one of them was Eliot's own machine,1,1hich 
he had already used at Harvard and taken to London with him; lhcset­
ond was his office machine at his bank; and the third was Pound's~pc• 
writer in Paris. We will ca ll them machines A, Band C respectively.Ia 
the surviving material , the first and second part of the poemare1,1Tincn 
on the A machine; the title page and the third part are on the 8 macbinc: 
and the last two parts on the C machine. It is clear that the C machmc 
belongs to Paris (although there have been someotherassumptions).Wi 
have to associate the A and 8 machines with some of the elements 11 
the London-Margate-London-Paris-Lausanne-Paris-London sequenct 

The first convincing chronology, which is based mostly on fGil­
ological evidence, is Dr Lyndall Gordon's.6 Dr Gordon attributes tit 
B machine to Margate, the A machine to Lausanne and the C macbilr 
to Paris. Consequently, the third part, "The Fire Sennon," as wel!asi 
minor poem, must have been typed at Margate 1ogether with the btlt 
page (at the time with a motto from Joseph Conrad). Thismeanstha11lr 
whole concept of The Waste Land was conceived in Margate, and '1be 
Fire Sermon" shows this concept in its most original fonn. Dr GO!OOI 
calls this state of the poem the Albemarle version after the name of 
Eliot's hote l. (In an ironic gesture Eliot enclosed his hotel bills\\ith llt 
manuscripts sent to John Quinn.) This Albemarle version of the poem 
presumably included many earlier fragments and miscellanies. 

At Paris Eliot presumably showed Pound this Albemarle \'eJSICII 

In fact, besides other evidence, we can find Pound's notes on both cop­
ies of "The Fire Sermon." He edited it twice: once in November ioi 
once again after Eliot's return from Lausanne. It was in Lausannctbi 
the poem made its biggest steps towards the final stage and was 00'4 

already under Pound's influence. According to Dr Gordon, Eliot 11t.« 
the first P~rt, "The Burial of the Dead," at that time by usingsomehno 
of an earli er poem, " Death of Saint Narcissus." He omitted another 
poem and substantially reshaped a third one, making the second part. 

' Lyndall Gordon, "The Waste Land Manuscript," American Litera/llff•J' 
(I 974): 557•-570. A revised and more detailed version of this conccp! Cllltic 

~~~;~, •~j 
1
~~rd0n, Eliot S Early Years, (Oxford: Oxford Uni\ersity l'r$. 
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-A Game of Chess," out of it. He worked all the untitled fragments into 
"What the Thunder Said," the fifth part. He had presumably his "A" 
typewriter with him, though Dr Gordon does not explain why we have 
no typescript either of parts IV and Vas well. 

It was on his way home, when Eliot stopped at Paris, that the poem 
suffered most of Pound's critic ism. There was little new text added to 
the existing one and their discussions were mainly about cuts. Dr Gor­
don presumes that Eliot left a copy, partial or whole, with Pound, who 
sent it after him to London together with his notes. Eliot had begun to 
negotiate the publication of the poem in Dial on 20 January.7 There 
came the well-known TWLC in which the most important suggestions 
of Pound concern changing the Conrad motto (he does not say into 
what), and the excision of the remaining three separate poems.1 Eliot 
accepted both suggestions, and the poem was published in this form in 
October 1922.9 

The first question is why would Eliot have carried with him the B 
machine from his office to Margate or anywhere else? What impression 
would he have made on his bosses by taking the office typewriter for 
his three months of sick leave? This machine, as Dr Gordon proves, was 
mainly used for dictating, which means it was not for Eliot's personal 
use. More probably it was assigned to a typ ist. What's more, Eliot had 
his own light portable machine, here called A. Common sense suggests 
that typewriter B never left Lloyd's offices, consequently all the texts 
typed on this machine were created either before September 1921 - the 
beginning of Eliot's sick leave - or after his return to work in mid or 
late January 1922. 

