THE TRIUMPH OFLITERARYPOPULISM: THE 184 OS 197

"meggyalazott / Osének szelleme" (A nemes), and shows no interest
whatsoever in the plight of his homeland (A magyar nemes). Petéfi's "people”,
precisely because they are portrayed realistically - or, in Erdélyi's sense,
"individually" - are necessarily invested with a distinctively local or national
character. They represent not the ideal rustic community of pastoral, but the
individual and nationally specific community of the Hungarian folk world.

At the same time, however, Pet&fi's native poetry is also informed by a
further political consideration which, once again, takes it beyond the
immediate terms of reference of the naive-native configuration we have been
considering so far. Pet6fi's intense patriotism, albeit qualified by his parallel
aspiration towards "world liberty" (vilagszabadsag - the liberation of all
oppressed people, represented in Egy gondolat bant engemet as the only cause
worth dying for), and by the fact that many of his patriotic poems were written
to address a revolutionary situation and as a call to arms during the
subsequent War of Independence, none the less distances his work from the
"Volksgeist" philosophy of Herder of which it is itself, in part, a product. For
while Pet6fi"s objection to foreign cultural influences (Az utanzokhoz, Az én
pegazusom) suggests a direct continuity with the positions of Kdélcsey and
Erdélyi, his patriotic poetry tends towards a type of nationalism more extreme
and schematic than anything which had gone before. Pet6fi not only stresses
the virtue of loving one's homeland, but also the superiority of his own nation
over others:

Jaijatok be minden foldet,

Melyet isten megteremtett,

S nem akadtok bizonyara

A magyar nemzet parjara.
(Amagyar nemzet)®

Magyar vagyok. Legszebb orszdg hazam

Az 6t vilagrész nagy terliletén.

Egy kis vilag maga. Nincs annyi szam,

Ahény szépség gazdag kebelén.
(Magyar vagyok)®

8 Ppet6fi, voi E, p. 128.

8 petdfi, vol H, p.149. Admittedly, Petsfi goes on in this poem to express his shame

in being Hungarian at the present time, but this is only because of what he sees
as the failure of his contemporaries to live up to the greatness demanded by their
nationality.
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Here we have come a long way from the principles of Herder who, after all,
rejected the idea of a "Favoritvolk" and insisted that: "To brag of one's
country is the stupidest form of boastfulness."”

The literary populism which informs one important aspect of the work of
Petdfi's decidedly less politically motivated friend and ally in this field, Janos
Arany, remains, throughout the latter poet's career, substantially closer to the
aspirations of Koélcsey, Erdélyi and even Bajza. In his response to Petdfi's
famous, celebratory letter of February 4 1847, Arany welcomes, but
immediately qualifies, the younger poet's populist programme:

Onnek elveit a nép és koltészete feldl forrd kebellel osztom ... hisz nekem

onzésbél is azt kell tennem! Nemzeti koltészet csak azontul remélek, ha eldbb

népi koltészet viragzott.®

In a letter to Istvin Szlagyi - who exercised the single most important
influence on Arany's early work before his acquaintance with Petofi - Arany
corroborates this sense of popular poetry as a means towards national poetry
rather than as an end in itself: "Szeretem a nemzeti koltészetet a népiesség
kontosében még most, késébb majd pusztan."® (Arany to Szilagyi, September
6 1847). One month later Arany develops this idea still further in a letter to
the poet Karoly Szisz. After quoting Petéfi's programme from his letter of
February 4, he adds:

Ezen ohajtasra én is dment mondtam, de mégsem ugy értettem azt, hogy minden

koltd tisztdan népkoltd legyen, mert illyesmi teljestilni soha nem fogna: hanem

ugy hogy a koltészet ne legyen ollyan, millyenné az a legijabb iddben nemesilt

(M) ti. csak egynéhéany tudosnak, vagy dbrandozd holdvilag-egyéniségnek nagy

bajjal megérthetd, a nagy tobbségnek pedig teljesen élvezhetetlen, hanem legyen

egyszeriien nemes, erdteljes, a nép nyelvét megkozelité s ennek viragaival ékes,

- szdval dontessék el a koz fal a négi és ma tgynevezett fennkoltészet kozt, és
legyen a koltészet Altalanos, nemzeti!’®

In a phrase which recalls Bajza, he even writes to Pet6fi on April 22 1848 that
his aim is to "Emelni a népet az irodalomban lassan lassan."”!

7 Cited in Berlin, Vico and Herder, p.157.
Arany Osszes miivei, op. cit., vol XV, p.53.
¥ Arany, vol XV, p.137.

™ Arany, vol XV, p.146-7.

" Arany, vol XV, p.201.
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Arany's attitude to what actually constitutes the "popular” (népies) in
literature also differs from that of Pet6fi. Before coming into contact with the
letter, Arany had already proposed the idea of a heroic folk epic in a letter to
Szilagyi of January 9 1847. Some three months later he admits (also in a
letter to Szilagyi) that Homer himself had written two such epics, the lliad
and the Odyssey, while Szildgyi, in his reply, draws Arany's attention to
Herder's essay on Homer and Ossian, suggesting that the latter also produced
fine examples of the genre. The configuration - Herder, Homer, Ossian - is, of
course, a familiar one, and Arany's explanation of what he sces as "popular”
in Homer's poetry serves as a good illustration of his proximity to the
Herderian ideal of Naturpoesie:

Nem egyebek ezek [the Iliad and the Odyssey] egyszerii - tej mézzel folyd, népi

kélteményeknél. Bennok az egyszerliség a koltdi fenséggel parosulva van, s ha

nem ez a népi koltemény feladata, gy nincs rola helyes fogalmam. Azt akarom

mondani, hogy a népkslté feladata nem az, hogy elvegyiiljon a durva nép kézt, s

legyen egyszoriivé velek, hanem az, hogy tanulja meg a legfensobb koltoi

szépségeket is a népnek élvezhetd alakban adni elo. Ez lebegett eléttem, midon
Toldit irtam, s ez uton haladok ezen tu! is, ha lehet.”

At this stage in his development, Arany's interest in folk poetry is based
above all on his desire to create a poetic language accessible to all sections of
Hungarian society. In a further letter to Szildgyi (September 6 1847) he
appeals to an article in Erdélyi's critical journal, Magyar Szépirodalmi
Szemle, which

teljesen kimondja az én elvemet, mellyre én a népies kezdet altal késziisk [...}

"legyen a koltészet sem iri, sem népi, hanem érthetd s élvezhetd kozos jo,

mindennek, kit ép elmével dldott meg isten." de ezen c€l elérésére csak a most
divatos népies modoron keresztiil juthatni [...]"

Although the editor of the journal may not have been the author of the article
in question. Arany none the less suggests his direct theoretical debt to Erdélyi
in the same letter - "Aestheticai utam az individualizalas elve" - and again,
albeit somewhat lightheartedly, in a letter written to Petéfi the following day

Acstheticai elvem (ha ugyan van valamillyen) hatirozottan az egyéniség
(individualitat) elve;, annal inkabb f3j tehat, hogy most kénytelen vagyok az

7 Arany, vol XV, p.77.
3 Arany, vol XV, p.137.
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eszményiséghez (idealitat) folyamodni, s téged kedves Sandrim, és 'kiralynéd'

kezecskéit csak in idea csokolni [...]*

After the defeat of the revolution and War of Independence, however,
Arany's attitude to literary populism changes significantly. Looking back over
the development of the concept at the beginning of his sketch for a study
entitled Népiességink a koltészetben, he writes:

Nem volt tiszta dolog; a nép szAmara irassanak-e ily kéltemények, vagy a mivelt
osztaly szamaéra, hogy a népet ismerje. Amugy és igy iranykoltészetet akartak.
Divat volt az egész: kapcsolatban a nép boldogitas eszméjével. Amint az
korszeriitlenné lett, gy a népiesség is.”

That Arany's new position is the result of a good deal of searching self-
criticism can be seen from a letter to the young critic P4l Gyulai of January 21
1854. Having just read the first part of Zsigmond Kemény's major study of
Toldi. Arany openly expresses his apprehension concerning the remainder of
Kemény's evaluation:

Félek, hogy a hatralevd rész miatt pirulnom kell, pirulnom most, midén Toldi
(d.h. az enyém) nem & szita"” tobbé s illd volna szép csondesen a pad alatt
hagyni. Mert vadol a lelki ismeret, hogy én is egy voltam azok kozil, kik a
magyar koltészetet megbuktattak, behozvan a nyers, pdrias elemet [...] Aztan
meg, minden 0j dicséret, ami Toldira irdnyoztatik, rim nézve szemrehinyast
foglal magaban.”®

Arany's sclf-criticism by no means leads him, however, to a wholesale
rejection of his earlier (Herderian) populism. As he argues in a highly
revealing review of a volume of poems by Achille Millien, La Moisson,
published in Paris in 1860:
A néptsl tanulni s ily médon a koltészetet folfrissiteni, nemzeti alapra helyezni:
ebben 4ll a feladat: Mesterkélt, conventionalis formak és érzelmek helyett

elsajatitani a népkoltészetbdl nemcsak a stil egyszeriségét, hanem erelyét is,
nemcsak az érzelem nyiltsdgat, hanem kozvetlenségét is [...]””

He still adheres to the organic traditionalism of Herder and Kdlcsey, and
continues to appeal to the opposition between the Hellenic and the Roman in
support of this organicism:

" Arany, vol XV, p.142.
5 Arany, vol XI, p.380.
7 Arany, vol XVI, p.383.
" Arany, vol XI, p.175.
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ha felveszi [the poet], tovabbfejti a megszokott formakat, amint egy anyatejjel
beszitt népi és nemzeti dallamokat, akkor a fejlodés természetes tdrvényének
hodol, mely épen Ugy kizirja az ugrast, octroyrozast a mivészetben, mint a
politikaban, és tiszteli, alapul fogadja a torténeti hagyomanyokat. Tekintsiink a
hellén és rémai koéltészetre: amaz természetes belfejlodés utjan jutott a tokély
pontjara, ez ide§en traditidhoz tapadva, legviragzobb szakdban sem birt teljes
onéllasra jutni.”

What is new in Arany's position is the rejection of his earlier principle of
"accessibility" and his attempt to reconcile Erdélyi's opposing notions of the
individual and the ideal. For the postrevolutionary Arany, the true poet:

Felhagy [...] a torekvéssel, hogy minél nagyobb sokasagnak tetszé dolgokat
irjon; célja, mint minden valédi koltéé, egyedl a szép felé iranyul; ha egyszerd,
nem azért az, hogy fiifa altal érthetd legyen, hanem mert egyszerii eszkozokkel
hatni tudni erdonek a jele, s az egyszeril szép annal szebb;, ha népi szdlast
haszndl, nem azért teszi, hogy Gyuri bojtar felrikkantson a jol ismert kifejezésre,
hanem, hogy nyelvénck erét, bajt, zéngelmet, faji zamatot kdlcsénézzén; ha
ellesi az érzelmek természetes, kozvetlen nyilatkozAsat, s ugyanazt visszaadja
kolteményében, célja nem oda megy ki, hogy - bocsénat a hétkoznapi szolasért -
produkdlja a parasztot, hanem hogy az igazi pathosz nyoméra akadjon, melyet
szintelen tarsas életiink proézajaban hidba keres [...]"

If the phrase "egyediil a szép felé irdnyul” suggests an uncritical
rapprochement with the aesthetic idealism of Bajza, Arany's later
{posthumously published) Téredékes gondolatok reveal a more complex and
qualified position, After dividing the "beautiful" into three categories -
"Altalanos (emberi): Kiilonds (nemzeti): Kiilondsb (népi)"go - Arany
comments:

Minden igaz koltészet idedl. Az, a mi red/nak mondatik kivill esik a koltészet
hataran. Kiilénbség csak az, hogy amit idealnak szokas nevezni, lehdny magarol
minden idébelit és esetlegest, tisztan akar allani, 4ltalanossagban maradni, ezért
egyhangii és sziikkor lesz [...] Ellenben azon koltészet, mely redl vegyilletlinek
mondatik, elfogadja az idobelit, az esetlegest, a kuilonost (speciale), példaul:
nemzeti, népi, sot egyénit is, de nem mint lényeget, mert akkor megszinnék
koltészet lenni, hanem mint format, melyben nyilatkozik. Ez 4ltal kére kitagul,
hangja ezerféle valtozatot nyer s megszabadul az egyoldalusagtol. De ha

" Arany, vol XI, p.176.
" Arany, vol XI, p.175-6.
8 Arany, vol X1, p.550.
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lényeget nem az idea teszi, ha a rés killsejébdl belsejébe tolakodik, akkor nem
koltészet tobbs.®

It is in and through this reconciliation of the ideal and the real, the
universal and the specific, that Arany conceives the future of Hungarian
poetry. In order to secure such a future, however, the national poetry must
first free itself from the influence of one poetic genius whose work, for all its
undeniable greatness, none the less represents a direction and a goal which
can no longer be pursued:

Ne 4mitsuk magunkat. Mondjuk ki tisztin, hogy Petofi befolyasa - mint minden

nagy sikerrel nyilatkozé géniuszé - gatolta és gatolja nalunk még most is a

koltok egyéni fejlodését, igy vagy amigy, de még folyvist az 6 képére és

hasonlatossigara teremtettiink.*

Arany's most influential biographer in the first half of this century, Frigyes
Riedl, suggests that, with the death of Petdfi, Arany not only "elveszitette
legjobb baratjat", but also "elveszitette hivatalat" and "elvesztette dnmagat
is".® Mihaly Babits, however, the most important heir to Arany's poetic
legacy in the 20th century, probably comes closer to the truth when, taking
issue with Riedl in an early essay of 1904 (Arany mint arisztokrata), he argues
that;

Petdofi halala s a forradalom leveretése, barmi fijdalmas volt is érzékeny lelkére,
mégis visszaadja 6t 6nmagéanak; ekkor - éppen ekkor, mikor mar Letészem a
lantot kezdetii versét irta -, ekkor, ezutén teremnek legnemesebb dolgai.®

Babits returns to this argument in a short essay on Pet6fi written some five
years later:

Arany kétségteleniil Petofi-utanzoként lépett fol, de félreismerik vagy inkéabb
nem ismerik Aranyt akik ezt a népies stilusat tartjak a lényegesnek.*

8 Arany, vol XI, pp.550-51.
Arany, vol XI, p.109.
Frigyes Riedl, Arany Jdanos, Budapest, 1982, p.19.

Mihaly Babits, Arany mint arisztokrata. Unfinished manuscript from 1904,
published in Mihély Babits, Esszék, tanulmdnyok, vol I, Budapest, 1978, p.803.

Babits, Petdfirél, in Nyugat, 1911, I. Reprinted in Esszék, tanulmdnyok, vol 1,
p-808. On populism in general, the young Babits makes the following remark in
his Arany mint arisztokrata: "A népkoltészetbdl az irodalomtorténet legendat
csinlt, melybdl nagyrészt egy sz0 sem igaz. A nép a legnagyobb koltd stb ...

85
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The first part of this statement is something of an exaggeration. First, Arany
cannot be seen, at any point in his career, as an imitator of Petdfi, and his
conception of literary populism was anyway, as we have seen, substantially
different from that of the younger poet, and had its roots in the thought of
Herder and Kélcsey. Secondly, Arany's Toldi was written before his personal
acquaintance with Pet6fi, as a submission to the Kisfaludy Téarsasag
competition of 1846, and as a response to the prevalent literary tastes of its
decade. Thirdly, and most importantly, Arany's poetry prior to Toldi (above
all the lyrics Feléd, feléd and Elégia and the comic epic Az elveszett
alkotmdny) have little in common with the populism of the 1840s, but much
in common with Arany's later work. These considerations, only serve,
however, to corroborate the second part of Babits's claim: that the literary
populism which finds its most complete and accomplished expression in Toldi
- the work which won Arany the admiration and friendship of Petdfi - does
not constitute the most representative element of the poet's oeuvre.

While Pet6fi's lines to the author of Toldi - "tlizokddé gyandnt / Tenger
mélységébdl egyszerre bukkansz ki" - suggest that he had not read, or simply
ignored as insignificant, Arany's first publicly recognised work Az elveszett
alkotmany, Petdfi's surprise is quite justified when we consider that there are
few indications in Arany's work before the second half of 1846 to anticipate
the popular idiom and theme of Arany's first major literary success. Even in
February 1846, Arany could still write to Szildgyi that:

Homért tanulom, Ilidst eszem. Csak, csak, klassika literatura! Minél tsbb 1j

franczia, angol, német, s ezekbdl compilalt magyar beszélyt, regényt, szinmiivet

olvasok, annal tsbb Homért és Shakespearet hozz. Az drvény ragad.®

In addition to his admiration for Homer, Arany also writes to Szilagyi (in a
letter of December 4 1847) of his enthusiasm for Byron, enclosing his own
translation of an extract from the third canto of Don Juan. In the same letter,
in a reference to Byron's Ode to Napoleon, Arany coins the phrase "elegico-
oda", anticipating the tonal and generic ambivalence of his own great lyrics of
the 1850s. Byron's influence can also be felt throughout Az elveszett
alkotmany, the epigraph from which is taken from Byron's Werner (Act II,
Scene i): "Oh, thou world! Thou art indeed a melancholy jest.”

Hogy miért kellene a majsi kantornak jobb verset csindlni Shakespearenél vagy
Goethenél, azt nem foghatom meg."

In Esszék, tanulmdnyok, vol 1, pp.804-5.
% Arany, vol XV, pp.28-9.
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It was, at least in part, the mixed reception of Az elveszett alkotmdny which
led to the creation of Toldi. On the one hand, the fact that the poem won the
Kisfaludy Térsasig competition for a comic epic in 1845 must have
encouraged Arany to submit an entry to the competition of the following year
where he could write consciously for a known audience. Az elveszett
alkotmdny had not been written specifically for the Tarsasdg and, as Arany
himself would later confess: "A darab, eredetileg, nem volt a nagykozonség
elibe szanva."®’ On the other hand, while two of the three judges had praised
the text, the third, and by far the most prestigious - Mihdly Vorésmarty -
considered it only the "most tolerable” of a bad batch of entries.® It was
Vérosmarty's evaluation which, understandably, made the deepest impression
on Arany, as he would recall in the same statement of 1855:

biraléim kozil egy elismerdleg, egy szinte magasztaldlag, szolt a mirdl: de

fulemben csak ama harmadik sz hangzott: "nyelv, verselés ollyan, mintha

irodalmunk vaskorat éIndk." - Ugy véltem, hogy mar most megallapodnom nem
lehet, s 1846-ra népies koltdi beszély lévén feladva, meg az<on> év nyaran
irtam Toldit.¥

Az elveszett alkotmdny is, of the two works, the more profoundly
representative of Arany's poetic character and practice - partly because it was
not tailored to conform to the pressures and limits of public taste, and partly
because of the crucial continuities it suggests with Arany's later work. Arany's
own description of Az elveszett alkotmdny as a "humoristico-satitico-
allegorico-comicus valami”, might equally be used to characterise the
postrevolutionary epics A nagyidai cigdnyok (1852) and Bolond Istok (1850,
1873). In all three texts the narrating subject shifts between genres and
repeatedly intervenes in the story to reflect not only on the action, but also on
the intervention itself. In each case the narration of a story soon loses its way
and becomes the story of a narration in which statements of truth and value
are perpetually qualified and undermined, while the poetic voice and the act
of writing are rendered increasingly ironic. Arany's irony is not merely verbal
or rhetorical, but embodies an attitude to reality as essentially paradoxical, to

In a letter to Gyulai of June 7 1855. In Arany, vol XVI, p.561.

Vérosmarty's unenthusiastic response to Az elveszett alkotmdny as a satirical epic
may well be related to the (lasting) pain and embarrassment he had been caused
by Petofi's satire A helység kalapdcsa (1844), much of which is quite clearly
directed at Vorosmarty.

¥ Arany, vol XVI, pp.561-2.
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history as repetition rather than progress, and to the world as a "melancholy
jest". It is the same irony which informs Arany's lyric poetry in the 1850s and
60s (eg. Kertben, Az o6rdk zsidé) and which can be felt throughout the last
great flowering of Arany's poetic genius, the Oszikék of 1877-82. Even in the
ballads - which, precisely because they succeed in containing, or restraining
Arany's tendency towards regressive self-qualification and ironization, are
among the most polished of his works - events are governed primarily by the
logic of a similar situational irony. Nor, finally, is the Romantic ironist ever
far away in Buda haldla (1863) - Arany's attempt to furnish Hungarian
literature with the great "missing" epic on national origins he felt it so needed
as a counterpart to the Greek lliad, the German Nibelungenlied or the Finnish
Kalevala. Here, in its juxtaposition of two essentially different species of
tragedy - the psychological tragedy of Buda based on an individual flaw, and
Etele's tragedy of fate, based on the will of "heaven"” - the work tends
towards an ironic vision of history as an inevitable and irreconcilable conflict
of opposites.

