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Focus and Scope

Colloquia Comparativa Litterarum ny6ankysa npoyysaHua no CpaBHUTENHO ANTEPATYPO3HaHMe.
AKLLEHTUTE Ca BbpXy €BPOMENCKUTE NMTepaTypu, B YACTHOCT BbpXy OasKaHMCTMYHA
npobaemaTtuKa, MaBHoO 3a nepuoga ot XVIII Bek o aHec.

Colloquia Comparativa Litterarum publie des études en Littérature comparée avec un accent sur
les Littératures européennes, en particulier sur les questions concernant les Balkans et
surtout pour la période allant du XVIII¢ siécle jusqu'a nos jours.

Colloquia Comparativa Litterarum publishes studies in Comparative Literature with an emphasis on
European literatures, in particular on Balkan issues, and mainly regarding the period from
the 18" century onward.

The Peer Review Process

NonyyeHuTte 3a nyb/aMKyBaHe TEKCTOBE ce M3MpawaT oT Peaxonernata 3a aHOHMMHO
OLleHABAaHe OT fgBama HEe3aBUCMMWM ChleuMannucTm B CbOTBeTHaTa 06nacT. 3a ga ce rapaHTmpa
AHOHMMHOCTTA, NpPeA/ioXKeHUTe cTaTumM TpsAabBea Aa ce M3npawaTt Ha PegKkonernsTa B 4Ba BapuaHTa
Ha cneanua agpec: ColloquiaCL@gmail.com.

1. [MbneH TEeKCT C MMETO Ha aBTOpPa, NPUHAANEKHOCT KbM Hay4YHa opraHusauua u buo-bnbnmorpadus
B 5 po 10 peaa.

2. HenoanvcaH BapmaHT, B KOUTO MO HMKAKbB HauMH He Ce yNoMeHaBa CaMo/IMYHOCTTa Ha aBTopa.
B cnyyalt Ha pasmMHaBaHe MeKay OLUEHKMTE Ha MbpBUTE ABaMa PELEH3EHTH, Ce TbPCU MHEHUETO
Ha TpeTu. MNepnoabT Ha oueHABaHe Tpae NpubansutTenHo 3 meceua. OUeHKaTa ce M3BbPLUBA Bb3
OCHOBa Ha c/fedHUTE KpUTepuu: 3HayeHue/OpPUTMHANHOCT, KOHUENTyasHa pamKa, CTPYKTypa,
METOA0/N0MNs, KaYecTBO Ha AOKYMeHTUpaHe, ctun. Cnea u3TMYaHe Ha TO3M MNepuog aBTopuTte
nosny4asaTt UMeln c ogobpeHune 3a Nyb6aAMKaLMA, C OTKA3 UK C NPENOPBKU 33 peaKTUpaHe.

Afin de garantir la double expertise en aveugle des articles, les propositions d’article seront
soumises au Comité de rédaction en deux versions a I'adresse suivante : ColloquiaCL@gmail.com.
1. Une version compléte : comportant le nom de I'auteur, I’affiliation et la notice bio-bibliographique
de 5a 10 lignes.

2. Une version anonyme : ne comportant aucune mention explicite a I'identité de I'auteur.

En cas de désaccord entre les deux évaluateurs, le Comité de rédaction fera recours a une troisieme
expertise. L'expertise est effectuée, dans un terme jusqu’a trois mois, sur la base de la pertinence
intrinseque de chaque proposition, du cadre conceptuel, de la structure d’ensemble, de la
méthodologie, de la qualité de la documentation, de la qualité du style. Les propositions peuvent
étre acceptées, refusées ou peuvent donner lieu a des recommandations pour I'auteur.

The editors will forward all texts submitted for publication for blind peer-reviewing by two
independent experts in the field. To guarantee their non-biased opinion, two versions of each text
ought to be submitted to: ColloquiaCL@gmail.com, as follows:

1. A full version with the author’s name, affiliation and short CV within 5 - 10 lines.

2. An anonymous version bearing no explicit reference to the author’s identity.

In case of disagreement between the two reviewers, the Editorial Committee will seek opinion from
a third expert. The approximate duration of the evaluation process is three months, and it is based
on the intrinsic relevance of each submitted paper, its conceptual framework, overall structure,
methodology, quality of documentation, and quality of writing style. The submitted papers may be
accepted, rejected, or sent back for rewrites with recommendations to the author.
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Publication Frequency

Colloquia Comparativa Litterarum e Hay4YHO cnNuUcaHWe, Cb34aA4EHO Npes3
2015 r. KaTo roAMLWHUK.