The second question is why did Eliot refrain from typing part V, 
which was definitely created in Lausanne? After all, he had his A type­
writer with him. Well, probably he had no time. But then what about 
part IV, of which he made a fair copy by hand, and typed it out only in 
Paris on Pound's machine? And why did he use only Pound's machine 
when he had his own with him'? (I have to add that the Eliots s1ayed at 
a hotel, not at Pound's residcnce. 10

) 

The Letters, 502. 
The Letters, 497-9 (because of the faulty dating) and 505. 

• The Criterion. Vol I. No I. Oct. 1922. 
10 See the date on one of Vivien Eliot's letters: 12 January I 922, Hotel du 
Bon Lafontaine. The Letters, 50 I. 
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We know that writing poetry in Lausanne was agains1 lhc medical 
advice Eliot had received. The suspension of usual activitieswaspanof 
Or Vittoz's thcrapy. 11 Presumably Eliot wanted to keep his wort seem 
and did not want to disturb other patients with his typing. But 1ftbn 
is lrue, then it is also true of the typing of the first two parts. II SCC!lti 

much more likely that in Lausanne Eliot had no access to anytypewri1tt 
whatsoever and also that typing was banned ahogether. What is om. 
if we suppose that the first part was written in Lausanne, Eliot m11S1 

have cance lled its first page immediately after writing it, as Poonddid 
not even touch it. Apparently Eliot had already given i1 up bythenme 
Pound first confronted the text. Such quick revising was not like him. 
as the oldest texts of the parcel had been around for almost a~ 
And there is the later abandoned Dickensian title above this ~. 
"He do the police in different vo ices," which was clearly adopted fmn 
Part IL There was s imply not enough time for this process in the IA 
sanne period, as has been assumed (writing Part I; writingPanll wii 
the Dickens ian ti tle, expanding it to Part I, then reconsidering Part laad 
cance ll ing the first page, when all the whi le he still hadn't touched Pal 
IV and V). And why would he have created the title page in Margaic 
with machine B when he had only one larger part, '·The Fire Semxm. 
ready? And what's the use of inventing the Dickensian title if he had 
already arrived at the final title? 

Dr Gordon's arrangement of the chrono logy very well supJX)rts bcr 
own version according to which Eliot 's original intention wastownll"I 
story of redemption, a spi ritual autobiography, and it was only Pound's 
intervention that formed an urban apocalypse of the poem. 1~ This nugk 
be true but it does not justify Dr Gordon's chronology. She ammgesit 
in such a way that those texts which are closer 10 Pound's pre,umcd 
concepti on should appear as late deve lopments as possible. 

In general, it seems an acceptable hypothesis that the later an idc2 
appears, the more it is likely to be due to Pound 's interference. In the 
following I will try to establish a more probable chronologicalanaDt,st­
ment_ofthe poem's birth. As for the typewriters, my basic hypothesis rs 

this: if typewriter B belonged to El iot's office then it is rather imprOOt' 
hie that it left the office at all. As far as we ca~ judge from the pnntinf 

:: cf. Peter Ackroyd: T. S. Eliot, (London: Hamish Hamilton, 1984), ll~ 
cf. Lyndall Gordon: Eliot$ Ear(v Years, 118-9. 
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mis was a better quality machine than Eliot 's own, the A machine. So 
be typed his texts on the B machine whenever he had access to it. That 
means that all the pages typed on the B machine were created either be­
fore October 1921, or after mid-January 1922. Indeed, he spent a week 
111 London returning from Margate but it is rather unlikely that he would 
hm visited his office during his sick leave to type out some poems. 