It is not, however, Arany the Romantic ironist who has, on the whole, been
remembered by Hungarian literary history, but Arany the embodiment of the
popular-national ideal. This aspect of his reputation was, in the second half of
the 19th century, promoted above all by Pil Gyulai who in many ways
succeeded Erdélyi as the next leading theorist of literary populism in
Hungary. Gyulai also did much to determine the nature of Pet6fi's reputation
in the same period and published the first serious and extensive study of
Petdfi's lyric poetry (Petdfi Sandor és lirai koltészetiink, 1854). It was Gyulai
who coined the (descriptive and prescriptive) phrase nép-nemzeti ("popular-
national") to denote what he saw the most authentic, characteristic and
desirable direction in the national literature as realised most fully in the work
of Pet6fi and Arany. Gyulai dominated Hungarian criticism for most of the
second half of the 19th century from a position of considerable institutional
power. In addition to his various key editorial positions, he became the
secretary of the st Department of the Hungarian Academy” in 1870,
Professor of Hungarian Literature at the Universety of Budapest in 1875,
President of the Kisfaludy Térsasdg in 1879 and, from 1873, edited the most

This opposition may also be read in terms of free will and predestination. It is an
opposition which returns throughout Arany's career as the poet struggles with his
own Calvinism.

' The Ist Department of the Hungarian Academy is concerned with the study of

language and literature.
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influential cultural periodical in Hungary, Budapesti Szemle. In 1905, four
years before his death, he was succeeded as Professor of Hungarian by the 49
year old Frigyes Riedl who also to a considerable degree inherited Gyulai's
critical and literary historical legacy. We have already had cause to mention
Ried!'s two most important literary historical achievements, his biographies of
Pet6fi and Arany, which follow Gyulai in their deliberate understatement of
the political implications of Petdfi's work, their overemphasis on Arany as an
epicist and their further promotion of the popular-national ideal. After Riedl's
death in 1921, the professorship, together with the ideological legacy of both
Riedl and Gyulai, soon fell to Janos Horvith, a considerably more talented
critic who wrote what remains to this day the most detailed and
comprehensive history of Hungarian literary populism in the 19th century.
While Horvath also produced a major critical biography of Petdfi (Petdfi
Sdandor, 1922), it was in the achievement of Arany that he saw the ultimate
realisation of his own "national-classicist” ideal. Largely because of their
attitudes towards the radical political orientation of Petdfi, the work of
Gyulai, Riedl and especially Horvith came increasingly under attack from -
for the most part dogmatic - critics professing very different political
allegiances after the Second World War. The association of the national with
the popular has, however, continued to survive in many shapes and forms,
and can still be said to represent one of the leading cultural preconceptions of
not only many current Hungarian literary historians, but also of the wider
Hungarian reading public as a whole. The re-publication of Riedl's Arany
Jénos in 1982, of Gyulai's Vordsmarty Mihdly in 1985, and of Horvath's
Petéfi Sandor in 1989 may well suggest a conscious and conscientious return,
in a changing political climate, to the naive traditions we have been outlining
in these last three chapters.

All traditions are, however, of their nature the results of exclusion and
omission; and this is no less true of the popular-national or national-classicist
tradition projected by the likes of Gyulai, Riedl and Horvith and modified -
politically and aesthetically - by more recent literary historians such as Istvan
Sotér, Antal Wéber and Istvin Fenyd. What this emphasis on the popular-
national tradition in 19th century Hungarian literature has always been
inclined to repress are the continuities - fundamentally European in character
- between the late 18th century sentimental moment we described in Chapters
Two and Three and the various coherently Romantic initiatives which can be
identified in Hungarian literature during the course of the following century.
It is to a consideration of a number of these "repressed” continuities that I
shall now turn.
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Chapter Seven

Repressed Romanticism

In a short article published in Szépirodalmi Szemle in 1847, Janos Erdélyi
proposed an ingenious characterisation of Romanticism, the implications of
which were to have a lasting effect on the connotations of the term in
Hungarian literary history. Erdélyi's pragmatic definition of Romanticism is
based on an attempt to "implicate” the etymology of the term within his own
popular-national ideology. His point of departure is the assumption that the
term "romance” initially denoted the new vernacular languages devired from
Latin which had already developed their own nationally specific
characteristics:

ez a kifejezés: "romai nyelv" hazai nyelvet jelente mindenitt, azaz midén a

francia, spanyol, portugil és olasz rémai nyelviinek mondotta magét, értette

alatta 6non (romaibol) hazaiva lett nyelvét, a mint aztin késobb mindegyik
téredékfaj elémenvén a mivelddésben, sajit forma és idom alatt nemzetté

alakult és lett az, a mi.!

Associating romance literatures with the activity of translation through the

verb "romancear” (ie. romancar, enromancier, romanz), Erdélyi comments:
Romance szerint beszélni egy jelentésii volt az érthetd, vildgos eldadassal, mi
hazai nyelven kégzclheté csak, mikép nyelviinkben a "magyaraz" ige is azon
értelmét fejezi ki.

Turning to the concept of Romanticism itself, Erdélyi is able to conclude that;
A romanticzizmushoz tehit megkivantatik a hazaisig, népiesség, mint annak
elsé alapja és anyaga, melybél ahhoz-ahhoz képest kifejlodjék a nemzeti
kéllégzet a killénbdzd népek jelleme és idoma szerint s a kor lelkének ihletése
utan.

Janos Erdélyi, Valami a romanticzizmusrél, in Tanulmanyok, Budapest, 1890,
p-501.

2 Erdélyi, p.501.
*  Erdélyi, p.502.



REPRESSED ROMANTICISM 209

To this interpretation of Romanticism Erdélyi opposes what he sees as the
"nem valddi romantika" of the likes of Chateaubriand, Victor Hugo, and
Lamartine, characterised by a certain "nehéz-nyavalyds modor" which
"epileptikus gorcsokben vonaglik végig sok vizenyds novelldn."* In contrast to
what he proposes as "authentic” Romanticism, whose essential constituents
are "hazisig, nemzeti sajitsagok”,’ Erdélyi defines this second variant as a
contemptible and inherently foreign "szé-romantika”, closing his essay with
the following unequivocal rejection:

Ezt a szb-romantikat gytlsljik mi s 6hajtunk irodalmunknak a le%inkébb elaradt

francia és minden idegen befolyastél minél el6bbi felszabadulast.

Erdélyi's direct and exclusive equation of the Romantic with the national
and the popular continues to play a key role in most characterisations of
Hungarian Romanticism today. Since the publication of the first extensive
study of this theme, Gyula Farkas's A magyar romantika, in 1930, it scems to
have been generally accepted that the first phase of Romanticism in Hungary
is characterised by a preoccupation with national historicism, while the
second phase involves the politically motivated "discovery" of folk poetry.
Thus the Hungarian literary historian G. B. Németh has recently claimed that:

As a general rule Romanticism in its first phase meant the birth or revival of a

national consciousness and a sense of national identity, in the second an
. . . . 7
increasingly democratic process for the national culture [...]

while Istvan S6tér would argue that: "the special relationship with folk poetry
can be regarded as the most significant mark of Romanticism."® In this way
the concept of Romanticism has on the whole been subsumed under the
broader literary historical category of the popular-national or national-
classicist tradition in a manner of which Erdélyi would almost certainly have
approved.

*  Erdélyi, p.502.
5 Erdélyi, p.502.
§  Erdélyi, p.503.
Ed. Tibor Klaniczay, A History of Hungarian Literature, Budapest, 1984, p.213.

Istvan Sotér, The Dilemma of Literary Science, p.179. See also Istvan Fenyd
Haza és emberiség, Budapest, 1983: "A romantika aramaban viragzott fel
irodalmunkban a népiesség" p.35; "a népiesség szerves része nilunk a
romantikdnak” p.37, and Karoly Horvath A romantika, Budapest, 1965: "A
romantika kiemelked6 vonasa a népkoltészet felfedezése” p.47.
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Such an unequivocal equation of Romanticism with nationalism,
historicism and, above all, literary populism is, however, highly problematic.
Even if one is prepared to accept an essentially pluralistic approach to
national "Romanticisms" of the type promoted most famously by A. O.
Lovejoy,” it remains hard to conceive of a notion of the Romantic which does
not foreground as one of its key, determining constituents the central role of
the individual, creative imagination. This crucial constituent has, as we have
seen, very little to do with the poetics of Hungarian literary populism, which
seeks above all to establish and reproduce a stable and collective literary code
based on an essentially closed set of common values, idioms and experiences.
If, as I have attempted to show, Hungarian literary populism represents a
naive resolution to the dilemma of sentimental alienation, its aspirations can
hardly be reconciled with those of European Romanticism in its very different
response to the same crisis. Where Hungarian literary populism identifies
with an already given world of discourse, value and experience, the Romantic
writer strives to forge a new and highly individual world after the fashion of
his own creative vision or imagination. The basis of literary populism as
articulated by the likes of Kolcsey and Erdélyi is still the collective imitation
of the real; the essence of Romanticism, on the other hand, is the individual
imagination of the ideal. Where aspects of folk culture do play a part in the
Romantic formation, their function - as we saw in the case of Wordsworth's
Lyrical Ballads - is not primarily the promotion of national character. Thus,
when Novalis proposes the Mdrchen as "der Kanon der Poesie” and claims
that "alles Poetische muss mérchenhaft sein"!® his reasons for doing so have
little to do with Gorres's conception of folk poetry as "der 4chte innere Geist
des deutschen Volkes". As Novalis explains:

Ein Mirchen ist eigentlich wie ein Traumbild ohne Zusammenhang, eine

Ensemble wunderbarer Dinge und Begebenheiten, zB. eine musikalische
Fantasie, die harmonischen Folgen einer Aolsharfe - die Natur selbst."'

Romanticism is, by virtue of both its original etymology and its theoretical
history since the end of the 18th century, an inherently supra-national term.
While it is legitimate and important to identify local differences in the

S A O Lovejoy, On the Discrimination of Romanticisms, in PMLA, 29, (1924),

pp.229-53.

Novalis, Das allgemeine Broullion 1798-9, in Gesammelte Werke, ed. Carl
Seelig, Zurich, 1945, vol IV, p.165.

' Novalis, p.172.
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development of Romanticism in individual national cultures, it is equally
crucial to establish a set of common characteristics without which any use of
the term is ultimately meaningless. As one of the few literary historians to
have pursued a consistently comparative approach to the question of
Hungarian Romanticism has recently argued:

Lehet azzal érvelni, hogy nemzeti romantikinknak fSleg olyan jellegzetességei

vannak, amelyek megkiuilénboztetik mas romantikaktol - ez azonban floslegessé
tenné maganak a fogalomnak a hasznalatat."

The most productive basis for a coherent comparative characterisation of
European Romanticism remains René Wellek's well-know proposal of three
determining criteria in his seminal essay of 1949, The Concept of
Romanticism: "imagination for the view of poetry, nature for the view of the
world, and symbol and myth for poetic style."!® In a retrospective article
published some seventeen years later with the title Romanticism Re-examined,
Wellek returns to this characterisation after considering the debate it initially
provoked and the results of subsequent research. Wellek concludes his
account of recent studies of Romanticism with the following suggestion of
consensus:

In these studies, however diverse in method and emphasis, a convincing

agreement has been reached: they all see the implication of imagination,

symbol, myth and organic nature, and see it as part of the great endeavor to

overcome the split between subject and object, the self and the world, the
conscious and the unconscious.'*

I accept - and shall in what follows largely adopt - the terms of this consensus
as the practical and productive foundations for a minimal working definition
of Romanticism, and only wish at this stage to add two further points of
emphasis before going on to consider Hungarian developments in the light of
such a definition. My first point concerns the relationship between the
Romantic formation and the sentimental structure of feeling, while my second
concerns two crucial consequences of the Romantic endeavour to resolve the
sentimental dilemma.

Mihily Szegedy-Maszik, A magyar irodalmi romantika sajdtsdgai in Ars
Hungarica (1987, pp.21-29).

Reprinted in René Wellek, Concepts of Criticism, Yale, 1963, p.161.
M Wellek, p.220.
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A particularly revealing and relevant articulation of both the continuities
and the differences between the sentimental and Romantic moments can be
found in the first coherent attempt in the history of Hungarian criticism to
rehearse a number of the central arguments of Schiller's Uber naive und
sentimentalische Dichtung, J6zsef Teleki's pioneering essay of 1818, 4 régi és
uf koltés kulombségeirdl. While many of the key terms of Teleki's opposition
between the ancient (Hellenic) and the modern (Christian) are directly
reminiscent of Schiller, several other emphases already suggest an attempt to
articulate a new cultural moment and draw upon the critical discourses of
Jean Paul Richter and A. W. Schlegel. Thus ancient poetry is characterised by
"egyszeriség" and "természetesség"; its mode is "tdrgyas (objektiv)”, and its
inspiration is taken from living, present reality ("él6 jelenvalosag"). Modern
poetry, on the other hand, "a természettdl mind jobban-jobban eltavozvan, az
idedlok orszidgiban elveszti magat"; its mode is primarily "személyes
(subjektiv)".!* While the coupling of simplicity and naturalness, idcalism and
distance from nature, appears to have been taken directly from Schiller,
Teleki attributes his use of the terms "objektiv" and "subjektiv” to, "among
others”, Jean Paul.'® The new theoretical context in which Teleki is writing in
1818 helps to explain why he ultimately rejects as "erroneous” Schiller's use
of the term "sentimentalisch" - which Teleki translates, anticipating the
pejorative connotations it was to have for most of his century, as
"érzékenykedd” - and replaces it with the term "romdntos”.!’

Thoughout the essay, Teleki's characterisation of modern poetry has more
in common with Romantic theory than with Schiller's - by then perhaps
already anachronistic - description of the sentimental dilemma. Thus, for
example, Teleki stresses the centrality of the concept of the imagination in
modern ("romdntos") poetry. Where the ancients would describe in their
poetry "amit lattak, tapasztaltak, éreztek",

mi ellenben magunknak elészor képzeletinkben egy 0j, a jelenval6tol egészen

kitlonbdzd koltdi vildgot formalunk, s azt adjuk eld, amit ebben latnank,

tapasztalnank és éreznénk.'®

Jozsef Teleki, A régi és iy koltés killombségeirdl, reprinted in A magyar kritika
évszdzadai, ed. Istvan Sotér, 2-3 Iranyok, vol 1, pp.12-13.

6 Teleki, p.13.
7 Teleki, p.14.
8 Teleki, p.13.
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While the ancients started out from nature and living reality, "az Gjabbak
pedig egyediil képzetek altal inditnak".!® Teleki also draws attention to the
distinctively Romantic quest to find “similitude in dissimilitude"
(Wordsworth) and to unify, or fuse, the real with the ideal. The modern poet,
he suggests, is no longer content to merely imitate the variety and specificity
of his natural (and local) environment, but seeks "a kiilonbségesnek romantos
egyesiilését, egybeolvadasat."®

It is perhaps worth pausing at this point to consider what Teleki sees as the
determining historical basis of this new "roméntos" poetry. Like Kolcsey,
Teleki interprets the idealism of modern poetry as a product of the new
attitude to human and natural reality brought about by the advent, ascendancy
and ultimate hegemony of Christianity in Europe: "A keresztény religyid
tAmadisival az emberi elem gondolkozdsa modjidban szomyd valtozis
tortént."? The Christian faith provided mankind with a higher, indeed the
highest possible, reality ("fo valésag") in place of the immediately
apprehensible "¢16 jelenvalésag” of the ancients:

Ezen f6 valésdghoz - mely a testiségiink altal kortlirt szoros lathataron kiviil
esik - a szelid Jézus mennyei tanitisai segitségével egyszer felemelkedvén, a
vakmerd emberi nem minden gondolataiban az emberiséget elhagyni
batorkodott, s merészen a foldieken felyil emelkedett.??

Teleki then proceeds to relate this new Christian ideal to the prevalent
subjectivity of modern poetry:

A Kkeresztény vallas némely killsd, a teremtohdz vald tisztelet jeleivel nem
elégedik meg, mint a gorogské, hanem az egész belsd embert a
legészrevehetetlenebb  mozdulatjaiban magénak  tulajdonitotta. A 6
kereszténynek legfobb kotelessége a maga személyességét megvizsgalni, minden
cselekedeteit, érzeményeit s gondolatait lelki esmeretének biré itélete ala vetni.
fgy a kereszténység 4ltal az emberi nem a killsé térgyak fo tekintetétdl
elvonattatvan, a maguk megesmerésére, a személyesség kifejtésére vezéreltetett.
fgy eredett a keresztény koltésbe egy bizonyos személyesség, melyrdl mar feljebb
is szdlottunk mint a romantossag egyik, megkildnboztetd jelérdl, a gérog koltés
targyassaganak ellenkezdjérol.”

19 Teleki, p.13.
®  Teleki, p.15.
2 Teleki, p.15.
2 Teleki, p.15.
B Teleki, p.16.
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Because the modern poet attempts to reach beyond the objective and the
worldly into the realm of the subjective and the spiritual, his poetry will be
both more emotional and more ephemeral. In the new "romdntos kéltés": "az
érzemények [...] er0sebbek, a fantdzia testetlenebb, a gondolat
foghatatlanabb."? Here Teleki is undoubtedly drawing - almost to the extent
of direct quotation - from A. W. Schlehel's description of modern poetry in his
Vorlesungen tiber dramatische Kunst und Literatur: "Das Gefiihl ist im
Ganzen bei den Neueren inniger, die Phantasie unkérperlicher, der Gedanke
beschaulicher geworden."®
This - albeit unacknowledged - allusion to the younger Schlegel is highly
significant in the context of Teleki's evaluation of Christianity’s influence on
the character of modern poetry. For, unlike Kélcsey whose source had been
the Herder of the Ideen, Teleki does not interpret the rise of Christianity in
Europe as a threat to national specificity and identity, but rather as the basis
for a new and progressive idealism. He accepts with Schlegel that the "héhere
Weisheit" of Christianity has taught us that
die Menschheit habe durch eine grosse Verirrung die ihr urspringligh
bestimmte Stelle eingebiisst, und die ganze Bestimmung ihres irdischen Daseins
sei, dahin zuriickzustreben, welches sie jedoch, sich selbst Uberlassen, nicht
vergmoge.”
For all his nostalgia for the simplicity and naturalness of Hellenic culture,
Teleki (like Schlegel, but unlike Kélcsey) sees Romantic poetry as both a
historical necessity and as the poetry of the future:
Hogy az emlitetteken kivil, az djabb koltés romantossdganak eldmozditasan,
Oregbitésén a szdzadok szdma is nem kevéssé munkalkodik, kétségen kiviil valo
dolog. Amint az emberi nem megélemedett korahoz naprol napra kozelit, s
jobban kimiveltetik, éppen gy lathatoképpen mind jobban-jobban eltavozik a
természetiségtdl, az idedlok kiterjedett orszigiban, 4lmodozisaiban s

fellengzéseiben elveszti magit. Méltan elmondhatni tehat, hogy a koltésnek
iddjartaval mindég még inkabb romantosnak kell lennie.?

In addition to the new and Romantic stress on imagination, unification and
idealism, Teleki's A régi és az iy koltés kilombségeirél also suggests one

M Teleki, p.15.

In A. W. Schlegel, Kritische Schriften, vol V, ed. Edgar Lohner, Stuttgart, 1966,
p-26.

% A.W. Schlegel, p.25.
7 Teleki, p.16.
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further discontinuity between the sentimental and Romantic approaches to
modern poetry and its objects. Teleki insists on differentiating between moral
and aesthetic beauty: "A szép [...] az fzlés tudomdnydban vett értelemben [...]
az erkolcsi széptél nagyon kiillombozik".® Although Teleki admittedly only
makes this point parenthetically and does not seem to recognise the full extent
of its implications, the distinction is, in literary historical terms, a none the
less crucial one. While for the sentimental writer beauty is synonymous with
virtue, for the Romantic writer it is synonymous with fruth. The latter
emphasis is, of course, the axiom of Keats's Ode on a Grecian Urn, and also
informs - to cite only two further examples - Shelley's statement in the
Defence of Poetry that "to be a poet is to apprehend the true and the
beautiful",” and Novalis's related claims that "nur ein Kiinstler kann den
Sinn des Lebens erraten”, and that "Je poetischer, je wahrer."® If the terms of
sentimental discourse are the sings of moral character, those of Romantic
writing are the scars of an epistemological struggle for meaning and truth.