Colloquia Comparativa Litterarum est une revue scientifique, créée en 2015,
a la périodicité annuelle.

Colloquia Comparativa Litterarum is a scholarly review, established in 2015 as

a Yearbook.

Open Access Policy

My6naukaumaTa e c nbaeH cBo6oaeH AOCTbM, CbIIaCHO NPUHLMNG, Ye No
TO3W HauyMH Ce OKasBa MNoAKpena 3a LWWPOKMA nnaHeTapeH obmeH Ha
3HaHueTo. Mpn noabopa maTtepuannuTe NpeMmMHaBaT Npe3 aHOHMMHA OLLEHKa
OT ABaMa PeLEH3EeHTH.

Politique d'édition électronique : Publication intégrale en libre acces
pour faciliter I’échange scientifique planétaire. Sélection et révision des
manuscrits en double-aveugle.

This journal provides immediate open access to its content based on
the principle that making research freely available to the public supports a
greater global exchange of knowledge. Double blind peer-reviewed selection.
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- Pars pro toto. The Literary Balkans in Europe —
Proceedings of the Literary Session of the
11t CONGRESS OF SOUTH-EAST EUROPEAN STUDIES,

SOFIA 2015

http://balkanstudies.bg/congress2015/en/10-programm.html
The articles have been published after a blind peer-reviewing process.

- Miscellanea
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About the 2018 issue:

Cratuure 3a cnegBawma 6pok Ha cnUcaHUETOo ce Npuemar 40
31 aHyapu 2018 r. TekctoBeTe 3a NybanKyBaHe Ha 6baArapckwm,
$pPEHCKN AN aHINMIACKU 31K Ce U3MPALLAT N0 UMEWUN Ha cneaHunA
agpec: colloquiacl@gmail.com

Les articles pour le prochain numéro de la revue seront
acceptés jusqu’au 31 janvier 2018. Les textes a publier seront
envoyés a la rédaction en frangais, anglais ou bulgare par courrier
électronique a : colloquiacl@gmail.com

Papers for the journal’s upcoming issue will be accepted until
January 31, 2018. Please send your submissions in English, French
or Bulgarian by e-mail to: colloquiacl@gmail.com
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/ Le mot du rédacteur/ Editor’s Note

Hosusit Opoit Ha cnimcanue Colloquia Comparativa Litterarum, Tpets mo pea oT OCHOBaBaHETO
My npe3 2015 r., € cbCTaBeH OT TPU YaCTHU:

1. Pars pro toto. JIuteparypuute bankanu B EBpona

2. Miscellanea

3. Peuensuu

Pars pro toto. Jlureparypuure bajnkanu B EBpona

B Ta3u mppBa yacT Ha CKMCaHUETO MYOJMKyBaMe MaTepHalluTe OT JIMTEpAaTypHaTa CEecusl B
pamkute Ha XI KOHI'PEC 3A IOTOM3TOYHOEBPOIIEMCKHA U3CJEJIBAHUS, xoiito ce
nposeze B Codus ot 31 asryct no 4 cenremBpu 2015 r. IloBeue mHdpopmanus 3a mporpamara u
opranuzanusTa Ha Konrpeca ot crpana Ha MexxayHapoiHaTa acolualys 3a 0rOM3TOYHOEBPOIEHCKH
npoyuBanus (AIESEE) u UHcTuTyTa no OankaHUCTHKA ¢ LEHTHP 1o Tpakoiorus npu BAH moxere

Ja HaMepuTe Ha ciefHus anpec: http://balkanstudies.bg/congress2015/fr/programm.html.

JIutreparypHara cecust Ha KoHrpeca cb0pa B MeXyHapOJeH TUAJIOT yYeHH, KOUTO paboTAT B
obnactra Ha CpaBHUTEHOTO JINTEpAaTypO3HaHUe U bankaHuCcTHKaTa, U U3CIEABAT HE CAMO BPB3KHUTE
Mexy OalKaHCKUTE JINTEpAaTypy, HO U OOIYBaHETO UM C Ipyru auTepaTypu B EBpona u cBeta. B
pamMKuTe Ha MmMpoKO 3azaneHara Tema Ha Konrpeca: IOI'OM3TOUHA EBPOIIA U
EBPOITEMCKATA WHTEIPALIMS, Hue, KaTo JUTEpaToOpu M HCTOPHMIM HA H3KYCTBATa, CE
CbCPEOTOUYNXME BBPXY ,MHTErpalusara™ B 30HATa Ha JIUTEPAaTypHOTO BHOOpaKEHHWE U Ha
pELenIHOHHUS BB3IJIE.