All the pages typed on machine A were created when he was away 
from the bank and from machine B, presumably in Margate and in Lon­
don, while in Lausanne Eliot could hardly use any typewriter. We must 
DOI forget that he already owned machine A in his Harvard years, so 
the texts typed on it might date much earlier, e.g. to the time before 
Eliot got the job in the bank or had no access to machine B. If we ac­
cept all this, we can draw the following conclusions. The typescript 
of Part lll was ready by September 1921. As the typescript of part I 
cannot be earlier than November (possibly late October), Part Ill defi­
nitely preceded Part l. And Part II can hardly be earlier than Part I, as 
we can see from the position of the temporary title "He do the police in 
different voices." On the typescript of Part II this line was typed (along 
with the subtitle "Part II") together with the body of the text. The line 
is parallel with the other lines; its letters are placed evenly above those 
of the body text. On the first page of Part I this title is slightly slanting, 
the letters are not exactly above each other, which means that the com­
pleted page was later reloaded to the typewriter so that the titl e above 
it could be added. Also, the letters of the title are thinner, suggesting 
that this time there was no sheet for a carbon copy in the machine. The 
idea of the Dickensian title came simultaneously with the creation of 
Part II and was "post festa" extended to Part I. The question here is 
why, having completed "The Fire Sermon" even earlier, did Eliot not 
apply this title there as well? Probably because he was not sure that he 
was writing the same poem. Probably because he simply did not have 
the earlier manuscript with him. In fact, on the manuscript of"The Fire 
Sennon" there is no indication of its being the third part of something. 

So the most probable chrono logy of the firs1 three parts is this: 
Pan Ill before 1921 September, London; Part I October- ovember, 
Margate; Part II November, Margate and possibly London. I think the 
concluding stanzas of Part Ill were also written either in Margate or 
afterwards in London , especially the one beginning wilh "On Margate 
Sands" (a characteristic self-reference). "Oil and Tar" might ha\'e been 
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ready for years. When on his way to Lausanne he stopped and visited 
Pound, he left with him the following writings: the typescript of Pan ~ 
probably without the first page (drunken night) which he had cancelled 
earlier; the typescript of Part 11; a carbon copy of Part lll; and somt 

drafts made in Margate. After editing them, Pound sent these back to 

Eliot in Lausanne. Apart from the typescript of the firs1 three parts, tit 
draft of the Thames maidens' song must have been in this parce!, as 
Pound wrote on it "Type this out anyhow." This note makes sense ON')· 

in the correspondence. 
So in Paris Eliot left a copy of each of the first three parts,as11c!I 

as some drafts, and then he went to Lausanne. He took with him the car­
bon copy of Part II and the typescript of Part lll. Part I definitelyhad a 
carbon copy as well, and this could have been with him too. The~ 
he left with Pound were sent back to him in Lausanne and provided Imo 
with Pound's marginalia, one of them also containing Vivien'sremaru. 
Eliot did not spoil the clean copies except for copying Vivien's sugges­
tions onto the carbon copy of Part 11. He probably intended to send lb: 
typescript back to Vivien. He did not care too much for Pound's editing. 
except for Part III, which he s lightly altered in keeping with Pou11d'1 
observations. He was mainly concerned about the two remaining parti­

We do not know of any draft of .. Death by Water;" the earliest koo';l11 

copy is a handwritten fair copy, wbich he presumably made in laus· 
anne because in all the other places he had access to typewriters. PnJba. 
bly parts of it were drafted in Margate, but we have noevidenceoflhP 
Eliot sent this fair copy to Pound, who sent it back - probably with lb: 
other copies - having written nothing on it but "Bad - bu! cant atta.1-
until I get typescript."13 Last in Lausanne he completed the draft of Part 
V, which he presumably did not send but took with him back to Paru 
. It was around Christmas 1921 , probably the 26th, that Eliot armed 
1~ Pa~is, and about 15 January 1922 returned to London together 1\111 
his wife. Our knowledge of their stay is very limited. Somebody l)'Jd 
Parts f':' and Von Pound's typewriter (probably Eliot himself 85 dt 
mannerisms of Pound cannot be identified in the typing). It is , Cl) 

probable that together they read through the text, or at least parts of' 

u T. S. Eliot, The Waste Land. A Facsimile and Transcript of the Orlgi ;;;f:. ~~~luding the Annotations of Ezra Pound, (London: Faber & fal,ct 
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and this is the origin of all the cryptic lines, cncirclings and other signs. 