The most crucial discontinuity between the sentimental and the Romantic
which can be abstracted from Teleki's essay, however, lies in his recognition
of the Romantic quest for "egyesiilés" or "egybeolvadas”. All "modern" (as
opposed to ancient) poctry starts out from the experience of alienation brought
about by man's "fall" from nature, but where the sentimental poct can only
foreground this alicnation, the Romantic poet attempts to transcend it. In his
essay on Kolcsey, Antal Szerb describes this difference in terms of activity
and passivity.

A szentimentalis teljesen passziv csodavaris. Eppen ebben kilonbozik a

romantikus hangulattol, mely szintén vagy, banat és reménytelenség 6sszetettje.

De a rglmantikus belsd célkitlizésében aktiv, a romantikus vagya a végtelenbe
tor [...]

B Teleki, p-11.

»  In Shelley Complete Works, ed. Roger Ingpen and Walter E. Peck, vol VIII,

London, 1930, p.111.

Novalis Gesammelte Werke, vol 1II, p.60 and p.141. See also Wordsworth's
Preface to the Lyrical Ballads in Poetical Works, ed. Thomas Hutchinson,
Oxford, 1978: "Poetry is the most philosophic of all writing [...] its object is
truth". p.737, and Keats, Letters, ed. M. B. Forman, Oxford, 1952: "What the
Imagination seizes as reality must be truth" p.67.

3 In Antal Szerb, Gondolatok a konyvtdrban, p.41.
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While the sentimental poet reproduces his experience of the object world as
essentially beyond his grasp - through a discourse of obscurity, loss, solitude,
otherness, homelessness and aimlessness - the Romantic poet strives to
reappropriate this lost world by recreating it in his own image. Both face - as
the essential material of, and challenge to, their poetry - the same series of
ontological dualisms or oppositions: subject and object, man and nature, self
and society, throught and language, language and reality, art and life. But
where the sentimental writer tends to elevate only one side of these dualisms -
subjectivity and reflection over perception and imitation, style over content,
art over reality, etc - the Romantic artist attempts to negate, by uniting, them.
In the words of the younger Schlegel:
Das griechische Ideal der Menschheit war vollkommene Eintracht und
Ebenmass aller Krifte, natiirliche Harmonie. Die Neueren hingegen sind zum
Bewusstsein der inneren Entzweiung gekommen, welche ein solches Ideal
unmdglich macht;, daher ist das Streben ihrer Poesie, diese beiden Welten,

zwischen denen wir uns geteilt fiihlen, die geistige und sinnliche, miteinander
auszusshnen und unauflsslich zu verschmelzen.*

The same notion of unification or fusion informs Coleridge's concept of the
Romantic imagination. For Coleridge, the Romantic poet:

diffuses a tone and spirit of unity, that blends, and (as it were) fuses, each into
each, by that synthetic and magical power to which we have exclusively
appropriated the name of imagination. This power [...] reveals itself in the
balance or reconciliation of opposite or discordant qualities: of sameness, with
difference; of the general, with the concrete; the idea, with the image; the
individual with the representative; the sense of novelty and freshness, with old
and familiar objects; a more than usual state of emotion, with more than usual
order; judgement ever awake and steady self-possession, with enthusiasm and
feeling profound or vehement; and while it blends and harmonizes the natural
and the artificial, still subordinates art to nature |[...]**

Or in the still more exalted formulation of Novalis:

Das Individuum lebt im Ganzen und das Ganze im Individuum. Durch Poesie
ensteht die hochste Sympathie und Koaktivitat, die innigste Gemeinschaft des
Endlichen und Unendlichen.>

32 A.W. Schlegel, p.26.

3 Samuel Taylor Coleridge, Biographia Literaria, ed. J. Shaweross, London, 1965,

vol I, p.12.
3 Novalis, p.23.
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As Wellek recognises in The Concept of Romanticism, the Romantic
attempt to "overcome the split between subject and object” was ultimately
"doomed to failure”.** What Wellek does not stress, however, is that the
Romantics themselves were often only too aware of the ultimate vanity of
their endeavours, and this awareness played a crucial part in their attitudes
towards the nature and significance of not only their works, but also of the life
of man as a whole. A. W. Schlegel, for example, was convinced that the new
idealism inspired by the Christian search for the infinite would inevitably
awaken the foreboding "die in allen gefithlvollen Herzen schlummert" that:

wir nach einer hier unerreichbaren Gluckseligkeit trachten, dass kein &usserer

Gegenstand jemals unse Seele ganz wird erfiillen kénnen, dass aller Genuss

eine fliichtige Tduschung ist. Und wenn nun die Seele, gleischsam unter den

Trauerweiden der Verbannung ruhend, ihr Verlangen nach der fremd

gewordenen Heimat ausatmet, was andres kann der Grundton ihrer Lieder sein
als Schwermut?*

Fichte expresses a similar notion of the unattainability of the ideal in terms of
man's (Romantic) struggle to conquer the irrational:
To master the irrational, to govern it freely according to its own laws is the
ultimate purpose of humanity. This purpose is quite unattainable and must
forever remain so if man is not to cease being human and to become divine. But

he can and must approach this goal;, hence the never-ending approach to this
goal is the true destiny of humanity.*

Insofar as the Romantic artist recognises his ultimate goal - to reunite subject
and object through the re-creation of the world according to the vision of his
own imagination - to be unattainable, his approach to both his art and to
reality will be determined by one (or occasionally by a combination) of two
types of Romantic disposition: the tragic and the ironic. In the case of the
tragic Romantic type, the project of the writer will be analogous to that of the
new species of hero he brings into being. Like his own heroes - Faust,
Prometheus, Manfred, Childe Harold or even Napoleon - the Romantic artist
can never fully conquer the world through imagination. The imposition of his
vision on the world, however masterfully sustained within the confines of his
art, can only ever be the product of an illusion: a symptom of his alienation,
rather than its ultimate resolution. The divinity to which he aspires - the

3 Wellek, p.221.
¥ A.W. Schlegel, p.25.

3 Cited in Oscar Walzel, German Romanticism, New York, 1965, p4l.



218 CHAPTER SEVEN

divine power of Creation and divine knowledge of Absolute Truth - lies
eternally beyond his reach, and every effort he makes to attain it, every
metaphor that seeks to sustian the illusion of a fusion of the ideal with the
real, is a reflection of the tragic condition he strives in vain to transcend.

The Romantic ironist, on the other hand, while starting out from the same
awareness of the vanity of human aspirations, scoffs at the pretensions of the
Romantic hero from the outset. For him the world is not a tragic conflict, but
a "melancholy jest". The ultimate self-image of the Romantic ironist is the
anti-hero: Byron's Don Juan, Pushkin's Fugene Onegin, Arany's Bolond Isték.
Romantic irony does not resolve the predicament of man's alienation, but
renders it comic, tolerable and even, to a degree, governable. The Romantic
ironist appears as the complete master of his text; he interrupts his own
narrative, distorts it, mutilates it, even destroys it as he pleases. If he cannot
aspire to the divine, he can at least avoid the pitfalls of illusion. For his irony
represents the power of knowledge; in Friedrich Schlegel's phrase: "Ironie ist
klares Bewusstscin der ewigen Agilitit des unendlich vollen Chaos."*®

The most impressive and consummate instance of the tragic Romantic type
in 19th century Hungarian literature is Mihdly Voérosmarty, and I shall
consider the role of tragedy in his poetry in some detail later in this chapter.
While Romantic irony played a considerably more important and widespread
role in the development pf 19th century Hungarian literature, its influence can
be felt primarily in the period between the defeat of the revolution and War of
Independence in 1849 and the Ausgleich of 1867, which lies beyond the
immediate concerns of this study. In addition to its role in the poetry of Arany
(outlined briefly in Chapter Six), the other most accomplished and engaging
achievements of Romantic irony in the post-revolutionaly period are Imre
Madach's drama Az ember fragédidja (1861) and the novels of Zsigmond
Kemény. ¥

If Vorésmarty is the only major writer in the period under discussion in
this study whose work may, without continual qualification, be called
"Romantic" in the broadly European sense of that term outlined above, certain
aspects of his Romanticism are not without precedent, both theoretical and
practical, in the development of the national literature after 1772. Without
attempting to suggest the foundations for, or indeed even the possibility of, a

% Friedrich Schlegel, Werke in zwei Banden Berlin, and Weimar, 1980, vol I, p.271.

¥ For an excellent study of Romantic irony in Hungarian literature, see Mihaly

Szegedy-Maszak, "Romantic Irony in Nineteenth Century Hungarian Literature”
in Romantic Irony, ed. Frederick Garber, Budapest, 1988, pp.204-24.
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developmental history of "Hungarian Romanticism", it will be useful to
consider the emergence of a number of key Romantic concepts in Hungarian
literature - in particular that of a new concept of the imagination - before
turning our attention to Vérosmarty himself.

The first Hungarian writer to develop a coherent theory of the imagination
as something more than the "power of visualization" (Wellek) it had signified
for most of the 18th century, and as a concept crucial to the essence of
"poetic" creation, is Adam Horvath. His remarkable Psychologia (written in
1789 and publiched in 1792) is one of the most fascinating philosophical
works of the Hungarian literary renewal at the end of the 18th century. It is
considerably more original, and also more profound, than many of the
discursive works of Gyoérgy Bessenyei, generally considered the most
significant writer of philosophical prose in Hungarian during this period.

Horvith devotes two chapters (numbers II "A képzd és érzd tehetségrol”
and III "A képzelddo tehetségrdl, 's annak gyakorldsarol") to a discerning and
elaborately differentiated examination of increasingly abstract forms of
perception, cognition and imagination. Perception itself, Horvath argues,
consists of three parts: first, the "objektum”, defined as "a' dolog mellyet a'
Képzésben, Perceptioban a' Lélek képez maganak"; secondly, "a' kép idea
mellynek formal magdnak a' Lélek a' képzet dologrél; and thirdly, "a'
megtudis (képzés) cognitio, melly mir a' Lélek nem szenvedd Passiva
allapotja, hanem valosagos munkalodisa."*

Horvith's next step is to differentiate between "képzés (cognitio)" and
"képzelés (imaginatio)":

A KepzeLES, Imaginatio, a' Léleknek az a' munkdja, mellyel valamelly téliink

tavoly 1évd, de mar képzett dolgot Gijonnan képez.

At this stage in his exposition, Horvath has added little to the conventional
18th century sense of the imagination as a faculty which, in the words of Dr
Johnson, "selects ideas from the treasures of remembrance.”* Horvath goes
on, however, to propose a further distinction which extends well beyond the
neoclassical concept of the imagination and anticipates the Romantic view.
For Horvéth not only distinguishes between "kép” (idea), "képzés" (cognition)

“ Adam Horvath, Psychologia, Pest, 1792, p.15.
4l Horvath, p-26.
2 Cited in René Wellek, 4 History of Modern Criticism, vol 1, p.96.
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and "képzelés” (imagination), but also between "képzelés" and "képzelddés
(phantasia)". This last term is used to signify the essence of poetic creation:
A' képzelodéstol figg az embernek elméjének, az a' szép, de néha rossz munkaja
is, mellyet kolteménynek vagy taldlmanynak, vagy inkabb a szd eredete szerént
koltésnek nevezzitnk. Véagynak képzeléstink sok féle idedkrol, mellyeket az elsd
képzéskori figyelmezés nem enged el-felejtentink. Ha osztin ezeket a' képzelés
Imaginatio altal tjra eld-hordjuk; és kozilok ollyanokat rakgatunk 6szve,
mellyeket soha Oszve-ragasztva, vagy ollyanokat véalasztunk el egymaéstdl,
mellyeket az elétt el-valasztva nem képzeltink, az a Kolté Tehetség. ™

Each of Horvith's abstractions from the initial root "kép" - formed in each
case by introducing an additional formative suffix - suggests a further stage of
remove and independence from the object. If both "képzés" and "képzelés" are
still based in the neoclassical imitation of nature or reality, Horvath's highest
term, "képzelodés”, which is most closely associated with poetic talent ("k61to
tchetség"), involves the creation of a new order of images which has hitherto
never existed in such a form or combination in the real world. In this way,
Horvath's concept of "képzelddés (phantasia)" anticipates Wordsworth's
characterisation of the Romantic imagination in his Preface to the 1815
edition of the Lyrical Ballads:
Imagination [...] has no reference to images that are merely a faithful copy,
existing in the mind, of absent objects; but is a word of higher import, denoting
operations of the mind upon those objects, and processes of creation or of
composition [...]*
In the Romantic theory of both Wordsworth and Horvath, imagination and
originality replace imitation and taste as the key terms of poetic activity.
Horvath's gradatory exposition of perception, cognition and imagination
also demonstrates an awareness, unparalleled in its day, of the possibilities of
Hungarian as a language for discursive prose. While in Latin, Horvath argues,
such closely related concepts as "idea", "perceptio”, "imaginatio" and
"phantasia” are expressed through terms which are morphologically
unrelated,
a' magyar ugyan azon eredésii szokkal, az el-nevezett dolgok természetéhez-
képest ki tehet igy: kép, képzés, képzelés, képzelddés.®

This leads Horvath to the following conclusion:

Horvith, p.40.
4 Wordsworth, Poetical Works, p.753.
S Horvéth, p.27.
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Ezekbél a' nevezetekbdl ki tetszik, melly alkalmatos volna a' Magyar nyelv, az

illyen felséges tudoméanynak el6 ad4sra, ha a' Nemzet hozz4 szokna a' hoz, hogy

a' maga eldtt nagyon ismeretes szokkal, mellynek azonban némelly ¢l-nevezett

dolognak valosigat néha még jobban ki fejezik, mint a' mds Nemzetek'

elnevezései, haszonra élni neki szokna. ¥

It is at once remarkable and symptomatic that Horvith's Psychologia has
been completely ignored by historians of Hungarian literature. The most
comprehensive bibliography of Hungarian literature to date, 4 magyar
irodalomtorténet bibliogrdfidgja,” contains only one item relating to the work,
an essay entitled 4 magyar nyelvii psycholdgiai irodalom kezdete published in
a collection of psychological studies in 1967, which makes little more than
perfunctory reference to Horvath, Like the major literary histories of Ferenc
Toldy, Jend Pintér and Antal Szerb, the Hungarian Academy's latest multi-
volume A magyar irodalom torténete makes only passing reference to
Horvith's text, giving absolutely no idea of its character or of the material it
contains. All these histories focus above all on Horvath's extensive collection
of folk songs, O és Uj mintegy Otodfélszdz énekek (completed in 1813, but
first published in 1953}, and "place” Horvith, together with Dugonics and
Gvadanyi, in the context of 18th century Hungarian Traditionalism. Not only
his Psychologia, but also his popular verse astronomy, Legrovidebb Nydri
E‘jtszaka (1791), and his sentimental novel, A felfedezett titok (which is not
even mentioned in A magyar irodalom torténete) have been generally
ignored. Of these works, Psychologia is undoubtedly the most remarkable,
and its complete neglect surely figures as one of the most bizarre and
regrettable casualties of the inevitably selective popular-national tradition in
Hungarian letters.

One important writer who did seem to have read and appreciated Horvath's
Psychologia was Csokonai, who celebrates the work in his ode to its author of
1792. Horvath's concept of "képzelddés” as the faculty of creating new worlds
of objects and combinations plays a crucial part in Csokonai's attitude to the
function of poetry. In A Magdnossdghoz, for example, the poet is represented
as one who appears:

% Horvath, p.27.

T A magyar irodalomtorténet bibliogrdfidja 1772-1849, vol 1I, ed. G. Kokay,

Budapest, 1975.
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Mint a sebes villam setétes éjjel;
Midén teremt 1) dolgokat
S a semmibé] 4j vilagokat.®
As Kolcsey would differentiate between the "poéta" and the "versificator" in
his evaluation of Berzsenyi's poetry, so Csokonai - some two decades earlier -
would distinguish between "verscsinilds" and "poézis". Where Kolcsey
associates the "poéta” with the ideal, however, Csokonai associates "poézis"
with imagination as an activity which "a gondolatoknak, a képzel6désnek, a
tiznek természetében, és mindezeknek fololtoztetésében all".* Csokonai's
dynamic concept of poetry has little in common with the neoclassical
"imitation of nature”, but is concerned with a creative, life-giving, spiritual
power: "A poésis 1élek, amely elevenit." For Csokonai, the task of poetry -
indeed of art in general - is to create new worlds. As he states in the
introduction to the comic epic Dorottya, vagyis a ddmdk diadalma a
Jarsangon (1798):
Minden szép tudomanyoknak és mesterségeknek, jelesben a poézisnak is, fo
végek az amulas (Tauschung), ha tudni illik eleven és természeti eléadasunkkal
az olvasé, szemléld vagy hallgatd képzelddését annyira elamithatjuk, hogy azt a
mi koltott scéninkba vagy indulatunkba, mint valamelly U vilagba, a maga
redlis situatiabol altalvarazsolhatjuk.®
The means Csokonai employs in his poetry to transport the reader into
such "new worlds" also suggest a certain continuity with Hotvath's
characterisation of "képzel6dés" as the activity of forging new, original and
unfamiliar combinations of conventionally unrelated images and ideas. Thus
Csokonai's own unvonventional juxtaposition of images often takes the form
of synaesthesia - a concept which, if as yet unnamed, was central to the
Romantic "unification of the senses" - as in A Magdnosséghoz:

A lenge Hold halkan vilagositja
A szbke bikkfak oldalat [...]*

More frequently, however, such juxtapositions are used to foreground the
specificity, individuality and uniqueness of a particular emotion, such as "vig

Csokonai, Minden munkdja: Versek, Budapest, 1981, p.412.
Csokonai, Minden munkdja: Szépprézai miivek, Budapest, 1981, p.279.
Csokonai, Szépprozai miivek, p.280.

St Csokonai, Versek, p-425.

2 Csokonai, Versek, p4ll.
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borzadis" (Az ember a poésis elsé targya), "vad unalom"” (O, unalom! vad
unalom/) or "vidam melancholia" (4z estve).

Considering the degree to which the vast stylistic range of Csokonai's
writing and the theoretical breadth of his reading make his oeuvre as a whole
so hard to classify, it is not, of course, surprising that we are able to identify
aspects of his poetry which anticipate Romanticism. Most of Csokonai's more
profound and accomplished poems are, however - as I argued in Chapter
Three - ultimately informed by the sentimental structure of feeling and the
experience of alienation it articulates. In spite of the privileged place afforded
in his work to a Romantic concept of the imagination, Csokonai's own poetry
rarely ventures beyond the reproduction of this experience towards the
Romantic illusion of its resolution through the creation of a coherent world of
individual vision.