Omie B MokaHaTa KbM yYaCTHHUIIUTE NOCTaBUXME BBIIPOCUTE: Kak JIMTeparypHute baikanu
MUCIIAT HAIMOHAIHUTE pa3IMKd BBB (opManHaTa perdoHalHA ILSJIOCT;, KaK Ce CHpaBAT ¢
0e3pa3InYueTo, 3as8BEHO WM MPEeMBbIYaHO, €IHH KbM JPYTH, KaKTO M OT CTpaHa Ha 3amaja KbM
BCUYKHU OCTaHaJIM; B KaKBa CTENEH YacTTa u3passBa LsIoTo?

B ortroBop, cuHekzoxara 3a YacTMYHaTa MPUHAMJIEKHOCT M 3a OTHOCHUTEIHATa

MNpEACTABUTCIIHOCT CC CI[06I/I C MUCATCIICKH UMCHA U KOHKPCTHA JIMTCPpATypHa JUHAMUKA. YeteMm 3a
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UJCHHU U CTUJIMCTUYHU CTHIIKK BbB BPEMETO Ha MOJIEPHOCTTA; 32 3HAYEHUETO Ha UMITYJICUTE, JOLLIN
OT KOHTaKTa ¢ Jlpyrus; 3a HaTUCKa BbPXY TBOPELIA Upe3 OMPEICICHN KYyATYPHU MOJIUTUKU WU TIOPAIU

OTCBHCTBUCTO UM, 3a MUI'PAllUATA, IBTYBAHCTO, U3THAHUCTO.

Miscellanea

[Tonpazbupamara ce cBobona mpu nu3bopa Ha TeMH BBB BTOpaTa 4acT Ha TO3U Opoi Ha
CIIMCAaHUETO OTBEXKJAa KbM JIBa KOHTHHEHTA, KbM pa3auuHu IKoid Ha CpaBHUTEIHOTO
JTUTEepaTypo3HaHKUe, KbM MIO3HATH M TI0-MaJIKO IIO3HATH HucaTesu oT EBporna 1 AMepuka, KbM BBIIPOCH
Ha UJCHTHYHOCTTA U MOETHKaTa. BBB (hoKyca Ha BHHUMaHHE ca M3KycTBaTa (Omepa U JUTepaTtypa),
KPUTHYHHST HOB MPOYMT Ha KJIacWKaTta, ¢puiocopusta Ha XX BEK U BPb3KaTa M C XyJA0)KECTBEHUS
TEKCT, KOHIICMIHUATA 33 My3es B JIMTEPATYpHOTO TPAJMBO, KAKTO M €IUH OCOOCH Cilydall Ha

HaIIpCKCHUC, CBBP3aHO C HICHTUYHOCTTA.

Peyenzuu

PeueHsmlee 06p1)1uaT BHUMAHUE Ha [ABC€ HOBHU 61)J1rapc1<1/1 KHUTH, CBBP3aHU CbC
CpaBHI/ITeJ'IHOTO JINTCPATYPO3HAHHUC — BCAKA B cBOU Pa3JIMICH MCTOOOJIOTHUYCCKU KO U reorpa(bCKa
OpUCHTalus. HpOI[’bJ'DKaBa M OUCPTAHOTO OLIC OT II'bPBUA HU 6pOI71 HaMCpPCHUEC Aa IPCACTABAMC HOBUTC

TEMATUKHU HAa MHOT'OC3WYHHU CIIMCAHUA 110 CpaBHI/ITeJ'IHO JIATCPATYPO3HAHUC.
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Le nouveau numéro, troisieme depuis la fondation en 2015 de la revue annuelle Colloquia
Comparativa Litterarum, est composé en trois volets :