Jtseems that they left Part I alone. For Part II they reused the copy with 
both Pound's and Vivien's remarks together with Eliot's answer to one 
of Vivien's suggestions. 1

' This also shows that this copy was sent back 
to Paris, or otherwise he would have been able to share his objections 
verbally. The carbon copy that Eliot kept • apart from his own scrib• 
bling of Vivien's suggestions • remained spotless. 

As for Part Ill, Pound used the fair copy that Eliot had previously 
taken with him to Lausanne. He definitely edited the other copy earlier 
than this as he wrote beside the Tiresias episode "Vide other copy. " 15 

They presumably read through Part IV together, or Pound edited it in 
Eliot's presence, since it contains nothing from Pound's hand except 
cryptic lines. Unusually, Pound read Part V in draft form and wrote 
above it: "OK from here on/ think."16 

From here on, however, our possibilities are limited to deductions. 
Pound begins his letter of 21 January with "MUCH improved."17 What 
docs this statement refer to? What is improved and compared to what? 
We must not forget that the Eliots had left Paris only a week earlier! 

I would imagine it somewhat like this. Having arrived at Paris from 
Lausanne, Eliot showed Pound the new developments, especially the 
draft of Part V. He typed the last two parts on Pound's machine and they 
discussed them in detail, or at least "Death by Water." Pound also ran 
through the changes in the other three parts and expressed his opinions 
verbally, though sometimes he stressed them in pencil. Afterwards he 
kept the whole parcel (or at least one copy of each part) with him. He 
examined it again and provided it with new annotations in pen. This 
scenario can be deduced from the annotations on the two copies of Part 
Ill: one copy is annotated in pencil only, the other in pen only. In his 
letter of January 1922 Eliot enquires about nothing but the annotations 
in pen. Then, before the Eliots lcfi, Pound presumably handed over the 
whole parcel. 

If Pound reported some improvement a week later, the basis of his 
statement could be nothing but this previous state of the poem. And 

1• Facsimile, 13 . 
., Facsimile, 33. 
16 Facsimile, 11. 
11 The Letters, 491. 
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seeing this improvement is possib le only if he received a new version 
before 21 January. It is most probable that on getting home, Eliot re­
typed the whole lot with consideration of Pound's latest annotations in 
pen. He did it presumably on machine B and then sent this new version 
back to Paris. This could be the "MUCH improved" and could very 
possibly have been 19 pages long. We do not have any copies of it 
because they must have formed the basis of the British and American 
editions, and they later ended up at the type-setters. The copies edited 
in facsimile were obviously not suitable for that, and by the time Eliot 
sen t the manuscripts to John Quinn, the poem was already published. 
The only remaining part of this vers ion is the title page with the Conrad 
mono that is the last written part in the whole parcel. 

Pound does not mention this motto earlier except in his letter of21 
January. Knowing his thoroughness, I believe it rather improbable that 
he overlooked it. It is much more like ly that he had not seen it before 
this version. This single sheet could only remain in the parcel because 
Pound persuaded Eliot not to use it. Consequent ly, he had to make a 
new title page with the Petronius motto, and that went to the printers. 
The other pages were virtually ready for publication. This could be the 
version of nineteen pages that Pound mentions in the correspondence. 

In his letter to Scoefield Thayer, the editor of Dial, Eliot writes, 
"It will have been three times through the sieve by Pound as well as 
myself, so should be in final fonn." The three sieves are three read• 
ings: one during Eliot's stay in Lausanne; another during his stay in 
Paris; and the third one in the correspondence. Indeed, Pound sends 
the results of his third reading the day after Eliot posts his letter to 

Thayer. His two most important suggestions are to omit the Conrad 
motto and to omit the three "misce ll aneous" poems. According to his 
letter to Thayer, Eliot had already given up the inclusion of the three 
poems. 