The situation is already substantially different with the poetry of Daniel
Berzsenyi (1776-1836), who may also be regarded as a highly significant - if
in this respect generally ignored - pioneer of Romantic theory in Hungarian
literature. Like Horvath, Berzsenyi starts out from an essentially gradatory
concept of the imagination. In his often somewhat eccentric, but none the less
unduly neglected, treatise entitled Poétai harmonistika (1832), for example,
he distinguishes between "képzeld erd" (the power or faculty of imagining)
and "képzbszellem" (the spirit of imagination), seeing - with Jean Paul - the
former as no more than the "prose" of the latter. For Berzsenyi, the highest
form of imagination is the "transcendental" (as opposed to immediately
empirical or perceptual) process by which "a képzelet képeit modositani, el- €s
sszerakni tudjuk." This process he refers to, again with Horvath, as koltés
(presumably with the original sense of the Greek poiesis in mind), and
explains its meaning in distinctly Romantic terms:

[a] koltés mar oly szabad munkéssiga a léleknek, mely mar a kiilvilag és

képzelet képeivel meg nem elégszik, hanem azon folillemelkedik, s azokat 6n-

nézetei szerint moédositani s ) alakokka formalni igyekszik, kovetkezdleg a

kiilvilagon és annak benyomasain uralkodni s igy kélteni - idealizilni akar. Ez

tehat mar oly létszere a poétai léleknek, mely nyilvan a teremtd és képzd
osztonbdl foly. ™
As for Wordsworth, poetry implies a fusion of perception and creation. The
poet does not merely imitate nature, he conquers and idealises it according to

%3 Berzsenyi, Poetai harmonistika, in Déniel Berzsenyi, Osszes miivei, Budapest,

1968, p.308.
34 Berzsenyi, p.309.
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his own inner vision. In this way, poetry may be seen as the continuation of
the great work of Creation:
a képzoszellem nem egyéb [...] mint a teremtés 6rokké folyé munkajanak
gyonyorben 6ltézott folytatdja, mint valami isteni kéz minden iranylatit
gyonydmek o6rok folyamava bijolja, s gyonydr altal vezeti lelklinket legfobb

célainkra, az élettokélyre és életterjesztésre, ezek altal pedig legfobb gydnytrre
és boldogsagra.>®

Berzsenyi is thus led to an essentially religious interpretation of the function
of the poetic imagination highly characteristic of Romantic theory:
mi a leglelkibb poétai szép, mint az erénybdl folyoé lelki szépnek s az
istenérzetbdl folyo isteni szépnek harmonids kozéplete vagy szép religio {...] a
képzoszellem oly isteni tulajdona az emberiségnek, mely nemcsak egész foldi
életinket megszebbiteni, s azaltal boldogitani O6szténéz benninket, de
egyszersmind dsztone valami szebb életnek és religionak.*

In this Berzsenyi comes closc to Novalis's conclusion that: "Der echte Dichter
ist [...] immer Priester, so wie der echte Priester immer Dichter geblieben. "’

In his embittered, but often deeply penetrating response to Kolcsey's
critical evaluation of his poetry, Eszrevételek Kolcsey Recensisjdra (1825),
Berzsenyi consciously equates his concept of the imagination with the
historical moment of Romanticism. The context of this association is
Berzsenyi's defence of such "exalted" phrases as "dithyrambok lingkore" and
"gbztorlatok alpesi” which Kolcsey had rejected as "dagalyos” (grandiloquent,
flatulent). Berzsenyi argues in reply that such phrases should be secen as no
more than "az exaltalt képzelddés exaltalt képei” insofar as:

mikor a képzelddés annyira felmagasztaltatik, hogy az embert orkannak,

istennek és villamnak nézi, mar akkor semmi koz-képet nem tir, s a
legmerészebbnek szemléletére el van készitve,.*®

According to Berzsenyi, poetic ideas and diction necessarily change in the
course of history; thus the role of terms like "nimbusz, Idngkor,
csillagkorona” is "a romantikaban csak az, ami volt a hellenikdban a koszori

55 Berzsenyi, p.297.

Berzsenyi, pp.297-8.
57 Novalis, vol II, p-4l.
Berzsenyi, p.191.
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[...]"® The new poetic diction of Romanticism in an inevitable consequence of

our changing image of the world:
Igy kell a romantikénak egész stiljarél itélntink, mert valamint valtoztak az
idedk, aszerint kellett valtozni az egész koltdi szellemnek és nyelvnek, sot igy
kell azoknak valtozniok minden eredeti koltdnél, mert minden Yj
vilagszemlélettel 0j idedknak, 1j idedknak, 0j szellemnek s 1Uj nyelvnek
harménidja sziletik, s ahol ez nem szilletik, ott eredeti sincs. Ugyanazért a
kolt6i nyelvet nem a hellenikdéhoz, annyival inkabb pedig nem a magunkéhoz
méregetve kell megitélnink, hanem leginkdbb az 4j s individudlis szellem
természete szerint.%

By the time Berzsenyi comes to formulate his Poétai harmonistika some
seven years later, he no longer consciously associates his poetic theory with
the "individual spirit" of Romanticism, and his allusions are almost without
exception to Hellenic, as opposed to "modern”, culture. The key terms of his
poetics, however, remain no less "modern” and Romantic in emphasis and
implication. This is particularly true of the central concept of his treatise,
harmonia, which is informed throughout by a fundamentally Romantic
preoccupation with ideas of fusion, integration, and unification. The quest for
unity and wholeness already informs Berzsenyi's revealing morphological
(mis)interpretation of the Hungarian term for beautiful, "szép": "szi-ép, azaz
sz6-6p, szép egész."® Berzsenyi's subsequent definition of the beautiful has
much in common with the pursuit of "unity in diversity" promoted by the likes
of Schlegel, Novalis, Wordsworth, Coleridge and Shelley: "a sz€p annyi, mint
a harmoénias kiilsnféleség - harmoénids kiilonféleségh egész".* Insofar as the
aim of poetry is the attainment or realisation of the beautiful, Berzsenyi goes
on to argue, poetic form must represent the most complete harmonisation of
the various faculties of the human soul: "Poétai forma az, melyben minden
lelki er6k harménias emeltségben vagynak."® For this reason, the discourse
of the poet is not only more "harmonious” than that of the philosopher, in
which reason alone plays a privileged role, but is also inherently "higher" and

Berzsenyi, p.191.

Berzsenyi, p.191.

¢ Berzsenyi, p.289.

2 Berzsenyi, p.289. Berzsenyi goes on, however, to reject the phrase "egység a

kitlonfélekben”, laying his own emphasis on the agreement, rather than absolute
unity, of the parts.

#  Berzsenyi, p.299.
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more "complete”. After all, Berzsenyi claims, "a poéta filozofussa tud lenni,
de a filozofus poétiva nem emelkedhetik. "

As well as constituting a fusion of both perception and creation, and art
and philosophy, Berzsenyi's Romantic concept of poetic form also proposes
the harmonisation of the natural and the artifical, the naive and the
sentimental, the subjective and the objective, the real and the ideal:

a valodi koltészetek nem csupa személyes és targyas, hanem személyesb és
targyasb osztalyokra vdlnak; mert igy azon kétféle szinek kdzépletét teszik fel.

fgy a dolog a naiv és szentimentalis, a természetes és idealis osztalyokkal is.
Mert itt is kell mondanunk, hogy a poézis nem csupa természetes és idealis;
hanem ezeknek harmonias kézéplete, mely természetesb és idedlosb szinekre
oszolhat ugyan, de nem csupa természetesre és idealosra.%®

In "a valédi koltészet”, as in the concept of the beautiful itself, the natural and
the ideal are inseparable because, as Berzsenyi claims in an earlier draft of
Poétai harmonistika. "a szép annyi, mint idealizilt természet, azaz az
idealnak és természetnek harmoénidja és harménias kézépszere [...J"%
Berzsenyi's indefatigable pursuit of unity and harmony also leads him to
the familiar Romantic emphasis on the "mingling of forms and genres" which
already finds expression in Friedrich Schlegel's pioneering Athenaum
Fragment No. 116, where it is seen as part of the destiny of Romantic poetry
"alle getrennte Gattungen der Poesie wieder zu vereinigen”.” In a section of
Poétai harmonistika devoted to the forms of poetry ("Koltészeti formak"),
Berzsenyi accepts the three fundamental generic categories of classical poetics
- epic, lyric and dramatic - but goes on to argue that
a legfobb koltészet nem csupa lira, nem csupa drama és eposz, hanem ezeknek
harmoénias vegyiileti kézéplete; oly kozéplet, mely a lirai muzsikat, dramai
szobrozatot és eposzi festményt egy alakban egyesitvén, mindezen koltészeti
szépnek kozonét és legfobbjét alakitja. %

Berzsenyi, p.299.

$  Berzsenyi, p.317.

Poétai  harmonistika, "Harmadik fogalmazas (Toredékek)" (1828-31), in
Berzsenyi, p.546.

Friedrich Schlegel, Kritische Ausgabe, vol 1I, ed. Hans Eichner, Miinnich, 1967,
p.182.

67

Berzsenyi, p.324.
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From the point of view of Berzsenyi's own poetic practice, the most
important aspect of harmonisation or unification foregrounded in his
theoretical work is almost certainly his emphasis on the unity of thought and
language, thought and image. The best illustration of this can be found in
Eszrevételek Kolcsey Recensidjara, where Berzsenyi takes issue with
Kolcsey's charge that his poetry is rich in language, but poor in thought. For
Berzsenyi, such a claim ammounts to nothing less than a contradiction in
terms:

vajon Osszeegyeztethetd-¢ az, hogy a poéta a poétai kitételekben gazdag, a poétai

gondolatokban ellenben szegény legyen, holott ez a ketté egy? Mert a poétai

expressiock mik egyebek, mint megtestestilt poétai érzelmek és gondolatok?

Innét mondja Jean Paul, hogy a stil nem egyéb, mint maga az ember és a lélek

legtitkosabb sajatsagainak mdsodik, hajlékony teste, s innét mondja Luden,

hogy a beszéd nem egyéb, mint maga a lélek, az & legeszkiztelenebb
megjelenésében.”

Poetic language, therefore, can never be a matter of the mere naming of

objects or the mere statement of thoughts. It is for precisely this reason that

Berzsenyi at this point distances his poetic method from that of the poet with

whom he is still most readily associated in Hungarian literary history, Horace:
Horac névszerint hivja az istencket Glycera Larariumaba, én pedig azokat
jelképeiben hivom, s ez poétaibb hivas, mint amaz [...] Hordc megelégszik a
hivassal, de én messzebb is terjeszkedem [...] mindeniitt festve, nem pedig
mondva van a gondolat, mely nem hibaja, hanem 0 charaktere a poézisnak.

Among the most accomplished realisations of this principle in Berzsenyi's
own verse are the poems Levéltoredék baratnémhoz and A kozelité tél, both
written between the years 1804 and 1808. The concerns of Levéltoredék
bardtnémhoz are overtly "painterly”, as Berzsenyi himself proposes in the
opening line of the second stanza: "Lefestem sziiretem estvéli orait". The
object of Berzsenyi's "painting", however, is not primarily the mimetic
reproduction of an evening scence, but the metaphorical evocation of an inner
state:

[...] Agg diofam alatt tiizemet gerjesztem
i,eplembe burkolva koénySkemre dilok,

Kano6com pislogo langjait szemlélem,
A képzelet égi dlmaba merilok,

% Berzsenyi, p.205.
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228 CHAPTER SEVEN

S egy szebb lelki vilag szent 6rait élem.

Az 8szi bogdrnak busong6 hangjai
Felkoltik lelkemnek minden érzéseit,
S az emlékezetnek repdezd szimyai
Visszahozzak éltem eltiint 6romeit.

Eletem képe ez [...)"

The world of Berzsenyi's poctic imagination is not only "egy szebb lelki
vilag", but also a world in which subject and object, thought and language, are
inseparable. The images of the ancient oak, the fire the poet attempts to
kindle and the flickering flame of the candle he observes, lead a double, yet
indivisible, life. We do not question the "objectivity" of the scene they
represent, but nor can we at the same time fail to recognise that they are also
the embodiment of a highly personal and spiritual reflection: "Eletem képe
ez." It is impossible to abstract from the poem a hierarchy of perception and
reflection, image and thought, object and subject. Rather than employing
devices like the markers of simile to name the contiguity of inner and outer
worlds, Berzsenyi offers a series of images in which such a dichotomy is
already in solution. The "repdezd szirnyai" of memory, for example, are no
more than an extension of "az &szibogdrnak buasongdé hangjai". The
relationship between the two images is not one of pictura to sententia, for the
image is already the thought and the thought already the image: "mindeniitt
Jestve, nem pedig mondva van a gondolat.”

This type of harmony is still more effectively achieved in A4 kozelitd tél
where the whole poem reads as an (unstated) metaphor for the poet's inner
experience of mortality and mutability. Unlike Abraham Barcsay's treatment
of the same theme in A4 télnek kozelgetése (1774), where the description of
winter's approach leads the poet to a philosophical conclusion about the
transitoriness of human life expressed on a didactic and nonmetaphorical
level, Berzsenyi's poem refuses to make a final distiction between the "tenors”
and "vehicles" of his metaphors. Berzsenyi slides from the description of
nature to the description of the self without any interruption of the
metaphorical intensity of the poem:

Lassanként koszonim bimbaja elvirit,
Itt hagy szép tavaszom: még alig izleli

" Berzsenyi, p.80.
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Nektarjat ajakam, még alig illettem

Egy-két zsenge viragait.”
Berzsenyi originally entitled the poem Osz, and it was Kazinczy who
suggested the title by which the poem has been known ever since. In either
case the poem evokes a tension between the explicitly descriptive suggestion
of its title and the more ambiguously evocative emplications of the text itself.
The tension is, of course, never resolved in the poem, and Autumn remains
throughout a metaphor in which the worlds of subject and object, the life of
man and the eternal laws of nature, are inextricably fused. In this way 4
kozelité tél finds its proper place among the great Autumn poems of the
Romantics, such as Keats's Ode fo Autumn, Lamarting's L' Automne and
Eichendorf's Herbstweh.

One further comparative context for Berzsenyi's poetry is suggested by
Szerb, who, in an essay of 1929 entitled Az ihletett kolts, speaks of "a
Berzsenyivel olyannyira rokon Holderlin".” Szerb highlights as the basis for
this comparison an essential homology in the two poets' elevated use of
metaphor. He compares, for example, Berzsenyi's distinctive metaphor for
poetry in what was probably his last poem, A poézis hajdan és most.

A szent poézis néma hattyu
S hallgat 6rokre hideg vizekben™

with the following famous lines from Holderlin's Halfte des Lebens:

TIhr holden Schwiine
Und trunken von Kiissen

Trunkt ihr das Haupt
Ins heiligniichterne Wasser.”

To this one might add as a further, and perhaps more convincing, basis for a
comparison between Berzsenyi and Holderlin the integral role of classical
(and above all Hellenic) allusion in their verse. In both cases their apparent
"classicism” has less to do with the measured and imitative neoclassicist
poetics of the 18th century than with the more individual and visionary

7 Berzsenyi, p.81.

> In Antal Szerb, Gondolatok a konyvtdrban, p.292.

74 Berzsenyi, p.144.

I Quoted from Friedrich Hélderlin, Edward Morike: Selected Poems, ed.
Christopher Middleton, Chicago, 1972, p.72.
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Romantic Hellenism which informs much of the work of Byron, Shelley and
Keats. This is not, of course, to deny that the single most important influence
on Berzsenyi's prosody was the (Latin, if in inspiration no less Hellenic) verse
of Horace, but rather to suggest that the consciously "modern”, and implicitly
Romantic, theoretical context through which this influence is mediated takes
us way beyond the classicism with Berzsenyi's work has conventionally been
associated.

The nature of Berzsenyi's reputation in Hungarian literary history was, for
most of the 19th century, determined by the failure of his critics to appreciate
the Romantic, metaphorical discourse of his finest poetry and the equally
Romantic implications of his literary theoretical prose. Kélcsey, who would go
on to attack both the effects of Romantic (modern, Christian) poetry on
national character in Nemzeti hagyomdnyok and the irrationalism of
Romantic philosophy in his essays on mesmerism and animal magnetism,”®
saw in Berzsenyi's "exaltdlt képzelodésnek exaltlt képei" little more than
turgid affectation working against the interests of meaning. He is still able -
as we saw in Chapter Four - to identify with Berzsenyi's idealism and
subjectivism, but is entirely disorientated in the unfamiliar and highly
individual world of Berzsenyi's poctic imagination. In this way Kolcsey's essay
itself serves as a revealing indication of the boundaries between the
sentimental and Romantic moments.

Erdélyi, in his evaluation of Berzsenyi's poetry, retains many of Kolcsey's
reservations, but - writing in 1847 - is able to approach the "Hungarian
Horace" from a more coherently elaborated popular-national position. Like
Kolcsey, Erdélyi reproaches Berzsenyi for what he sees as semantically
redundant grandiloquence ("gadalyossig"), and (again like Kélcsey) returns
to an implicit distinction between thought and language: "Berzsenyi idegen
volt gondolatokban, de miénk a nyelvben."”’ While Erdélyi identifies Horace
as the main source of the foreignness of Berzsenyi's thought, he also suggests
that the poet's "festd koltészete” is largely the product of (regrettable) German
influences. To this aspect of Berzsenyi's poetry, Erdélyi makes the following
passing objection:

Mit tartsunk mi altaldban e koltési fajrol, talan elmondjuk maéskor

terjedelmesen, itt csak annyit jegyziink fel, hogy az még akkor is, ha teljesen

" Kolcsey, Levelek a mesmerizmusrol (1823), Az dllati magnetizmus nyomairél a

régiségben (1828).

" Erdélyi, Berzsenyi Ddniel (1847), in Palydk és palmdk, Budapest, 1886, p.68.
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sikerill, nem egyéb masodrangusagnal, "zu welchem wenig oder gar kein Genie

gehort" (Lessing).”™
Erdélyi's criticism of Berzsenyi is also informed by his attitude to the "nehéz-
nyavalyas modor" of what he calls "szo-romantika” in his Valami a
romanticizmusrél - written in the same year as the Berzsenyi essay - or what
he refers to as "szilaj romantika”, azaz a mivészictlen szabadsig" in his
Vorosmarty essay of 18457 It is for this reason that he is unable to
understand Berzsenyi's juxtaposition, in his reply to Kélcsey, of a defence of
Romanticism with a rejection of "goth izléstelenség”. How can it be, Erdélyi
asks, that "Berzsenyinek tetszett a romantica s nem a goth izlés" when:

semmi sincs oly mély, oly igaz, magit meg nem hazudtolé 6sszekottetésben,

mint e két tineménye az 4j idék miivészetének.*®
The answer to Erdélyi's question is that his conception of the Romantic
(insofar as it is dectermined, like that of Kolcsey, primarily by the
preconceptions of the popular-national ideology) is drastically limited and
distorted.

The triumph of the literary ideology promoted by the likes of Kélcsey and
Erdélyi, with its implicit rejection of the threat of "modern”, "Christian"
poctry to the integrity of national traditions, ultimately ensured that
Berzsenyi's poetry would remain - for all the magnanimous and unanimous
deference afforded to its impeccable craftsmanship - essentially alien and
problematic to the key legislators of national taste for the rest of the century.
Arany's brief comments on Berzsenyi's pocms in his Iskolai jegyzetek are
characteristic of this uneasy combination of somewhat routine deference with
the received wisdom of Kélcsey's censure: "A nyelv, dikcié benniik merész,
barha egyes helyek nem mentek a dagalytl."®! In the criticism of Gyulai and
Riedl, Berzsenyi's work occupies the still more disturbing space of a
conspiruous silence, and it is only with Janos Horvath's penetrating study Egy
Jfejezet a magyar irodalom izlés torténetébdl: Berzsenyi Ddniel (1924) that
Berzsenyi first receives serious critical attention - and, what is more, as an
essentially Romantic poet - from a champion of Hungarian "national
classicism”.

" Erdélyi, p.80.
" Erdélyi, p.162.
8 Erdélyi, p.86.

8 Janos Arany, Osszes miivei, vol X, ed. Dezsd Keresztury, Budapest, 1962, p.517.
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The one major Hungarian poet in the first half of the 19th century who was
able fully to appreciate, and indeed build upon, Berzsenyi's achievement was
Mihaly Vérésmarty. While Erdélyi would complain in 1847 that Berzsenyi

nem elégszik meg a természet s az élet tulajdonainak tudisaval [...] hanem a

legkozonebb (egyetemesb) életjelenetekre, a vilag egészére megy 4t.%

Vorésmarty had, in his Berzsenyi emlékezete written some ten years before,
treated such ambitions as inherent virtues:

Az ihletettnek ajkair6l dicsdn

Kelt a merész dal, meghalada porat

A lomha foldnek s fellegen til
A napot és nap urét koszonté.®

Vorosmarty makes few claims to our attention as a Romantic theorist. Most
of his critical oeuvre is made up of highly uneven theatre reviews, where the
emphasis mostly falls on problems of performance rather than on abstract
questions of aesthetics and literary theory. The foundations of a Romantic
concept of the imagination do, however, find expression quite early in his
poetry, as, for example, in the opening stanzas of Tindérvolgy (1825):

Mit tudtok ti hamar halandé emberek,
Ha langképzelodés nem jatszik veletek?
Az nyit menyorszagot, poklot eldttetek:
Belenéztek melyen, s elamul lelketek.

En is oly dalt mondok, vilag hallatra
Melynek égen, f5ldon ne legyen hatira
Amit fiil nem hallott, a szem meg nem jéra,
Azt én irva lelem lelkem asztalara.

A similar challenge is proposed by the opening lines of his next epic poem,
the unfinished A Délsziget (1826):
Messze maradjatok el, nagy messze ti hitlenek innen!

Nincs kedvem sem idém mindennapi dolgokat imi:
Ujat irok, nagyot is, kedvest is, rettenetest is [...]*

Erdélyi, p.102.

Mihély Vérssmarty, Osszes miivei, ed. Karoly Horvath and Dezsé Téth, vol 11,
Budapest, 1960, p.216.

Vorgsmarty, vol V, p.29.
Vorésmarty, vol V, p.57.
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It is the richly metaphorical language Vérésmarty develops is order to bring
this "great", "new" and "terrible" world of imagination into being which
makes him not only the true successor of Berzsenyi, but also the most
remarkable representative in 19th Hungarian verse of the Romantic
endeavour to restore the "lost” unity of subject and object, thought and
language, self and world. In Vorésmarty's great later lyrics, for example, it is
impossible to identify a final referent or "world of objects" existing
independently of, or somehow "behind” the language of the text. The central
signifiers in poems like Eldszé (1850) or A vén czigany (1851) do not
function primarily as substitutes for a finally knowable, retrievable sct of
signifieds, but rather evoke or activate a chain of other signifiers; the text is
presented as a world unto itself.

Elész6, for example, proposes a progression in time (Spring, Winter,
Spring) as a deterioration in value, where the closing image of Spring
reinterprets the already metaphorical significance of the opening image.
Spring in the first section of the poem serves as a metaphor not only for the
festival of nature ("iinnepre fordult a természet"), but also for youth, hope and
- read in the context of the tempest which follows - for the confident and
conscientious diligence of the Age of Reform. In the intensely symbolic return
of Spring in the closing section of the poem, however, the season is
represented in a new metaphorical light which distorts and undermines the
implications of the original metaphor:

Majd eljon a hajfodrész, a tavasz,

S az agg fold tin vendéghajat veszen,
Viragok barsonyaba 6ltozik.

Uveg szemén a fagy fslengedend,

S illattal elkenddzstt arczain

J6 kedvet és ifjusagot hazud:
Kérdjétek akkor ezt a vén kaczért,
Hové tevé boldogtalan fiait?*

The object (or "tenor") of the second Spring metaphor is not so much Spring
itself as the Spring metaphor of the first section of the poem. This graduation
to a second stage of metaphorical remove takes us beyond the realm of
representation into the world of creative imagination. The poet ventures out
into a world of natural, social, historical referents and conventional discursive
associations (Spring as youth, energy, hope, etc) which have an existence
prior to, and independent of, his intervention, then goes on to appropriate

8 Vérosmarty, vol I, p.180.
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them by recreating them as the unique manifestations of his own individual
vision.

In the same way, the tempest evoked in the central section of the poem
serves to transform the objective reality of war and revolution to which the
poet is subjected into the visionary creation of the subject himself:

A vész kitort. Vérfagylalo keze
Emberfejekkel lapdazott az égre,
Emberszivekben diltak labai.
Lélekzetétdl meghervadt az élet,

A szellemnek vilaga kialutt

S az elsotétult égnek arczain

Vad fénynyel a villamok rajzoltak le
Az ellenséges istenek haragjat.

Es folyén folyvast orditott a vész,
Mint egy veszette bdsziilt szérnyeteg.
A merre jart, irtéztaté nyomaban
Szétszaggatott népeknek atkai
Sohajtanak fel csonthalmok kozsl;
Es a nyomor gyamoltalan fejét
Elhamvadt varosokra fekteti.

Most tél van és csend és ho és halal.¥’

The project of the Romantic poet, as tragic hero, is to transform the
experience of subjectivity from one of (alienated, sentimental) subjection into
one of (heroic, Romantic) agency.

The range of meanings activated by the tempest metaphor in the central
section of Eldsz6 is rendered still more complex and subjective by the equally
polyvalent role the metaphor plays in several of Vér6smarty's other major
poems. The tempest figures, for example, as a metaphor for strength and
struggle in Az é16 szobor (1841);

Oldodjatok ti megkaviilt tagok,

Szakad) fel dult keblembdl, oh séhaj!

Légy mint a foldrenditd é&ji vész

Btél haragtol terhes és szilaj.®®
for the death of the Romantic hero in Vildgzaj (1841), written to
commemorate the funeral of Nepoleon:

Megmozdult egy sir, s vele mozgani kezde a tenger
Os koronaival a fSldteke ingadozott;

Vérosmarty, vol III, pp.179-80.
8  Vorosmarty, vol III. p.24.
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S ujra dith, harcz s mind a mi viszaly rettent vala egykor,
Szaggattak a kor emberiség kebelét,

Ujra felallt a nép osztozni vildgokon, és a

Béke deriilt arczan at vihar arnya repillt.

Honnan e zaj és honnan e vész? A harczok uranak
Holttestét vitték altal a tengercken.®

for the vanity of human struggles and ambitions, expressed in almost
Nietzschean terms in Gondolatok a kényvtdrban (1844):
[...] Ixion
Bosziilt vihartol Gzott kerekén
Orvény nyomorban, vég nélkiil kereng6k.*®
and in Az emberek (1846):

Hallgassatok, ne szbljon a dal,

Most a vilag beszél,

S megfagynak forr6 szarnyaikkal

A zapor és a szél,

Konnyzapor, mellyet banat hajt,

Sz¢l, mellyet embersziv sohajt.

Hiaba minden: szellem, biin, erény;

Nincsen remény!®!
and finally for a type of (albeit highly ambiguous) catharsis throughout 4 vén
czigdny. In this last poem, whose addressee may be read as the poet himself,
the tempest metaphor also has crucial implications for Vérdsmarty's attitude
to his own poetry:

Véred forrjon mint az 6rvény arja,

Rendiiljon meg a veld agyadban,

Szemed égjen mint az Ustokss lang,

Hurod zengjen vésznél szilajabban,
Es keményen mint a jég verése.

It is, of course, highly significant that Voérosmarty should associate this
tempest metaphor with the epitome of the Romantic hero, Napoleon, by whom
the poet was fascinated throughout his career. In 1829, for example, he began
to translate Barthelmey and Mery's epic Napoleon en Egypte, and four years

Vérosmarty, vol III, p.24.

Vorosmarty, vol I1I, p.101.
' Vorssmarty, vol I, p.145.
% Vordsmarty, vol I, p.194.
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later composed his own epigram to Napoleon which - in contrast to
Berzsenyi's far more critical ode Napoleonhoz (1814) - refuses to condemn the
boundless ambition of the fallen emperor;

Nagy volt 6 s nagysiga miatt megd6inie kellett;

Eg és fold egyarant tortek elejteni 6t:

Tirni nagyobbat irigy 16n a saralkati ember,

S tiimi hasonlét nem birtak az istenek is.

(Napoleon)™

Vorésmarty also planned to write a drama about Napoleon - of which only one
preliminary sketch has survived - and it has been suggested that the figure of
the Prince in Csongor és Tinde may have been written with the tragic fate of
Bonaparte in mind.> In 1839, Ferenc Toldy presented Vordsmarty - as well as
himself and Bajza - with an empty diary in which to record his thoughts on
any important experiences or events in his life. Vérésmarty only filled two
pages of this diary, and both are concerned with the possibility of the dramatic
represention of Napoleon as a tragic hero. The roots of Vordsmarty's
fascination with Napoleon seem to lie in an implicit analogy - on a
metaphorical and probably quite uncoscious level - between the aspirations of
the two figures as Romantic heroes. According to Vorosmarty, Napoleon
"czélja a legfobb, mi ember 4ltal elérhetd: vildguralkodas".® The poet's own
endeavour to create a new world in the image of what the finds "written on the
tables of [his] soul", and over which he has complete power, represents a
hardly less Napoleonic ambition.

As Vorosmarty's epigram suggests, Napoleon's tragedy lay not in the
emperor's weakness, but in his greatness. The tragic fate of human ambition
is, for Véroésmarty, a matter of historical and existential necessity; tragedy is
not merely an aspect, but the essential condition of human existence. If there
is any meaning, nobility or grace to be obtained through human struggle, it
will only be realised through the experience of tragedy. This is the ultimate
message of Gondolatok a konyvtarban, whose logic is highly reminiscent of
Fichte's meditation on man's attempt to conquer the irrational cited earlier in
this chapter:

% Vorosmarty, vol II, p.118.

*  See, for example, Jozsef Turoczy-Trostler, in Magyar Tudomdnyos Akadémia

Nyelv- és Irodalomtudomdnyi Osztdalydanak Kozleményei, vol VI, Budapest, 1955,
pp.288-9.

% Vorssmarty, vol II, p.347.
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Es még is - még is faradozni kell {...]
Rakjuk le, hangyaszorgalommal, a mit
Agyunk az ihletett 6rdkban teremt.

S ha 8sszehordtunk minden kis kovet,
Epitstik egy Gjabb kor Babalét,

Mig olly magas lesz, mint a csillagok.
S ha majd benéztiink a menny ajtajan
Kihallhatok az angyalok zenéjét,

Es foldi vérank minden csepjei
Magas gyonydmek langjatol heviiltek,
Menjiink szét mint a régi nemzetek,
Es kezdjiink jra timi és tanulni [...]
Mi dolgunk a vilagon? kiizdeni

Erdnk szerint a lenemesbekért.*

A preoccupation with tragedy, defeat and decay informs the greater part of
Vorosmarty's major poetry at every stage in his carecer. It can already be
indentified in the peculiar emphasis of Zaldn futdsa, which, paradoxically for
a work celebrated as the first major poetic monument to the glories of the
Hungarian Conquest, lives up to the promise of its title in its preoccupation
with the tragedy of the defeated Zalan rather than the glory of the victorious
Arpad.

Several of Vordsmarty's other longer narrative poems are informed by a
relatedly tragic sense of the incommensurability of human actions and desires
with the impenetrable laws of destiny. Thus in Tindérvolgy (1825) Csaba
slays Dongore to win the fair maiden Jeve, only to find his victory rendered
meaningless by the fact that Jeve, after being mortally wounded by Dongore's
spear during the contest, is transported to fairyland. When at last Csaba finds
his sweethart in the "valley of the fairies” he no longer recognises her. In 4
két szomszédvar (1832), Tihamér's full-scale revenge on the family and
household of Kaldor, the lord of the "neighbouring castle", proves still more
meaningless. After finally - and unintentionally - causing the death of
Kaldor's beautiful daughter, Enikd, Tihamér finds himself perpetually
haunted by her image in his sleep until "mint vad, melynek fekvét folverte
vadaszeb, / A vadon életnek ment bolygani tomkelegében".” In A Délsziget
(1826) the young hero Hadadur discovers a beautiful girl on an island where
his "straying boat" has been carried by the sea. As soon as the young lovers
kiss, however, the island parts beneath them and they are separated forever.

% Vorosmarty, vol III. pp.103-4.
7 Vorosmarty, vol V, p.243.
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The nature of human desire - as Vordsmarty would also suggest in the early
lyric poem Foldi menny (1825) or in the later Késd vagy (1839) - is inherently
and tragically ungratifiable. The same logic also informs the epic 4 Rom
(1830), whose hero is granted three wishes by the deity of an ancient ruin, but
still cannot find happiness and vainly yearns for a fourth wish. Vérosmarty's
thoughts on the tragedy of human desire are made still more explicit in the
drama Csongor és Tiinde, written one year later in 1831. Meeting the three
travellers (the Merchant, the Prince and the Scholar) for a second time, after
they have all returned disillusioned from their respective quests for wealth,
power and wisdom, Csongor is left to conclude: "Elérhetetlen vagy az
emberé".®

Vorosmarty's tragic vision even tends to penetrate poems in which, either
generically or thematically, it would seem to have no place. A particularly
revealing example of this is Szézat (1836), Vorésmarty's famous call to the
nation for unshakable loyalty which, when set to music by Béni Egressy,
became Hungary's "second national anthem". Here, the structure of the poem
seems to contradict the very object of its appeal. Thus the hope expressed by
the negative relative clauses which open stanzas eight and nine ("Az nem
lehet") is far outweighed by the positive vision of tragedy by which they are
followed. Similarly, while the "jobb kor" anticipated in stanza ten is described
in the space of a mere three lines, the evocation of its tragic alternative, "a
nagyszerd halal", is not only twice as long, but also far more consistent with
the series of images of historical disaster and defeat by which it is preceded.

A related emphasis is suggested by the two instances of syntactically
modified repetition in the poem. Thus the shift from "még joni kell, még j6ni
fog" in stanza ten to "Vagy joni fog, ha joni kell” in stanza eleven, actually
changes our reading of the keyword "kell" (must). In the first instance, "kell"
expresses the heartfelt desire of the speaker, while in the second it suggests a
necessity beyond the speaker's control. It is perhaps worth noting that "kell"
also appears with the same emphasis at the end of two other lines in the poem
- at the end of the second and closing stanzas - where in both instances it is
preceded by the word "halnod”.

The second important variation concerns both the syntax and the lexis of
the first and penultimate stanzas:

HazAdnak renduletlenil
Légy hive, oh magyar,
Bolcsdd az s majdan sirod is,

% Vorosmarty, Kolt6i mitvei, vol II, Budapest, 1981, p.551.
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Melly apol s eltakar.
Légy hive rendiiletleniil
Hazadnak, oh magyar,
Ez éltetdd, s ha elbukal,

Hantjaval ez takar.”

After the predominantly bleak and harrowing images of the intervening
eleven stanzas, the new urgency - if not desperation - evoked by situating the
verb in the focal position at the beginning of the stanza surely testifies to the
force and magnitude of the historical process the nation is being called upon
to resist. The modulation which occurs in the lines which follow also
corroborates this emphasis. The equilibrium of positive and negative elements
in the second stanza (bolcséd/sirod; apol/eltakar) is disrupted in the
penultimate stanza, where the notion of "dpolas" (cultivation, nursing,
cherishing) is replaced by an extension of the image of "eltakards"” (covering -
here, with the earth of the grave), directly related to the image of the
"nagyszeri halal".!®

This preoccupation with the tragic prospect of the "death of the nation"
(nemzethalal) was, of course, highly characteristic of Hungarian letters during
the Age of Reform, and there arc aspects of Vorosmarty's approach to
questions of national tragedy which quite clearly owe much to their time and
context. This approach seems to consist of three discrete emphases.'® First,
the spectre of a great national defeat or disaster is represented in terms of the
nation's inner weakness, or tragic flaw. It is this concept of national tragedy
which already informs Bar6ti-Szabd's Egy led6lt didfahoz (1790), Berzsenyi's
A magyarokhoz ("Romlasnak indult..." 1810) and Kolcsey's great Zrinyi
poems of the 1830s (Zrinyi dala, Zrinyi masodik énekej. Its most powerful
expression in Vordsmarty's poetry is undoubtedly Orszdghdza (1846) inspired
in part by the reluctance of the Hungarian aristocracy to support the building

Vérosmarty, Osszes miivei, vol I, pp.210-11.

Vordsmarty"s predilection for images of tragedy and decay also makes its
presence felt in his "populist" poems, written mainly between the years of 1828
and 1830. Perhaps the most striking example of this is 4 puszta csdrda (1829),
which reads as a kind of antidote to Orczy's A Bugaci csdrddnak tiszteletére.

%' My treatment of ideas of national tragedy in Vorosmarty's poetry owes much to -

while also extending, modifying and taking issue with - some of the central
premises of Mihély Szegedy-Maszik's essay A kozmikus tragédia romantikus
latomasa reprinted in his Vilagkeép és stilus, Budapest, 1980.
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of a new parliament in Pest, and in part by the example of the Galician
peasant uprising which broke out in February of 1846. The uprising -
encouraged by Vienna as a means to supress the rebellious, liberal Polish
nobility - demonstrated both the need for political unity across all classes of
society, and the catastrophe in which the failure to secure such unity could
result. It is the combination of these two contemporary events which form the
wider political context of Vérosmarty's angry outburst against the lack of
unity in his own nation:

Nincsen egy szd

Osszehangzd

Honfiaknak ajakérol,

Nincsen egy tett

Az egygyé lett

Nemzet élete f4jarol.'”

The once sacred name of the homeland is now no more than a vile curse:

Neve: szolgalj s ne lass bért.
Neve: adj pénzt és ne tudd mért.
Neve: halj meg mads javéért.
Neve szégyen, neve atok:

Ezzé lett magyar hazatok.'™

A second and rather different approach to the prospect of the death of the
nation is developed in Szézat, where the nation is depicted struggling bravely
and unitedly through centuries of oppression and defeat. Here the "nagyszeri
haldl" is not the slow death of internal degeneration evoked so powerfully by
Berzsenyi, but a sudden, sweeping and total defeat, presumably at the hands
of a foreign power. As suggested earliner, however, the sense of historical
necessity which pervades the form of the poem seems to imply an irresistible
process of tragic decline whose logic extends way beyond the contingencies
and pragmatics of "foreign affairs”. In this way Szozat already anticipates the
third and most original aspect of Vérosmarty's approach to the spectre of
national tragedy which finds its fullest expression in his lyrics of the 1840s
and 50s. For the fact that Szdzat closes with a return to its initial point of
departure (its second and closing stanzas are identical) only foregrounds the
tension between the object of its appeal - that the nation should change the
course of its tragic history - and the structure of its vision. It is the same

122 Vorssmarty, vol III, p.148.
1% Vorosmarty, vol I, p.148.
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suggestion of a tragic return - this time as an unambignuous loss of value -
which, as we have seen, informs the vision of national tragedy portrayed in
Elgsz6 in the very real context of historical defeat. For Vorsmarty, the logic
of history is cyclic and circular, rather than linear and teleological.

1t is this logic which takes us beyond the widespread concern with national
tragedy characteristic of the Age of Reform to a more individual
preoccupation with the tragic nature of human existence itself. The rejection
of the enlightened ideal of human progress and perfectibility identifiable in
Gondolatok a konyvtdrban:

Ez hat a sors és nincs vég semmiben?

Nincs és nem is lesz, mig a fold ki nem hal
S meg nem kévillnek ¢18 fiai [...]'*!

plays a crucial role in Vérdsmarty's mature poetry from Csongor és Tiinde
(1831) to A vén czigany (1854). A particularly powerful example of this can
be seen in the poet's most intense and embittered poetic response to the
universal human significance of the Galician catastrophe, Az emberek (1846).
Here, the despairing refrain repeated at the end of all seven stanzas evokes an
irresistible sense of eternal recurrence:

Az ember f4j a fSldnek; olly sok

Harcz- s békeév utan

S testvérgytilolési atok

Viragzik homlokan;

S midon azt hinndk, hogy tanul,

Nagyobb biint forral alnokul.

Az emberfaj sarkanyfog-vetemény:

Nincsen remény! nincsen remény!

Vorosmarty's rejection of a teleological interpretation of human existence
and history also extends his tragic vision to one final and more abstract
dimension. For the tragic denial of direction and ultimate fulfilment in the life
of the individual, the nation and mankind as a whole is also reproduced in the
world of nature. Decay ("enyészet") and the perpetual return to origins are the
clemental and eternal laws of the cosmos. This is the conclusion Vordsmarty
reaches in the great monologue of the spirit of Night in Csongor és Tiinde:

A Mind enyész, és végsé romjain
A szép vilag borongva hamvad el;

194 yorosmarty, vol III, p.103.
165 yorosmarty, vol III, p.147.
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Es ahol kezdve volt, ott vége lesz:
Sotét és semmi lesznek: én leszek,
Kietlen, csendes, 1ény nem lakta Ej.'%

It is also the ultimate message of Eldsz6, in which the "second coming" of
Spring signifiecs not development, but regression and death. Growth and
renewal are treated with intense irony as no more than the artifice of a
"hajfodrasz" and the lies of a "vén kaczér".

The situation is similar, if finally more complex, in 4 vén czigdny, one of
Vorosmarty's very last poems. Here too, Vorosmarty stresses the circularity
and directionlessness of human existence:

Mindig igy volt e vilagi élet,

Egyszer fazott, masszor langgal égett;'"’
and speaks of human life in terms of "Prométheusznak halhatatlan kinja".!®
And here too Vérésmarty goes on to raise this vision of human tragedy to a
higher cosmic dimension:

A vak csillag, ez a nyomorult fold,
Hadd forogjon keserti levében [...]'®

These last two lines, however, are followed by an altogether less familiar
suggestion of the possibility of a type of purification or catharsis:

S annyi biin, szenny s abrandok dithétol,

Tisztuljon meg a vihar hevében,

Es hadd jsjjon el Noé barkdja,

Mely egy 6j vilagot zAr magéba.''®
This suggestion of catharsis and its development in the closing stanza of the
pocm has led most commentators to interpret A vén czigdny as a final
expression of hope and faith in life. The overall effect of the poem is,
however, considerably more ambiguous than is generally recognised. First,
there is the problem of the refrain. After the opening six lines of the sixth
stanza quoted above, the reader might reasonably expect some modification to

1% Mihaly Verssmarty, Koltéi mivei, vol I, Budapest, 1981, p.541.
Vorosmarty, Osszes miivei, vol TII, pp.193-4.

1% Vérosmarty, vol III, p.195.

1% Vérosmarty, vol I, p.195.