In his answer Eliot writes: "Critic ism accepted so far as under• 
stood." This is followed by questions concerning what is "not under· 
stood." One part of his references can be connected with Pound's latest 
annotations to Parts II and III, another part of them refers to Pound·s 
previous letter and there are some which probably concern verbal re· 
marks made back in Paris. In his answer Pound leaves almost everything 
to Eliot's decision and does not make any textual remarks. The concern 
of his suggestions is not the creation of the poem but its publication(Do 
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not omit Phlebas, do not include Gerontion, etc.). The poem has been 
through the three sieves and is now ready. 

Th is story seems to me to be acceptable; or at least I do not know 
of any fact that would make it impossible. We can identify three ver­
sions of the poem, three stages of its development before the first sieve, 
the Albemarle version (that Eliot left with Pound in November); after 
the first sieve, the Lausanne version (which he handed to Pound hav­
ing returned from Lausanne); and afler the second sieve, the 19-page 
version (that he sent back from London to Paris). The fourth, the one 
after the third sieve, is the published version. There is one fact of this 
external story which can be of great importance concerning the internal 
story. The title that makes it one poem occurs only in the nineteen page 
version, as one of the latest developments. The latest element of the 
manuscript bundle is the title page, and this is the first place that the 
actual title appears. 

I do not want to suggest that the title was supplied by Pound. In fact 
in the final fonn of the poem there is only one word that is positively 
his contribution. But it is more likely that he realized the potential for 
a great, paradigm-changing work of art in Eliot's jumbled material. We 
have to give credit to Helen Gardner for her assumption: "we shouldn't 
assume that without Pound Eliot would have published some of the 
weaker passages of in the drafts( ... ) it is highly doubtful whether, with­
out Pound, The Waste Land would have been completed and published 
at all. The most important thing Pound gave Eliot was the support of a 
constant affection, encouragement and belief." 18 Pound wasn ' t a co-au­
thor, or a metaphorical parent of this poem; rather, as he rightly puts it, 
sage home, 19 that is a male midwife. Or, to change the metaphor, a new 
religion takes more than a new gospel: it also requires a prophet 

11 Helen Gardner, "The Waste Land: Paris 1922," in A. \Vallon Litz, ed .. 
Eliot in His 7ime (Princeton: Princeton University Press, 1972), 67~94, espe• 
cially 74-76. 
" The l etters, 498. 



MAURICE N. FADEL 

HAPPfNESS AS TRANSCENDENCE OF THE HUMAN 
CONDITION 

There exists a special experience of happiness. It is not related to 
rationality or to the power of will. It does not lie in the satisfaction of a 
goal achieved, of a dream come true. It does not result from planning or 
striving, from evaluating risks or avoiding obstacles; neither is it akin 
to the pride one feels after overcoming a difficulty. 

Such happiness is an event that arrives all of a sudden, without be­
ing expected or wished for. It bears no history and breaks the sequence 
of past, present and future. It seems to occur beyond the cause-and-ef­
fect processuality within which we are placed. It takes us out of our or­
derly or chaotic everyday life, out of ourselves, out of the unbreakable 
continuity of that well-known "self', established by circumstances that 
are within or out of our control, it destroys our personal story, the long 
novel that we keep on writing and whose protagonists we are. 

Similar to such happiness, Marguerite Duras's novel The Lorer 
(L 'Amam) produces an exceptional experience. It is true that much ef• 
fon has gone into establishing the literary nature of the text: it was 
awarded the Prix Goncourt, all blurbs emphasize its market success b}' 
quoting the number of copies sold and of the languages it has been 
translated into; being made into a film is yet another indication of sue• 
cess. All of this is in keeping with the older trend of apprehending liter· 
ature as institutional activity; nonetheless, the novel has never found a 
pcnnanent home in the prestigious salon of literary masterpieces. Even 
though through the perhaps too highly extolled poetic style the author 
herself sends an unmistakable signal that it is a work of literature, the 
novel flaunts the traces of the personal experience and the taste of paio-
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fully endured early wound which take it beyond the limits of art and 
artifice and which cannot be disguised by skill ful writing. 