1o Voérésmarty, vol I, p.195.
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the weary and resigned tone of the refrain which has closed every stanza up to
this point:

Hizd, ki tudja meddig huzhatod,

Mikor lesz a nyiitt vondbol bot,

Sziv és pohar tele baval, borral,

Hiizd r4 czigany, ne gondolj a gonddal.!!

No such modification is offered in stanza six, and the effect of yet another
reiteration of resignation inevitably qualifies our response to the prospect of
the desired catharsis. When the refrain is finally modified in the seventh and
closing stanza of the poem, the new inflexion is of enormous significance.
The closing line of the poem, for example, reads: "Hizd, s ne gondolj a vildg
gondjaval" (my emphasis). The tune the poct implores the old gypsy (who is,
of course, the dying Vorosmarty himself) to play in the final stanza is no
longer a song of this world:

Majd ha elfarad a vész haragja,

S a viszaly elvérzik csatakon,

Akkor hizd meg 1jra lelkesedve

Isteneknek teljék benne kedve,

Akkor vedd fel jra a vonét,

Es deriiljén zordon homlokod,

Szid teljék meg az 6rém boraval,

Hiizd, s ne gondol] a vilag gondjaval.'?
The song will only be renewed after the passing of the "vész" and "viszaly"
which - considering both the association of storm and song is stanza two and
the role of the tempest metaphor throughout Vérdésmarty's work - may surely
be read as metaphors for the poct's own activity and trouble life on earth. Only
after the storm of life has passed can the gypsy forget the troubles of this
world and play purely for the pleasure of the gods. A vén czigdny is the highly
equivocal song of a dying man: its final vision may well be read as an
anticipation not so much of joy on earth, but of peace and purification in
death.!?

The hapless circumstances in which Vorésmarty wrote this poem

themselves tell us much about the paradoxical nature of his reputation in

" VYrosmarty, vol T, pp.194-5.

"2 Vrosmarty, vol I, p.195.

13 1 do not wish to make any special claims for this latter reading, merely to

emphasize the ambivalence of the closing stanzas of the poem.
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Hungarian literary history. The highly acclaimed author of Hungary's first
major epic on the Conquest died in poverty unable to sell his own work. In the
month from which 4 vén czigdny is generally dated (August, 1854),
Vorésmarty wrote to the poet Lérinc T6éth:
Annyira kifogytam a pénzbdl, hogy még Baracskara sem tudok elmenni. Kaparj
Ossze, az isten aldjon meg, néhéany forintot, lelkesitsd Kemény Zsigot is, s ha

masképp nem, kildd ki postin. Addssag, tehetetlenség, santa remén;/, hidd el,
alig nevezhetd életnek. Itt a lelkierd oszlop, melyrdl elpusztult a hid."!

Vorbsmarty's financial difficulties (together with the general lack of public
interest in the work of one of the nation's most "respected" poets) docs not
merely originate from the adverse conditions caused by the defeat of the
Hungarian revolution and War of Independence. Ten years earlier in 1839
Vérésmarty could already complain:

Hova lettek a szegény koltének biiszke almai? Mi lett beldled szEp remény? Egy

par kotet vers, melyet mar csak névrdl ismemek, melyet mindenki megdicsér
ink4bb, mint elolvasson. Keseri jutalom!'"®

By 1842 Vorosmarty's financial circumstances had deteriorated to such a
degree that he was threatened with legal distraint. Kossuth himself felt bound
to come to the poet's defence in a leading article for Pesti Hirlap of June 2
1842:

A tény egyszerlien meztelenségében ennyibol all: Vérdsmarty, miutin a
kézvélemény altal mar rég a nemzeti koltészet elsGrangi képviseldi kozé
soroztaték, langszellemének szétszort miveit Osszeszede, s oOnkoltségére
kinyomtattata - és piruljunk uraim! - Vérésmarty munkaibél alig kelt el harom
négy ¢v alatt a két magyar hazaban kétszaz példany! O e napokban kozel volt
ahhoz, hogy a nyomtatési koltségek miatt bir6: foglalas ala kertiljén, mert nem
vett be annyit, amennyi csak e koltségeket is fodozhetné. '

Some three years later, in a letter to Miklos Wesselényi dated August 13
1845, Vorosmarty provided the following bitter assessment of the ambivalent
reception of his poetry which still remains pertinent today: "Verseimmel ugy
banik a k6z6nség, mint a vizzel; dicséri s bort iszik he]yettc:.117

14 Cited in Vérosmarty, vol III, p.574.

5 Cited in Vérosmarty, vol IIL p.363.
118 Cited in Vérosmarty, vol III, p.364.
7 Cited in Voérosmarty, vol III, p.364.
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This paradox - which so closely mirrors the antinomies of the reaction to
the achievement of Berzsenyi - is frequently reproduced in Gyulai's critical
writings on Vérdsmarty. Although Gyulai produced the first extensive critical
biography of the poet (Vordsmarty életrajza) in 1866, even here he is inclined
to locate Vorosmarty's central importance in the degrce to which he
supposedly paved the way for the real architects of the popular-national
tradition in Hungarian poetry, Pet6fi and Arany. Elsewhere, Gyulai's essential
deference towards Vorgsmarty as a national poet is repeatedly qualified by
serious reservations. Thus, discussing Zaldn futdsa in his Szépirodalmi
Szemle (published in Budapesti Hirlap in 1855) Gyulai comments:

Vordsmarty a mondai alapot nem fogta fel naivul, mythologiat képzelmébdl

teremtett, kevéssé jatszott a népszellem hurjain, s népdallamok helyett gorsg

hexametereket hasznalt, melyek ugyan nyelviink szépségeit j oldalrol tintették
fol, de reank nézve orokre idegenek maradtak ''®

Similarly, in the first volume of his Dramaturgiai dolgozatok, Gyulai has this
to say about A vén czigany:
e koltemény elsd versszaka kitlind szép, a masodikban maér kiesik a koltd az

alaphangulatbol, tobbhelyt dagilyba csap, mig forma tekintetében nem
mindenitt ismerhetni meg benne a régi Vorosmartyt.''®

It was only with the writers associated with the journal Nyugat at the
beginning of the 20th century (in particular Mihdly Babits and Aladir
Schopflin) that what Gyulai saw as the weaknesses of Vordsmarty's poetry
were reinterpreted as major strengths. Thus Schopflin, for example, directly
takes issue with Gyulai's evaluation of A vén czigdny in a pioneering essay on
A két Vorésmarty published in Nyugat in 1908:

A Vén Cigdny [...] ma a koltd leginkabb é16 milve. Ezzel Vorosmarty atnyulik a
ma koltészetébe [...] Mi nem latunk benne dagalyt, mint latott Gyulai, ha nem
vilaglik is ki mindig egy pillantisra a szavakbdl, hogy mi élt s tort kifejezddésre
a koltd lelkében. Nem lehet dagaly ott, ahol igaz érzés kozvetleniil szol a versbdl
s ebben a versben benne van a lehanyatld Vorosmarty egész szegény, beteg,
elkinzott szive [...] A mai emberhez az az 6reg, beteg Vorosmarty all kozelebb,
mert az & lelkében ismeriink r4 jobban a mi ellentétektdl szaggatott,
diszharméniak kozt vergbdd, bénulasiban idOnként goresésen follobbanéd
lelkinkre.'?

118 Reprinted in Pal Gyulai Kritikai dolgozatok (1854-1861), Budapest, 1908, p.93.

Cited in Vordsmarty, vol III, pp.579-81.
120 Cited in Vorosmarty, vol III, p.582.

119



246 CHAPTER SEVEN

Gyulai's reservations concerning Vorosmarty's poetry are - like those of
Kolesey, Erdélyi and indeed Gyulai himself concerning the work of Berzsenyi
- based above all in the fundamental hositility to (European) Romanticism
implicit in the popular-national disposition. It is for this same reason that
Gyulai is even forced to reject one important aspect of Pet6fi's poetry, which
he otherwise sees - together with the oeuvre of Arany - as the paradigm of the
popular-national ideal. The aspect of Petdfi's work in question is a cycle of
poems written during a period of profound personal depression between
August 1845 and March 1846, most of which were published in the volume
Felhok (1846). These poems have nothing of the naive sense of belonging and
community so characteristic of Petdfi's "populist” poetry, but are instilled
throughout with an almost Byronic sense of Weltschmerz and alienation.
Petofi's response to this experience of alienation is a distinctively Romantic
one: logic and representation are subordinated to metaphorical re-creation;
thought and image are inseparable, subject and object appear to be one:

A bénat? egy nagy 6ceéan.

S az 6rém?

Az 6cedn kis gydngye. Talan,
Mire folhozom, 8ssze is t6rém.

(A bdnat? egy nagy écedn)™’

Emlékezet!

Te 6sszetort hajon egy deszka szila,

Mit a hullam s a sz¢1 visszija

A tengerpartra vet ... - -
(Emlékezet)’

In his Petdfi Sandor és lyrai koltészetiink (1854) Gyulai claims that these
poems "[Pet3fi] tobb miiveihez mérve nem birnak nagy becscsel”,'? adding
one year later that most of these "dark epigrams" are "pusztin csak dagilyos
ellentét vagy bizarr 6tlet."'®

121 gandor Petdfi, Osszes miivei, vol 1I, Budapest, 1951, p.28.

122 Petdfi, vol II, p.24.
123 Reprinted in Kritikai dolgokatok, p.34.
' Kritikai dolgozatok, p.207.
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Again, the keyword is the pejorative "dagalyos" - used by Kélcsey and
Erdélyi of Berzsenyi, and by Gyulai himself of Vérosmarty's 4 vén czigany.\?
The ultimate referent of this term would seem to be little more than any
deviation from (what is presumed to be) the lexis and idiom of the "people”.
In this way, the phrase "magyar-ellenes” (anti-Hungarian) used widely of the
new idiom of the Nyugat circle at the beginning of this century may also be
seen as a product of its polymorphous progeny. The implications of the
ideology it serves have proved, in the determination of the national literary
taste and self-image, decisive and far-reaching, extending well beyond the
period under review in this study. It is to a brief consideration of a number of
these implications that, by way of conclusion, I shall now turn.

135 Erdélyi also uses the term in his critical evaluation of Vorssmarty (Vordsmarty

Mihaly, 1845) where he identifies a certain 'odaic tone' which "Voérdsmarty
sohasem tudott Ggy tartani, hogy dagalyba ne tévedt volna". In Pdlydk és palmdk,
p.188.
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Chapter Eight

Perspectives

That the historical scope of this study has been confined to the period
1772-1848 should not be taken to suggest that the latter date represents a
radical break or change of direction in the history I have been attempting to
reconstruct. The continuities I have highlighted in the work of Arany and
Vérdosmarty alone should make one wary of any such suggestion. My purpose
has rather been to show how, in the period under review, Hungarian literature
developed a lasting identity based in a polemic between national specificity
and European influence and community which is still very much alive today.

It was above all my concern to examine the origins of this polemical and
ambivalent identity which led me to devote four chapters to the last three
decades of the 18th century. Here it was necessary to demonstrate that, far
from representing a "belated" Age of Enlightenment, the years 1772-1795 saw
an attempt in Hungarian letters to come to terms with the most modern and
broadly European questions and challenges of the period in which the
national literature came to consciousness. In characterising the new moment
in terms of Schiller's concept of the sentimental, I sought to challenge the
hitherto dominant - but historically and theoretically untenable -
interpretation of the subsequent rise of Hungarian literary populism as a
continuation or residual manifestation of the aspirations of the
Enlightenment. For it now became possible to understand the endeavour to
restore the "lost" and naive harmony with "simple", "natural", "organic"
national traditions as itself an inherently sentimental impulse. The
sentimental dilemma and the quest for its naive resolution are, as Schiller
argues so persuasively, two sides of the same "modern" predicament. The
modern restoration of "lost nature” is necessarily artificial, just as the
identification with the "natural language” of a "natural (national) people” is in
essence a misidentification. The case of Ossian represents, of course, the
paradigm of both illusions.

While it would be frivolous to ascribe too much significance to the
"genealogies" of some of the key architects of Hungarian populism (the
ancestors of Gvadanyi were Italian, Dugonics's parents were Dalmatian, and
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Sandor Petrovics - who changed his name to "Petdfi" in the 1840s - was the
son of a master-butcher of Serbian origin and his Slovak wife), the fate of
both Petdfi and Arany at the hands of the "people” in the parliamentary
elections of 1848 does suggest a further example of misidentification. Both
writers would, in their correspondence, express their disappointment in the
very class they to represent with the same somewhat supercilious phrase:
"Szegény nép!"

In spite of the profoundly reflective and self-critical work of Arany,
Kemény and Madich in the 1850s and 60s, the dominant literary
identification with the "natural language" and "national character" of the
"people" survived the defeat of the revolution. While ever more diluted
variants of the Volksstick continued to dominate the Hungarian stage, the
most popular new poets to emerge in this period were little more than
imitators of Pet6fi or - to a lesser extent - of Arany. In this way, the image of
the national and the popular in the poetry of Kadlman Lisznyai and Kilman
Téth in the 1850s, or even of poets like Lajos Posa, Mihaly Szabolcska and
Miklos Bard towards the end of the century, is already hardly more than an
image of an image. Their poetry has little of the social commitment of the
Age of Reform or the political radicalism of Pet6fi, and is, ironically, best
described by the pejorative sense of the terms naive and sentimental current
today. As Babits would comment, looking back on the poetry of the
Hungarian fin de siécle in an essay of 1935:

A Viaradi Antalok és Abranyi Emilek kora volt ez, masfeldl pedig a

Szabolcskaké és Posaké. Nekiink, szigoru fiataloknak, nagyon sommas itéletiink

volt errdl az egész korunkbeli koltészetrol. Nem volt ez a mi szemiinkben mds,

mint l\'mes szdnoklat vagy utszéli érzelgés. Egyik oldalon a frazis, masikon a

nota!

Babits's case is undoubtedly overstated. It ignores the survival and
development of the "repressed” Romantic initiatives outlined in the previous
chapter in the poetry of the three most accomplished Hungarian poets of the
1870s and 80s: Janos Vajda, Gyula Reviczky and Jend Komjathy. All three
poets reject the illusions of the anachronistic Hungarian gentry in its nostalgic
identification with the idealised values of folk culture, and attempt to face new
challenges of existential anxiety, isolation and alienation by means of a poetic
discourse which stands between the Romanticism of Vorgsmarty and the
symbolism and decadence of Nyugat. All three were solitary figures who died

! Mihaly Babits, "A mai Vérosmarty", in Esszék, tanulmdnyok, vol 11, p.483.
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in poverty, neglected or - in the case of Vajda - rejected by their
contemporaries.

The "operetta” populism of the post-dusgleich period inevitably inspired a
reaction. This came at the turn of the century, first with the emergence of a
new and consciously urban literature (centred above all around the journal 4
Hét), and the with the more spectacular cultural renewal heralded by the
appearance of Nyugat in 1908. If Nyugat, as its title suggests, looked West, it
did so only to renew and not to reject its own national traditions. Its critics did
not only "discover" the likes of Baudelaire, Verlaine, Browning, Rilke and
Musil, but also rediscovered and retrieved for the national memory Csokonai,
Berzsenyi, Vorgsmarty, Vajda, Reviczky and Komjathy. For Myugat, "Nation
and Europe" - as Babits would insist in an essay of that title - were
complementary, rather than mutually exclusive terms. Or, as Babits would
claim in a short history of Hungarian literature initially written for the French
Revue Mondiale:

A Nyugat sz6 nem valami {1j nyugati irdnyok utinzisat tiizte ki, csak eszmélést
rajuk, s eszmélést a magyarsdg helyzetére a modermn Eurdpa szellemi életében.
Ez nem elszakadis a régi magyarsagtol: ellenkezbleg, a magyarsag 1ij eurdpai
feladatainak atérzése j banyaszasira vezet a régi banya minden értékének s
erejének, ami az \ij Eurdpaban is érték és erd lehet. S csakugyan ez az iskola,
melyet hazijaban még ma is leghevesebben tdmadnak, mint nemzetietlent, az
eurdpai irodalomnak oly miiveket adott, melyek éppen e kuloénds nemzet
lelkének szinei altal hozhatnak dszténzést és gazdagodast Nyugatnak is.?

The First World War and its disastrous consequences for Hungary
constituted a major blow to the more European aspirations of Nyugat. The
shock of Trianon even left its mark on Babits's poetry, although from the new
vantage point of his retreat on the hills of Esztergom, Babits could see not
only the new borders, but also the prospect of a wider human community
which lay beyond. While Myugat itself survived until Babits's death in 1941,
the interwar period saw the revival of the more inwardly national and populist
tradition it had originally challenged. The new populism of the late 1920s and
30s itself rejected the "“iires szonoklat és utszéli érzelgés" of the pre-Nyugat
generation and sought to restore to the popular-national tradition the social
commitment of the Age of Reform. While in their fastidiously detailed and
uncompromisingly critical depictions of the harsh realities of peasant life, the
populists produced some of the most impressive literary and sociographical
achievements of the period, their commitment to what Liszl6 Németh would

2 Babits, p.198.
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refer to as "deep Hungarianness" undoubtedly led many to obsessive
nationalism and anti-semitism.

In the period of dogmatic Stalinism which soon followed the end of the
Second World War the "identification with the people” inevitably took on new
resonances and implications. The simplicity and accessibility of the folksong
was again promoted as the appropriate discourse for a "People's Republic”,
finding its new vocation in the singing of paeans to political leaders and
stakhanovite workers. But the pragmatic alliance of populism with Hungarian
"socialism" also had more substantial roots in the first decades of the postwar
period. Many of those populists whose nationalism had not led them into
allegiances with the political right in the 1930a and 40s (from premier
Gombos's "New Spiritual Front” to various forms of National Socialism),
welcomed the - albeit shortlived - land reform of 1945 and identified with
many of the aspirations of the Hungarian Communist Party, Péter Veres's
tract on Népiesség és szocializmus (1942) and Jozsef Révai's Marxizmus és
népiesség (1938) have more than merely their titles in common, and in 1947
even Gyorgy Lukécs could claim that the communists were "a népi irodalom
igazi baratai."

In today's very different political climate variants of the popular-national
ideology continue to survive and thrive with remarkable tenacity. This is now
quite evident on an overtly political, as well as cultural, level: the old Peasant
Party was revived in 1990 and a new People's Party was also formed out of the
Péter Veres Society, itself founded in 1988. While the composition and scope
of the Hungarian Democratic Forum - which formed the first freely elected
government after the collapse of communism in 1989 - is consiberably wider,
most of its key literary representatives would associate themselves with the
national values and traditions of Hungarian literary populism. That these new
voices are now calling for Hungary's "return to the European fold" is perhaps
a sign of a new faith in the reconcilability of national character and European
identity. It may also, however, represent a failure on the part of contemporary
Hungarian populism fully to recognise the antinomies of the traditions it
claims to inherit and uphold. For the historical resources for such a
reconciliation can hardly be seen to lie in the construct of national character
which informs Koélcsey's dismissal of one of the main centres of humanist

Gyorgy Lukécs, "A népi irodalom miltja és jelene", in Lukacs, Uj magyar
kultirdért, Budapest, 1948. Lukacs's claim amounts to little more than rhetorical
opportunism; its context is a lecture to the Academy of the "People's Colleges"
movement (NEKOSZ) of December 5 1947,
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culture in Renaissance Europe (the "foreign" court of Matthias Corvinus),
Erdélyi's rejection of the "foreignness" of Berzsenyi's thought, or Gyulai's
objections to the "forcignness” of Zaldn futdsa. When one remembers that
even a critic of the stature of Janos Horvath could (in 1912) publish an essay
on the "Un-Hungarianness of Nyugat" - a journal which really did seck and
achieve a fusion of the national and the European - it is hard to escape the
conclusion that contemporary Hungarian populism would do well to look
again at its own history.

To question the - ofter highly ambivalent - ideological assumptions of the
popular-national tradition is not to identify with the other side of the populist-
urbanist divide which has played such a crucial role in the development of
20th century Hungarian culture. Any form of radical cosmopolitanism which
ignores the local determinants of its own history and fails to recognise the
achievements of the national traditions it resists will surely have little to offer
to the richness and diversity of a culturally heterogeneous Europe. As Goethe
would insist, in characterising his notion of Weltliteratur: "Was ist das
Allgemeine? Das Besondere.”