The Lever could be interpreted along the lines of a number of 
themes but not that of happiness. Everybody in this novel is unhappy ­
the heroine with her unbearable family and their miserable existence; 
her lover - the rich Chinese, incapable of opposing his father's will 
which destroys the relationship with the little white girl; the mother 
with her attempts to improve the family's circumstances, her love for 
her eldest son and her humiliating treatment of her daughter; the elder 
brother- a drug addict, gambler and thief, a lonely and homeless man; 
the prematurely deceased younger brother. 

The Lover is a novel about time but time seems to be in contradic• 
lion with nothing other than happiness. It is as if happiness is time's 
adversary, a force that stops the movement from past to future and the 
oblivion it brings about. Happiness is an appeal to the passing moment 
"Ah, still delay - thou art so fair!" 1 Happiness is concentrated in such 
captured moments which we do not allow to depart. 

Time comes into the novel not as an easy conjunction of separate 
events but all of a sudden, as if it never existed before and now rushes 
in like a tidal wave: "At the age of eighteen it was too late. Between 
eighteen and twenty five my face suddenly faded ... I don't know if this 
happens to everybody, I never asked myself that. l must have once been 
told about this force of time with which it strikes you when you are at 
your youngest and most cherished age."2 Time is symbolized by water. 
It flows from everywhere in the novel - there is the river along which 
the heroine travels, the sea where she sails away, the buckets of water 
poured on the house, the rich Chinese man washing the "little bitch", 
the tears. 

Time in The Lover is a paradox. It is generally accepted that the 
awareness of time is preceded by the lived experience. However, it is 
not like that in the book. Time is an elemental force which does not 
fo llow experience but comes before it, rather than being its res~lt . ~i~e 
sets in prior to the average, normal sensation of time and of h1stor1c1ty 

1 Johann Wolfgang von Goethe, Faust. Leipzig, 1872. Translated by Ba• 

ia
rd 

::::~~rite Duras, The lover. Published by Dn~en Tn1d and 14 Chaw, 
Sofia, Bulgaria, 2005. Translated into Bulgarian by S1lviya Vagcnshtam. The 
translations into English for this article are mine M. F. 
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caused by the occurrence, by the event. The heroine's face all ofa sud­
den and without any reason comes to resemble the face of the elderly 
Duras: "It all started that way for me, with this tormented look on my 
face which was evident to everybody, with these bluish circles around 
my eyes, far ahead of time, of experience" (emphasis in the original). 
Delight leaves its mark on the face before ever being experienced: "At 
the age of fifteen I had delight imprinted on my face without knowing 
what delight was." Desire comes before its satisfaction. "[Desire] ar­
rives either with the first glance or it has never existed at all. It is either 
the natural connection between the sexes or nothing. That I also came 
10 know before the experience"(emphasis in the original). 

Time does not exactly add a new look to the heroine's face. Its \"er• 
diet is radical - it destroys and moreover does so not to the outside, but 
meanly, to the inside: " [The face] did not sag like other faces with fine 
features: it kept the same contours but its substance is mined. I have a 
ruined face." Concerning the white girl, the novel describes her encoun• 
tcr with the subvers ive power of time, it is focused on the point where 
this power takes shape. It is as if in order to illustrate time's destructive 
conquest, the novel stops bei ng a consecutive story but disintegrates 
into fragments . 

The heroine is so immersed in time that she refers to herself some­
times as "!" and sometimes as "she", thus emphasizing the distancing 
of what she used to be from what she is at the moment ofwriting;the 
transformation of the fonner " I" into the present "she". The distance 
between " I" and "she" is not regu larly kept. "l" becomes "she" and vice 
versa without o rde r, but this c haos only emphasizes the presence of 
time, because the present " I" of the writer is a continuation of the for­
mer ·•she" of the girl - both of them born at the beginning of the nO\·eL 
at the moment when time rushes in, when the heroine's face ·'all ofa 
sudden fades," when it starts resembling her later "ruined face". 

The time difference is represented by yet another common figure in 
the text: the photograph. The photograph seems to be the reverse of the 
'.ncmory. It seems to stop time. It grasps a moment and stores it as an 
image. In the memory of something, as is known, there is a distance be· 
tween the past and the present. The one who remembers is not settled in 
the P~~t, and by surrendering to the bygone experience realizes its irre\· 
~abiluy. The photograph in the The Lover does not store, it erases; the 
pictures are not placed beyond time but are a part of it: "Portraits were 
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always retouched so that what was peculiar to the face would become 
slightly less prominent." The attitude to a photograph is connected to 
lhe memory. Photographs only widen the discrepancy between what 
once was and what now is. They give us an impulse to experience time: 
.. We are looking at the photographs ... We remember the time when we 
were so little in the old photographs, and we look at ourse lves in the 
recent ones. The chill between us has grown even stronger." 

Duras's writing in general shows an effort to bring together image 
and time. It endeavours to leave the abstractness of language; it aims 
not to depict pictures but rather to show them to us or even to get us 
involved in them, in their situation: "Look at me, I'm still on the barge, 
still with [my heavy hair]." Yet, no matter how vivid the characters may 
seem to us, they are entangled in time, and time causes their frozenness 
to melt away within a moment, it destroys them as it does the white 
girl's face. What is more, the characters become a part of this destruc­
tion. This is so because it is time that constitutes their very reason for 
being. They are born in order to determine the way in which the hero­
ine's life will be penetrated by everything that takes place at the very 
beginning of the novel and onwards. 

Unlike the girl, who is dragged by time and change, the lover stays 
the same, he is beyond time. He remains unchanged throughout the 
whole of his presence in the text -he remains in love. At the beginning, 
when he is alone with the white girl, he tells her that he "loves her mad­
ly." At the end, in the final sentence of the novel after their parting, he 
says that again: "He told her that everything remained as before, that 
he still loved her, that he could never stop loving her and that he would 
love her until death." But in fact this character has no "before". His time 
prior to that love is not presented (we know about it from his stories 
which are retold by the heroine, but there is not direct presentation), nor 
is the story of his falling in love told e ither. He comes onto the stage 
already in love and this is how he stays. His love is not a love story, as 
it has no history at all since the time factor is not relevant to it. 

That love is not related to domination. Certain ly, the relationship 
between the Chinese man and the girl is not free or it, but while dom­
ination is present, it has no effect. Each of the charactc~ has some­
thing more and something less than the other one. The Chmesc man is 
wealthy but not European. The girl is white but poor. Neither of them 
could dominate. Both are in fact equally weak and frightened, yet Du• 
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ras highlights only the fears of the Chinese. He does not take the risk 
of surrendering to his love. He follows the rules: his relationship with 
the girl is as clandestine as if she were a prostitute; he obeys both his 
fathe r and tradition by marrying the woman chosen for him, one who is 
from the same nationality and class as his own. Even though his love is 
forcibly removed from the visible aspect of his life and is not official­
ized but meanly concealed, it still leaves him numb and deprives him of 
his future because it is his constant present. He is numb in bed too and 
so the girl has to take the initiative. She seems more daring, ready to 
ignore the rules of behavior, even perverted(" ... He was not capable of 
knowing such perverseness," the author-heroine self-lovingly declares 
and, with a dose of satisfaction with her own exceptionality, describes 
her early sexual maturity). But actually there is no daring: just as the 
Chinese is not able to go against his father's demands (not for reasons 
of morality but because he is afraid of being disinherited), so is the girl 
incapable of abandoning her mother and running away with her lover. 