If there is a "third way" - to give a rather different sense to one of the
keywords of interwar Hungarian populism - its roots must surely lie in the
projects of the writers considered in the previous chapter. In the work of
Csokonai who would, in Marosvdsdrhelyi gondolatok (1798), appeal to his
nation to fulfil its destiny as the last outpost of European culture; or Berzsenyi
who could write some of the finest national odes in the history of Hungarian
literature alongside a body of poems which so clearly belong to the wider
context of European Romanticism; or Vérosmarty whose poetry moves so
powerfully and naturally between individual, national and universally human
concerns. And in our own century it will be necessary to look again at the
achievement of Nyugat (on which there is still no book-length study in
Hungarian) and the fusion of the national and the European towards which its
writers strove. Here we should remember not only Babits on the likes of
Swinburne and Voérésmarty, or Kosztolanyi on Rilke and Arany, but also
Ady's defence of the Romanian poet Octavian Goga and Bartok's interest in
the folk music of Romania and Slovakia.

It is fitting that one of Babits's most memorable contributions to Nyugat
should have been an essay on Istvan Széchenyi (4 legnagyobd magyar, 1936).
For Széchenyi - in his untiring criticism of national preconceptions, his
profound understanding of the culture and history of Europe, his sympathy for
the plight and interests of Hungary's national minorities, and his commitment
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to the material and spiritual improvement of his homeland - represents
perhaps the most inspiring embodiment of a reconciliation of national
character and European identity in the history of Hungarian letters. If I have
not considered his writings in this study, it is not because his work is in any
way lacking in literary interest, but because any serious consideration of his
achievements, as above all a politician and social reformer, would inevitably
extend far beyond the scope of a history of this kind. I have attempted
throughout, however, to bear in mind both Széchenyi's critical example and
his faith in a concept of a Europe in which national specificity is seen to
enrich, rather than to preclude, a sense of common identity.
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Osszefoglas

A modern magyar irodalom a legszélesebb értelemben vett eurdpai és a
jellegzetesen nemzeti jellemvondsok és torekvések meglepd keverékébdl
sziiletett meg, s a mai napig is ezeket az irdnyzatokat testesiti meg. Ahhoz,
hogy ezt a kettdsséget a magyar irodalom taldn egyik legfontosabb térténeti
szakaszaban (1772-1848) is értelmezni tudjuk, elészor azt a bonyolult
kulturalis-torténelmi helyzetet kell megvizsgilnunk, amelyben a nemzeti
irodalom 6ntudatra ébredt.

A milt szazadban Toldy Ferenc 1772-re tctte a modern magyar irodalom
megsziiletésének datumat, ugyanis ebben az évben latott napvilagot Bessenyei
Gyorgy négy fontos munkdja. Az irodalomtorténészek azota is ezt a datumot
fogadjak el kiinduldsi alapnak. Ezzel a korszakoldssal egyiitt terjedt el egy
masik kozkeleti felfogas is, mely a modern magyar irodalmat a felviligosodas
gyeremekének tekinti. Ezt a véleményt osztja a MTA altal kiadott, tébbkotetes
A magyar irodalom torténete c. mi is: ,Mivelddés- és irodalmtorténetiink
elsd, tudatosan vilagi eszmei mozgalma a felviligosodis [...] Bessenyei
Gyorgy felléptével 1772-ben indul meg a magyar felvildgosodas.” (Budapest,
1965, III. kotet, 11-12. 0.) Az efféle korszakalkotdo datumok értéke azonban
mindig kétséges és hasznalhat6saguk is mindenckeldtt attdl fligg, hogy milyen
torténclemértelmezést tesznek lehetdvé, Es noha az 1772-es évszam cbbdl a
szempontbdl éppigy megfelel kiinduldsi pontnak, mint barmelyik mas
datum, az évszam Gsszekapcsolasa a magyar , felvildgosodas” fogalmaval mar
sokkal tobb problémat vet fel.

Két okbdl is koriiltekintéssel kell kezelni azt a bevett felfogist, mely az
1772 és 1795 koéz& esé magyar irodalmi korszakot ,megkésett”
felvilagosodasnak tekinti. Az elsd a felfogds tartalmi részét érinti. Noha
tagadhatatlan, hogy - Edmund Burke szavaival élve - nem lchet egyctlen
kifcjezéssel vadat emelni egy egész évszazad ellen, bizonyos tirsadalmi és
szellemi 6sszetevok hianydban mégsem lehet felvilagosodasrol beszElni. Ilyen
az empirikus tudomanyos modszer melletti elkételezettség, a racionalizmus
a természet jellemzésében, az univerzalizmus az emberi természet leirasaban,
a kozmopolitizmus a szellemi €letben és az izlés kérdéseiben €s az ancien
régime értékeinek és ,babondinak” gyokeres elutasitisa. Noha a 18. szizad
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végi Magyarorszigon kétségkiviil akadt egy-két maganyos ember, akinek
érdeklddési teriilete €s torekvései sokban kapcsolodott a nyugat-eurdpai
felvilagosodas értékeihez, mégis a korszak magyar nyelvii irodalmar6l nem
Iehetne atfogo és Osszefiiggd képet kapni, ha kizardlag az 6 mikodésiiket és
hatdsukat vizsgalnank.

Bessenyei escte kiilondsen jol illusztralja ezt, hiszen az id6 eldrehaladtaval
munkdiiban nem annyira a Voltaire vilagpolgara altal megtestesitett szellemi
univerzalizmust fedezhetjikk fel, hanem Herder kulturdlis relativizmusaval és
nemzetkarakterologiai  érdekl6désével rokon jegycket. Keresve sem
talilhatnink jobb ditumot eme ellentmondis szemléltetésére, mint éppen az
1772-es évszamot. Bessenyei ebben az évben adta ki elsd valtozatban Az
embernek probdja cimli mivét, mely a felvilagosodis kozponti gondolatait
tomoritd, klasszikus mit, az Alexander Pope altal irt Essay on Man (Esszé az
emberrdl) ideologikus toltési €s rendkiviil sokat eldruld félreolvasata. A két
mil kozotti alapvetd kiilonbségrol mar Bessenyei cimvalasztisa is sokat jelez:
Pope pragmatikus optimizmusival szemben Bessenyei az emberi Iétet végsd
soron reménytelen probanak litja és az egész miivet egy tipikusan felvilago-
sodasellenes kijelentéssel zarja: ,tsak tudatlansig zig az emberckbe”.
Bessenyei palyafutasa jol titkr6zi azt a folyamatot, melynek sordn a magyar
irodalom egésze szembe taldlta magit a nyugat-eurdpai felvilagosodds koz-
mopolitizmusaval €s racionalizmusaval, majd viszonylag gyors eltavolodott
tle. Bessenyei, akit kezdetben a racionalista-empirista Voltaire vonzott, a
késbbbickben egyre inkabb a nemzeti nyelv, azonossagtudat és karakterologia
kérdéseibe meriilt bele, s élete végén, ,bihari remeteként” mély gyanakvassal
kozeledett a felvilagosult gondolkodis értékeihez. Bessenyei utolsé nagy
mivében, a Tarimenes utazisiban, Kirakades, a ,,nemes vadember” mar ezt
mondja Trezeninek, a ,felvilagosult” allam uralkoddjanak (akiben nem nehéz
felismerni Maria Teréziat): ,,Oly igaz az, hogy mentiil tanultabb, bolcsebb az
ember, annal kevesebb vigassiggal €lhet; ellenben mentiil oktalanabb, annal
tobb 6romok kozt lakozik.” Az emberi értelembe vetett felvilagosult hitbdl
valo kiabrandultsdg Bessenyei szimtalan kortirsanil visszacseng.

Még egy okbdl problematikus ,,magyar felvilagosodasrdl” beszélni az 1772
és 1795 kozotti korszakban, s ez az ok torténclmi. A 18. szizad végére a
felvilagosodas legfontosabb miivei mar megsziilettek, és Kant 1784-ben feltett
hires kérdése - ,Was ist Aufklirung?” - is részben mar a maltra vonatkozott.
A szazad végére a felvilagosodas alapvetd tanai és értékei valsagba keriiltek és
egy Ujfajta szellemi mozgalom €s kulturdlis érzékenység itotte fel a fejét.
Rousseau Emiljében és Vallomdsok c. miivében mar nem az elsd és masodik
Ertekezés onbizalomtdl duzzadé filozéfusa szolal meg. Pope és Voltaire
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klasszikus eszményeinek helyébe a Richardson Pameldjabél, Young Eji
gondolatokjabol és Goethe Wertherjébdl megismert 1j ,szentimentalis”
irodalmi modell 1épett. A fejrdl a szivre, a ricioérdl, az érzésekre iranyult a
figyelem, s ezt a valtozast tikkrozi Rousseau hires kijelentése is a Levelek az
erkolesrél ¢, értekezésbdl: ,,Csak akkor 1étezhetiink, ha érziink; és
érzékenységiink vitathatalanul megel6zi racionkat.”. A 18. szizad utolsé
harmadiban az itt emlitett valtozison feliil egyre nagyobb fontossigot
kezdenek tulajdonitani a nemzeti karakternek és a hagyomanyoknak, s ez a
fordulat is megjelenik Rousseau kés6i irdsaiban, példaul A lengyel
alkotmdnytervezet c. (1770-71) miivében is. Epp ezért a modern, 6ntudatra
ébredt magyar irodalom egy olyan kulturilis-térténelmi kérnyezetben valt
nagykoriva, melynek mir nem az ,Esz Kora”, hanem a felvildgosodais
valsiga adta a hétterét. A magyar tollforgatoktol tavol 4allt, hogy a
felvilagosodas régi érveit probaljak megkésve atiltetni magyar kornyezetbe;
torekvéseik meglepden dsszhangban voltak az \j irdnyzat eszméivel.

A kulturtérténészeck a mai napig is vitatkoznak 18. szizad végén
jelentkezd 1 kulturilis mozgalom jellegérdl, korszakolasarol és tartalmar6l.
Legtobbszor a Sturm und Drang, az ,érzékenység kora” és a preromantika
definicijat haszniljak erre a korszakra; a névhaszndlat mogott megbuvo
érvek azonban minden esetben problémakat vetnek fel. A Sturm und Drang
tulsigosan helyhez és torténelemhez kétott fogalom, s ennck alapjan nem
lehet felismerni azokat az (orszighatarokon is atnyilo) folytonossigokat,
melyek olyan eltérd irOkat koétnek ossze, mint Sterne, Prevost, Goethe és
Karman. Az ,érzékenység” -mely kétségteleniil kulcsfontossigu kifejezés az
0j korszak szdtaraban - ellenben tilsigosan atfogd fogalom: végtére is a
mozgalom masr6l sem szO0lt mint egy kiilonleges, ,,4jnak” mondott
érzékenység megteremtésérél. Ha a preromantikat haszniljuk, akkor a szd
teleologidjaval gyilik meg a bajunk, hiszen igy a 18. szdzad masodik felét
clkeriilhetetleniil a 19. szizad cls évtizedeinek fényében értelemezziik. A
korszak talan leghasznalhatobb jellemzése magaban a korban sziiletett meg
Schiller miivében az Uber naive und sentimentalische Dichtungban (A naiv és
a szentimentdlis koltészetrdl, 1795), melyben Schiller sajat kordnak
szentimentalizmusat az el6dok alapvetd naivitdsdval dllitotta szembe.

Schiller a modern iré szentimentalizmusat a természett6l, a tarsadalomtol
és sajat beszédmodjanak a targyaitol valo elidegenedésre vezeti vissza. Mig a
felvilagosodas kordban nem fesziilt ellentmondis az emberi racié és a
racionalisan mikodé természet, az egyén és a tarsadalom érdekei kozott,
addig a 18. szdzad végén egyre inkabb ugy latszik, hogy ember €s természet,
egyén ¢és tdrsadalom, szubjektum ¢s targy kibékithetetlen ellentétei
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egymasnak. Schiller modern, szentimentalis k6ltojének ezzel a dillemaval kell
szembenéznie. A szentimentalis koltdé érzése ,,a természet irdnt hasonlit
ahhoz, amelyet a beteg érez az egészség irant.” A koltd csalédott az
emberiség korében szerzett tapasztalataiban és nincs mas vagya, mint hogy
elmenekiiljon ebbdl a vildghol; a szentimentilis koltészettel ,,megsziiletik az
elszigeteltség”. A szentimentdlis koltd még inkabb elszigetelodik az 6t
korilvevd vilagtol azzal, hogy ,nem szenvedhet benyomist anélkiil, hogy
mindjart nézdje ne legyen sajat jatékanak, s azt, ami benne végbemegy
reflexi6 altal magaval szembe - és magdbol ki - ne helyezze.”

Schiller a szentimentalis ko61t6 dilemméjban alapvetéen modern dilemmat
latott; épp ez, a Schiller altal leirt jelenség modernsége teszi alkalmassi a
szentimentalizmust arra, hogy az Ontudatra ébredd, a legijabb eurdpai
kulturdlis fejlédést asszimildlni és tulhaladni igyekvé nemzeti irodalmak
irodalmi és kulturalis toposzként hasznaljak. Kiilonosen jol szemlélteti ezt az
ifji Kazincy forditasi tervei. Kazincy el&szor Gessner Idillek c. miivét forditja
le, melyet Schiller az Uber naive und sentimentalische Dichtungban a
szentimentdlis idill mintamiiveként emlit. Aztdn J. M. Miller Siegwart
(Szigvart klastori torténete, 1787) c. munkdja kovetkezik, melyet Schiller a
szentimentalis elégia példajaként hoz fel, majd kiilonféle szovegeket fordit
Wielandtol, akit Schiller a szentimentalis szatirdval foglalkozo részben emlit,
s ,,érzései komolysagat” kovetendd példaként hozza fel a Voltaire miiveiben
talburjdnzdé intellektussal szemben. Kazincy le akarta forditani Goethe
Wertherjét is, melyrdl Schiller azt irta, hogy ,mindaz, ami tipot ad a
szentimentalis jellemneck, mily szerencsés Osztonnel van §sszesiiritve” benne,
¢és Bacsmegyei ¢. mive eldszavaban maga Kazincy mondja el, hogy csupan a
korilmények vitték arra, hogy Kayser Roman in dem Geschmack der Leiden
Werthers (Roman a szenvedé Werther izlése szerint) c. mivét forditsa le
inkdbb helyette.

Schiller szentimentalizmus-elmélete a 18. szdzad végi magyar irodalomban
azonban nem csupan egyszerd irodalmi hatasként jelentGs. Schiller ugyanis
egy olyan kulturalis irAnyzatot ir le, melyben a magyar irodalom mar tevékeny
szerepet jatszott. Azok az irodalmi toposzok, melyeket Schiller az
elidegenedett ,szentimentalizmus” fogalmdval probalt értelmezni, a 18.
szazad utols6 negyedében mar sz€les korben elterjedtek a magyar irodalomban
is. A szentimentalis én elszigeteltség-érzésébdl fakadé maginy kultuszra
Csokonai koltészete a legkézenfekvobb példa, de szamtalan mas koltd, igy
Karmin vagy késobb Bessenyei koltészetében is felbukkan ez a téma. Az
elidegenedett én szentimentdlis kivetitése a természeti tdrgyakra nem csak
Anyos és Dayka kéltészetének egyik 6 jellemvonasa, de a ,klasszikus” Révai
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verseinek is. De a szubjektum €s a targy, a koltdi €n és a megkozelithetetlen
vildg szentimentilis elidegenedését mas irokndl is tetten érhetjiikk: példaul
Kazincy azon irdsaiban, melyek a stilust 6nmagaban, az irodalmi abrazolis
targyatol fiiggetleniil is erénynek tekintik. A természett6l és a tarsadalomtol
elidegenedett szentimentalis k61t minden esetben a jelek vildgan keresztiil
érzékeli a valésagot. Werther szerelme Lotte irant példaul nem annyira
szexudlisan, hanem textudlisan jut kifejezésre, mikor a par Klopstock,
Gessner ¢és Ossian olvasisa kozben jut el az extizisig; Kiarman Fanni
hagyomanyai c¢. regényében a Fanni és T. Jozsi kozotti kapcsolat
legkritikusabb pillanatiban J6zsi Gessnert olvas.

A koltd ,vagy maga a természet vagy keresni fogja a természetet.”
(Schiller) Az elsd esetben koltészete ,naiv’ lesz, a masodik esetben
,szentimentdlis”. A modern koltd természetesen megprobilhatja legy6zni
elidcgenedettség-érzetét azzal, hogy megkisérli helyredllitani az elédok
»egyszerli” és ,természetes” vilagaban uralkodé ,.elveszett” és naiv harmdniét,
de ez a torckvés is jellegzetesen szentimentdlis tor6l fakad. A szentimentalis
dilemma és a naiv megoldasok keresése ugyanannak a modern érménck a két
oldala, érvel Schiller igen meggy6z0en. A maginy és a szubjektivitds
szentimentalis kultusza mellett a 18. szdzad végi magyar irodalomban tanui
lehetiink egy masik torekvés megsziletésének is, amelyik egy ,,naivabb”
kozosségi tudatot és hitelességet kutatott és amelyik kiillonésen a nemzeti
irodalom késobbi fejlodésében jatszott meghatirozd szerepet. E kutatds
irodalmi targyat talan a Herder féle MNaturpoesie fogalomban kereshetjiik,
noha nem szabad elfeledkezni arrél, hogy a 18. szizad végén Herder csak
rendkiviil Attételesen hatott a magyar irodalomra. Herder szerint a
Naturpoesie szerves egységet alkot kozvetlen kornyezetével €s a nemzeti
hagyomanyokkal, ez az egység azonban elveszett a modern Kunstpoet
szamara, aki mar egy szervetlen, imitld, sajit kollektiv azonossagtudatatol
megfosztott kultira terméke. Magyarorszagon ennck az azonossagtudatnak a
visszaallitisa az egyik legfontosabb kulturalis és politikai foglalatossag lett a
18. szazad végén és a 19. szizad elején, kiilondsen a II. Jozsef dltal bevezetett
kézpontositd és németesitd reformokat kévetden. A magyar irodalomban ez a
torckvés mindenekelGtt a ,,naiv” azonossagtudat visszaallitast célz0 harom
irAnyzatiban jelent meg. Az els6 irdnyzat, mely Bessenyei torténelmi
tragédiitol, Horvath Addm Hunniasan és Csokonai, Raday és Virag epikus
honfoglalis-téredékein at, egészen az 1790-es években virdgzé ,Mohacs”
koltészetig ivel, a nemzeti malt elveszett és elfelejtett dicsoségét felélesztve
akarta helyreallitani a kollektiv torténelmi céltudatot. A masodik irdnyzat a
nemzeti hagyomanyok ¢€s szokasok feltimasztisiban és miivelésében litta a
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kozds értékek forrdsat, s ezt olyan miivek képviselik, mint Orczy 4 bugaczi
csdrdanak tiszteletére vagy Gvadanyi Falusi nétérius c. miive. A Kazinczy és
kovetoi altal képviselt harmadik iranyzat pedig a természetesség, az
egyszeriség ¢és a kozvetlenség elveszett nyelvét akarta visszadllitani az
imitald, modern és kifinomult nyelvvel (a fentebb stillel) szemben. E nyelvet
az €16 magyar népkoltészet alapjan akartik létrehozni, részben annak
hatisara, hogy a nemzeti-kulturdlis dnmeghatdrozis kulcsfontossagu eleme
lett a ,,volkisch” (a népi) és az ,autentikus” nemzeti jelleg kozott felallitott
megfeleltetés. Révai 1782-es a régi versek és a népkoltészet gylijtésére buzditd
felhivasatdl Koleseynek a népi €s a nemzeti k6zé egyenloségjelet tévé Nemzeti
Hagyomdnyok (1826) cimii miveéig, a népies beszéd és a népi kultira
értékeivel vald naiv azonosulas vetette meg a mai napig €16 kultiralis
népiesség alapjait.

A 18. szazad masodik felében Eurdpa szerte megélénkiilt az érdeklddés a
népkoltészet és a régi koltészet irdnt. Ezt bizonyitja Thomas Percy Reliques of
Ancient English Poetry (A régi angol koltészet emlékei) és Herder Stimmen
der Volker (A népek hangja a dalaikban) c. gylijteménye vagy Ossian sz€les
korben elterjedt kultusza. Az angol irodalomban Wordsworth 1797-es Lyrical
Ballads (Lirai balladak) c. kotete jelenti a ,falusi élettel” és a ,,valodi emberi
beszéddel” valo ,,naiv” - schilleri értelemben naiv - foglalatoskodis miivész
csucsteljesitményét. A késd 18. szdzadi ¢és reformkori magyar irodalmi
népiesség azonban abban kiilonbdzik a wordsworthi elképzeléstdl, hogy
benne a ,naiv” ¢s a ,,nemzeti” jelleg keveredik. Wordsworth a Lirai Balladak
hires cldszavaban az egyszerii, falusi élet irinti érdeklddését azzal a vaggyal
magyarazza, hogy felfedje ,természetiink elsbdleges térvényeit”, s itt a tdbbes
szam elsd személy nem valamiféle nemzeti, hanem egy egyetemes emberi
kozosségre utal. Wordsworth szemében a koltd nem a nemzetéhez szdzatot
intéz3 bard, hanem ,ember, ki a masik emberhez szol”. A népi kultiraval
szembeni magyar érdeklddés kézéppontjaba - kiildnésen a 19. szazad elsd
négy évtizedében - sokkal inkdbb a a nemzeti értkek és azonossagtudat
feltarisa és mivelése allt. Ez kiilondsen jol tetten érhetd Kolcsey Ferenc
munkdiban, hiszen 1826-ban azt irta, hogy ,,a valé nemzeti poézis eredeti
szikrajat a kéznépi dalokban kell nyomozni.”