The Chinese is not happy in his love. It is not just his own fault that 
he decides not to surrender to it and so to preserve bis status of a wealthy 
man. But he is not happy also because he is not loved. Happiness pre· 
supposes not only the desire for it, but also its satisfaction, it aims at 
becoming objective. Is this val id for the novel, though? The Chinese 
man does not set himself free of this love, he does not run away from 
it as is the common reaction to something that brings misery, because 
this love is his pairifu! happiness, his moment standing still. This is not 
the happiness that arrives when a goal is achieved but is one that comes 
unexpected and even undesired, breaking the casual sequence. This is 
the happiness that problematizes the seemingly impregnable borderline 
between it and its negation; it is happiness and unhappiness in one. The 
Chinese cannot remain within its domain, just as another person could 
hardly let a happy moment go. It is hard to comprehend this kind of 
happiness because positive happ iness is always privileged. It spills out 
~f advertisements and is promoted by the media. It always comes hand 
m hand with the unquestionable victory, with success and achievement. 
The novel, however, seems fascinated with another kind of experience 
Although it is focused on the young girl, displaying her presence with a 
somewhat exhib itionist satisfaction, its title nevertheless fixes attention 
on a less important figure - that of the lover. 
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The power of speaking belongs to the author-heroine. No one else 
in the novel speaks. The other characters' words are retold. Little of 
wha1 the Chinese says is remembered, apart from the reiteration that he 
loves her. Their conversations are distanced from their pleasures: they 
discuss money, the girl's poverty, the Chinese man's wealth. "We will 
exchange remarks like journalists, controversial, equally meaningless." 
Actually the girl does not want these conversations: "She tells him she 
does not want him to talk to her." The two of them are committed to the 
body. Eventually the Chinese loses his willingness to talk: "The delight 
he draws from her every night has engulfed his time and his life. He 
barely speaks to her now." 

ln the self-oblivion and self-destruction of his delight the Chinese 
communicates directly with the girl's body, the body alone and not with 
her. This takes her by surprise: " ... He went beyond my expectations, 
taking into consideration my body's fate alone. That's how l turned into 
a child of his." A child of his not because he is superior, or because she 
is barely past the childhood age, but because, with something like the 
organic relation between parents and their children, he knows her body 
better than she does, he feels her body as a part of his own. He knows 
and feels her not consciously, but through the bodily sensitivity which 
is beyond our control. 

His devotion is contagious. In her childish (and pctverted) manner 
"the little bitch" wants to imitate him; her gender is unstable,_fioating, 
changing: "I'd like to eat the of Helene Lagone\le's breasts as he eats 
mine ... ". In her own way, the girl is selfish - unlike the Chinese and 
maybe because she is not in love, she does not forget herself in her 
pleasure but enjoys her own experience in which the partner is only a 
casual participant. By the end of the novel the girl,just like the Chinese, 
comes to feel the very body of the other, this body's life which cannot 
be contained within its owner's life. She becomes aware that we do not 
own our bodies. At this point the Chinese stops being a distant pres­
ence, he is no more the elegant wealthy man who pulls her away from 
her detestable family and surrounds her with delights: "Now he had be­
gun to mean more to me. I started to perceive the unspeakable softness 
of his skin, of his penis, as something unrelated to him.'' .. 

The Chinese man's averseness to language, as well as hts mattcn-
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tion to and disrespect for the linguistic capacity itself, as demonstrated 
by his tautological and unexceptionable speech, his surrender to the 
body which reveals its own cognitive ability and loses its limits (each 
body pours itself into the other one) - a ll of this gives us good reason 
to suspect the lover of something he may be hardly aware of: at any 
moment he spends with the girl, unlike his hypocritical public exist­
ence, he goes beyond himself to the extent of transcending the human 
condition. In the context of the ambiva lent coexistence of the happiness 
and unhappiness of love, the Chinese does not function as one who uses 
reason in his speech and acts rationally. He is not the animal rationale 
as the human is defined by the long history of Western tradition and 
pedagogy. That is why the lover in the novel remains nameless. 
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