Kolcsey irodalmi fejlédése szemléletes példajat adja annak, hogy milyen
kozeli kapcsolatba keriiltek a naiv és a szentimentalis irdnyzatok a magyar
irodalmi élet eme sorsdontd szakaszaban. Noha legkordbbi 6dai Csokonai
félreismerhetetlen hatdsardl tanuskodnak, Kolcsey 1808 ¢s 1818 kozott mégis
Kazinczy szentimentalis befolydsa ala keriil. Erre a korszakra visszatekintve
Kolcsey késobb maga allapitotta meg, hogy ,1808-ban és 1809-ben
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sentimental-lyrisch voltam”. 1810-es években keletkezett legjobb kolteményei
nagyrészében Kolcsey Young kifejezéscit, Anyos és Dayka hangnemét,
hangulati viligit valasztja mintinak. A Kazincy 4ltal vallott értékek nagy
befolyassal voltak ez idGben keletkezett kritikai munkaira is: ezt a hatast
érhettjiik tetten példaul abban a csodalatban, mellyel Kolcsey az ,,0ij szizadok
manierjat..., a sentimentalismust™ fogadta, s ennek a hatasnak tulajdonithato,
hogy 1815-ben szembeszaillt Foldi Janosnak azzal a megallapitasaval, hogy a
,k6znépé az igaz magyarsag, az idegennel nem egyveleges magyarsag.” Az
allaspontjaban 1818 utan bekovetkezd gydkeres fordulat jorészt a megvaltozott
politikai kérilmények eredménye: a koltd tevékenyen elkételezte magit a
reformkor politikai torekvései mellett, melyek az &sszes allampolgir
képviseletét ellitd modern nemzetillamma kivantdk atalakitani a feudalis
natio Hungaricat . Ehhez a torekvéshez az irodalmi népiességben megjelend
eszmények egy olyan potencidlis kulturalis alapot nyujthattak volna, melyen
Iétre Ichett volna hozni a magantulajdonon és a tirsadalmi osztalyokon ativeld
kozbs nemzeti azonossagtudatot. Az igaz magyar hazafi feladata annak
biztositisa, mondja Kolcsey, hogy ,,az adozd nép nagy témege egyszer mdr a
polgari alkotmanyba belépjen.” A nemzeti egységnek ezt a liberalis felfogasat
Kolcsey legérthetdbben Nemzeti hagyomdnyok (1826) c. miivében forditja le a
kultira nyelvére, és ez egyben Kolcsey legfontosabb hozzijarulisa a
reformkor értekezd prézijahoz. Ebben az irdsban mar nyomat sem taldlni a
,szentimentilis” Kazinczy hatisinak, itt mar szinte csak a ,naiv’ Herder
befolyasa érvényesiil. Egy szempontbdl a Nemzeti hagyomdnyok még joval
messzebb is megy mint Herder, akinek a szemében nem Iétezett
,JFavoritenvolk”. Kolcsey ugyanis kitart azon nézete mellett, hogy a nemzeti
karakter kialakitisinal kirosak a kiilfoldi hatisok. Még a Hunyadiak 15.
szazadi ,héskorat” is ezért birdlja: ,Fijdalom, mi mar akkor is idegen
befolydsnak adtunk helyet.” A kilfsldi kulturdlis hatdsokkal wvald
szembenallas és a népi és a nemzeti irodalom azonositisa a magyar irodalmi
népiesség kovetkezd nagy teorctikusanak, Erdélyi Janosnak a munkassagaban
is felbukkan.

Az 1840-es évekre az irodalmi népiesség lett a legbefolyasosabb kulturélis
ideologia Magyarorszagon. Ennek az ideoldgianak pedig kétségkiviil Petdfi
Sandor volt a Ilegjelentdsebb képviseldje a koltészetben. A magyar
irodalomban Petdfi testesiti meg Schiller naiv zsenijét. Egy olyan kozosség
nevében szolal meg, melyben latszolag teljesen otthonosan mozog, dikcidja
természetes és konnyed. Schiller szerint a naiv k6ltd ,,maga a Teremtés, a
Teremtés pedig maga a koltd”. Petdfi esetében is szinte Ilehetetlen
hatidrvonalat hizni koltészete és élerajza, a mivészet €s az élet kozott. Ugy
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tinik, Petéfi szimara minden élmény magaban hordozza a koltészetet és a
koltészet is alig tobb mint az élmény formdija és kozvetitdje. Schiller
szentimentalis kolt6jétdl eltérden, aki azon munkalkodik, hogy a valdsagot
felemelje az eszményihez, a naiv koltd a ,,valésag minél teljesebb imitacidjat”
tekinti céljanak. Ez az imitici0 pedig aligha teljesedhetne ki jobban, mint
Pet6fi koltoi tdjleirdsaiban. A természetrdl sz616 kélteményeiben nyomat sem
lelni a romantikus panteizmusnak, nemigen taliljuk meg bennik a
természetnek Anyosra vagy Daykara jellemz3 szentimentalis szubjekti-
vizilasat, és hidba keresnénk a természetnek azt a litomasos, metaforikus
atalakitdsat, melyet Vorosmartynal taldlunk. Ezeknek a koltdi eszkozoknek a
forrasa valamennyi esetben a szubjektum €s a targy, az ember €s a természet
elidegenedése, és erre Petdfi verseiben nemigen talalunk példat. Az 1830-as
években mikédé Aurora kor népdal-utdnzataival ellentétben Petdfi
mindenféle ,népieskedés” nélkil azonosulni tudott a koéznéppel és
kultirijaval. Pet6fi nem kivildlloként gyijtotte a népdalokat, hanem
»belakta” ezeket a dalokat, s beliilrfl tagitotta nyelvezetiiket. Kolcsey és
Erdélyi torekvése egy ujfajta, a népkoltészetet befogadd és tovabbfejleszto
nemzeti koltészet megteremtésére, éppen Petdfi munkaiban - és Arany korai
koltészetében - valosul meg.

A 19. szazad végére Petdfi és Arany népies szellemben fogant munkai mar
kanonikus rangra emelkedtek. A nép-nemzeti kifejezés a szizad masodik
felének vezet kritikusatol, Gyulai PAltdl szarmazik, aki igy nevezte el azt az
altala leghitelesebbnek és legkivanatosabbank vélt irdnyzatot, melyet a
nemzeti irodalomnak kovetenie kellene, és melyet az altala leginkabb csodalt
két koltd bizonyos megnyilvanuldsaiban is felfedezni vélt. A sajat
multértelmezéssel, értékrendszerrel és interpretacios moédszerrel rendelkezd
nép-nemzeti eszmény leird ¢s eldird hagyomdanyként egyardnt tovabb él
szazadunkban. Mint mindent hagyomany, ez is egyfajta szelekcio, kirekesztés
és kihagyas eredménye, s bizonyos iddszakokban még a példaképnek szamito
iro6k egyes megnyilvanulasait is a hattérbe szoritotta. Petdfi nevezetes Felhsk
ciklusat Gyulai szinte semmibe vette, mondvan ,,dagélyos”, de erre a sorsa
jutottak Arany kisérletezGbb, irdnikusabb probalkozasai is (A4z elveszett
alkotmdnytol kezdve egészen a forradalmat kovetd korszak hatalmas lirai
koélteményeiig), melyeck nem sok kozds vonast mutatnak a népiességgel és
amelyek Arany legnehezebben értelmezhetd és legérettebb munkai, noha
akadnak, akik ezt vitatjak.

A nép-nemzeti hagyomanynak vannak azonban sokkal vitathatobb
irodalomtorténeti megallapitasai, s ezek a magyar romantika jellegét €s
jelentdségét érintik. ,,A romanticizmushoz [...] megkivantatik a hazaisag,



274

népiesség mint annak els§ alapja s anyaga, melybdl ahhoz-ahhoz képest
kifejlédjék a nemzeti koltészet a kiillonbozd népek jelleme €s idoma szerint s a
kor lelkének ihletése utin”, jellemezte a romantikat Erdélyi Janos (Valami a
romanticizmusrol, 1847), s ezzel egy olyan irodalomtorténeti kozhely alapjait
vetette meg, mely a mai napig is fennmaradt. A magyar romantikar6l sziletett
elsd atfogd tanulmany (Farkas Gyula, A magyar romantika, 1930) 6ta széles
korben clfogadott nézet, hogy Magyarorszagon a romantika elsé szakaszat a
nemzeti historizmus jellemezte, mig a masodik szakaszban a népkéltészet
politikai indittatasu ,felfedezése” keriilt az el6térbe. Sotér Istvan egészen
odiaig megy, hogy Az irodalomtudomany dilemmaja (1973) c. irasaban
kijelenti: ,,a népkoltészettel tartott kiilonleges kapcsolatit a romantika
legfontosabb jellemvonasanak kell tekinteniink.” Ily médon a romantika
fogalmat igen gyakran egy sokkal sz¢élesebb irodalmi kategoria, a nép-nemzeti
vagy nemzeti-klasszicista hagyomany ala soroltik be, s tették ezt oly médon,
ami minden bizonnyal elnyerte volna Erdélyi tetszését is.

A romantika és az irodalmi népiesség ilyen egyértelmi azonositisa
azonban rendkiviil sok problémat vet fel. Noha tagadhatatlan, hogy Eurdpa
szerte szamos romantikus koltd akadt, aki komolyan foglakozott a
népkaltészettel, azt azonban mégsem lehet kijelenteni, hogy egy mar 1étez0
irodalmi kod vagy beszédmoéd asszimildldsa lenne koltészetiik elsdleges
Jomantikus” vonisa. Nehéz elképzelni egy olyan romantika-értelmezést,
melyben ne szerepelne kozponti, meghatarozd helyen az egyén és a kreativ
képzelet, marpedig ezek a fogalmak Iényegiikkbél fakaddéan
osszeegyeztethetetlenck a kollektivitast hangsilyozd népiességgel.

René Wellek hires definicja az eur6pai romantika hiarom alapvetd
jellemvondsardl tovabbra is hasznos kiinduldépontja lehet barmiféle vitinak,
mely érdemben hasonlitja Gssze a miveket: a romantika ,a koltészetet a
képzelet, a vilagot a természet, a potéikai stilust pedig a szimbélum ¢és a
mitosz” oldalardl kozelitte meg. Természetesen teljesen legitim és fontos is
szamba venni a romantikus fejlddés helyi eltéréseit az egyes nemzeti
kultirdkon belill, de soha nem szabad szem ¢l8l téveszteni azt a
nemzetekfolotti  kornyezetet, melyben a romantika megsziiletett és melyben
elméleti 6roksége a 18. szdzad vége ota fejlodott. Ahogy Szegedy-Maszak
Mihdly irja: ,lchetne azzal érvelni, hogy nemzeti romantikdnknak foleg olyan
jellegzetességei vannak, amelyek megkiilonboztetik mas romantikatdl - ez
azonban foloslegessé tenné maganak a fogalomnak a hasznalatit.” Ezzel nem
a nagyon is fontos romantikus hagyomdny Iétét tagadom a magyar
irodalomban, csupin arra szeretnék wutalni, hogy a nép-nemzeti
irodalomtorténeti irdnyzat hajlott arra, hogy félreértelmezze, sét teljesen
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figyelmen kivil hagyja ezt a hagyomanyt - és a hagyomanyban testet 61t6
torténelmi folytonossagokat.

Ezek a folytonossagok kiilonosen akkor valnak szembetiindvé, ha az ember
ismét osszehasonlitd szemszoghdl veszi szemiigyre a magyar romantikat.
Wellek szerint a romantika hiarom jellegzetessége ,,része annak a nagyszabasi
térekvésnek, hogy athidaljak a szubjektum és a targy, az én és a vildg kozstt
tatongd torést”, s ez a megfogalmazds mir 6nmagaban is sejteti, hogy
valamiféle kapcsolat 4ll fenn a romantika és a korabban mar vazolt
szentimentalizmus kozott. A szentimentilis €s a romantikus irdnyzatok
kozotti folytonossagokat és kiilonbségeket kiilondsen szemléletesen vilagitja
meg Teleki Jozsef 1818-ban keletkezett uttord esszéje A régi és az ij koltés
kitlombségeirdl. Teleki szerint a régi  koltészetre az ,egyszeriiség” és a
Htermészetesség” volt a jellemzd, s ez az elképzelés kozvetleniil merit a
Schiller altal kidolgozott naivitdas elképzelésbdl, ugyanakkor a modern
koltészet targyalasakor a koltoi képzeletr6l szolva mar sajat, tudatosan
romantikus elképzelését is ismerteti Schillerén felil. Mig a régi koltok azt
irtdk le, ,,amit lattak, tapasztaltak, érzetek”, addig a modernek, akiknek
csoportjdba Teleki magat és kortarsait érti, ,magunknak elészor egy uj, a
jelenvalotol egészen kiilonbozo koltoi vilagot formalunk, s azt adjuk eld, amit
abban latnank, tapasztalnank, éreznénk.” Teleki egyetért Schillernek azzal az
okfejtésével, hogy a régi koltészet ,targyas (objektiv)” volt, mig a modern
»személyes (subjektiv)”, de kitart allaspontja mellett, hogy a modern,
romantikus koéltd képzeletereje segitségével felillemelkedik az objektiv vilagtol
valo szentimentalis clidegenedettségén.

Annak az éles meglatasokkal teli elemzésnek a segitségével, melyet Teleki
adott a szentimentalis és a romantikus kéltészet osszefiiggéseir6l, mar jobban
fel tudjuk mérni, hogy mennyire fontos, s6t vezetd szerepet jatszott Horvith
Adam, Csokonai és Berzsenyi a romantikus elmélet és gyakorlat
magyarorszagi meghonositasiban. Az a figyelemre mélté elemzés, melyet
Horvath a méltatlanul elfeledett 1792-es Psychologia cimii miivében adott a
képzelet fogalmarol, mar egyértelmien a fogalom romantikus hasznalatit
vetiti elére, és a képzeletrdl vallott romantikus szemléletmod Csokonai
koltészetében ¢és Berzsenyi rendkiviili eredetiségrl tanuskodd Poétai
harmonistika c. mivében is egyértelmien tetten érhetd (Csokonai egyébként
Horvathoz irt 1792-es 6dajaban felmagasztalta a Psychologiat). Verselésének
tagadhatatlan klasszicizmusa ellenére Berzsenyi koltészetének egyéni és
gyakran latomasos metafora-hasznilata is a romantika iranydba mutat és 4
kozelité tél c. versének a romantika nagy Osz-kolteményei kozott a helye
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Keats Ode to Autumn (Oda az 6szhéz), Lamartine L'Autome Osz vagy
Eichendorff Herbstweh (Oszi bi) c. versének tarsasagaban.

A magyar irodalomtdrténetben a 19. szizad nagy részében Berzsenyi
értékelésében dontd szerepet jatszott, hogy kritikusai képtelenck voltak
méltanyolni legsikeriiltcbb versei romantikus képi vilagat. Koélcsey, aki a
mesmerizmusrodl és az allati delejességrol irt esszéiben tdmadta a romantikus
filozofia ,irracionalizmusat”, Berzsenyi exaltalt képzelodésének exalt
képeiben” csupdn az értelem cllen dolgozd dagalyos szenvelgést latott, de még
a nagyobb elméleti hdttérrel rendelkez6 nép-nemzeti iranyzatot képviseld
Erdélyi szerint is Berzsenyi ,,festd koltészete” jorészt a sajnalatos német hatas
ercdménye. Arany is tamasztott kilogasokat Berzsenyi dagalyossaga cllen, és
Gyulai ¢s Ricdl kritikai munkdiban Berzsenyi miivei zavaro hianyukkal hivjak
fel magukra a figyelmet. Csak Horvath Janos 1924-cs Egy fejezet a magyar
irodalom izlés torténetébél: Berzsenyvi Daniel c. remek tanulmdnyaban kap
Berzsenyi eldszor komoly kritkai méltatast a magyar ,,nemzeti-klasszicizmus”
bajnokatdl - de talin még ennél is fontosabb, hogy Horvath alapvetéen
romantikus koltéként méltatja Berzsenyit.

A 19. szazad els6 felében csupdn cgyctlen koltd akadt, aki jelentdségéhez
mérten tudta érickelni Berzsenyi koltészetét, és sajat miiveiben is felhasznalta
credménycit: Vorosmarty Mihdly. Voérdsmarty volt a legnagyobb magyar
romantikus koltd, a szo legteljesc.b eurdpai értelmében. A képzeletrdl vallott
romantikus elképzelés mar korai cposzait, igy a Tandérvolgyet és a
belejezetlentil maradt Délszigefet is 4thatotta, és czekben a miivekben
nyomokban mar fellelheté az a tragikus latdsmod, mellyel Vorosmarty az
emberi vagy kiclégithetetlen tcrmészetét szemlélte érett kolteményeiben. E
tragikus latismod pontosan a szubjcktum és a targy, az én és a vilag
osszeegyeztethetelenségének €rzésébdl fakad, és cbben az érzésben Wellek
nem csupdn a romantikus képzelet legnagyobb kinszenvedését, de egyben
legfontosabb kihivdsat is latta. Nagy verseiben, igy az Eldszoban vagy A vén
cziganyban Vorésmarty gazdag ¢s egyéni metafordi nem a végsd soron
visszaszerezhetd targyakat helyettesitik, hanem cgy 0j k6ltdi vildg kdrvonalait
jelolik ki. A kifejezésmdéd minden credetisége cllenére Vordsmarty tragikus
litdsmodja nemegyszer tallépi a személyes 1atdsmaod kereteit. A Gondolatok a
konyvtarban (1844) vagy Az emberek (1846) c. versekben a tragédia
univerzilis emberi kifejezést nyer, mig a Csongor és Tiindében (1831) és az
Eldszéban (1850) ez a tragédia mdr szinte emberfolotti, kozmikus kitcrjesztést
kap.

Voérésmarty életében nagy megbecsiilésnck  6rvendelt, de 6 maga
panaszkodott arrol, hogy verseit (6bben dicsérik, mint olvassik. Az clsé

-
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magyar honfoglalasi eposz, a Zaldn futdsa (1825) iinnepelt szerzje az 1840-
es évekre mar elszegényedett és képtelen volt széles olvasétabort toborozni
miveinek. ,, Verseimmel Ggy banik a k6zonség, mint a vizzel, dicseri s bort
iszik helyette”, panaszkodott 1845-ben Vordsmarty. Ez a paradoxon gyakran
megismétlddott Vérdsmarty késobbi irodalomtorténeti értékelésében is. Gyulai
példdul Vorésmarty jelentdségét abban latta, hogy bizonyos mértékig
eldkészitette a terepet a nép-nemzeti hagyomany valddi kiteljesitdi, Arany és
Petdfi elbtt, ugyanakkor kikelt a ,dagdalyossig” ellen, mely szerinte 4 vén
cziganyhoz hasonlé romantikus mestermiivek jellemzgje volt.

Az emberben mar-mar gyanu ébred, hogy a ,,dagilyossag” a 19. szizadban
szinre 1épd nép-nemzeti irdnyzat szdmdra csak egyfajta minden célra
hasznalhaté romantika-ellenes szitokszo volt és végsé soron ez siit6tték ra
mindenre, ami csak egy kicsit is eltér a ,nép” autentikusnak tartott
beszédmodjatél. Azonban a nézet mogott huzodé kulturdlis ideologia és az
irodalmi beszédmod, mellyel ez az ideoldgia szembeszallt ugyannak a
szellemi valsignak a terméke. Es pontosan ez az a szellemi valsig, melyet
Schiller az Uber naive und sentimentalische Dichtungban leirt, mely a 18.
sziazad végén a legtobb eurdpai kultirat elérte, s amelyb6l a modern magyar
irodalom is megsziiletett.