1. Pars pro toto. Les Balkans littéraires en Europe
2. Miscellanea
3. Comptes rendus

Pars pro toto. Les Balkans littéraires en Europe

Dans ce premier volet de la revue nous publions les actes de la session littéraire, tenue dans le
cadre du X1 CONGRES D'ETUDES SUD-EST EUROPEENNES, qui s’était déroulé a Sofia, entre
le 31 aott et le 4 septembre 2015. Plus d’information sur le programme et 1’organisation du Congreés
de la part de I’ Association Internationale d’Etudes du Sud-Est Européen (AIESEE) et de I’Institut des
Etudes Balkaniques avec Centre de Thracologie auprés de 1’ Académie des Sciences de Bulgarie, vous

pouvez trouver a I’adresse suivante : http://balkanstudies.bg/congress2015/fr/10-programm.html.

La session littéraire du Congres a réuni en dialogue international des savants qui meénent des
recherches en Littérature comparée et en Etudes balkaniques, et qui étudient la connexion des
littératures balkaniques entre elles, ainsi qu’aux autres littératures d’Europe et du monde. Dans le cadre
trés ample du Congrés : L'EUROPE DU SUD-EST ET L'INTEGRATION EUROPEENNE :
ASPECTS POLITIQUES, SOCIO-ECONOMIQUES ET CULTURELS, nous, en tant que littéraires
et critiques d’arts, avons fixé notre attention sur « I’intégration » au plan de I’imaginaire littéraire et
sous la lumiere de la réception.

Dés I’invitation aux participants nous avons poseé les questions : comment les Balkans littéraires
pensent-ils les différences nationales dans la totalité régionale formelle ; comment se débrouillent-ils
avec I’indifférence, déclarée ou taciturne, réciproque, ou, de la part de 1’Ouest envers tous les autres ;
a quel degré la partie exprime-t-elle le tout ?

En réponse, la synecdoque, se référant a I’appartenance partielle et a la représentabilité relative,
a recu des noms fascinants d’écrivains et des moments précieux de dynamique littéraire. Nous lisons
des textes sur des allures idéologiques et stylistiques dans le temps de la modernité ; sur les impulses
issus des contacts avec 1’ Autre ; sur la pression envers 1’écrivain, réalisée a travers certaines politiques

culturelles ou par la suite de leur manque ; sur la migration, le voyage, 1’exil.

11
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Miscellanea

La liberté thématique sous-entendue dans ce deuxiéme volet du numéro de la revue ouvre
I’éventail sur deux continents, sur plusieurs écoles de Littérature comparée, sur des écrivains européens
et américains, bien établis ou moins connus, sur des questions d’identité et sur des questions de
poétique. Scrutés sous la loupe sont les arts (opéra et littérature), la lecture des classiques, la
philosophie du XX® siécle a répercussion sur le domaine de la fiction, la conception muséale en

littérature, et un cas spécifique d’identité sous question.

Comptes rendus

Les comptes rendus mettent en relief deux livres bulgares nouveaux en Littérature comparée,
chacun réalisé dans un registre bien différent, du point de vue de méthodologie et de géographie.
Continue d’autre part I’intention, montré deés le premier numéro, de présenter 1’orientation thématique

de revues plurilingues en Littérature comparée.

12



Colloquia Comparativa Litterarum, 2017

This issue of the annual review Colloquia Comparativa Litterarum (the third since the
inaugural one in 2015) has been composed in three parts:

1. Pars pro toto. The Literary Balkans in Europe

2. Miscellanea

3. Book Reviews

Pars pro toto. The Literary Balkans in Europe

In Part One of the journal we have published the proceedings from the literature session held
within the framework of the 11" CONGRESS OF SOUTH-EAST EUROPEAN STUDIES, which
took place in Sofia, 31 August — 4 September 2015. To find out more about the programme and the
organisation of the Congress carried out by the International Association of South-East European
Studies (AIESEE) and the Institute of Balkan Studies & Centre of Thracology with the Bulgarian
Academy of Sciences, please visit: http://balkanstudies.bg/congress2015/en/10-programm.html.

The literature session of the Congress engaged in international dialogue scholars who have
been conducting research in Comparative Literature and Balkan Studies, and have been examining
Balkan literatures in connection to one another and to other literatures in Europe and the world. Given
the very broad thematic scope of the Congress: SOUTHEAST EUROPE AND EUROPEAN
INTEGRATION: POLITICAL, SOCIOECONOMIC AND CULTURAL ASPECTS, as literary and
art critics we chose to focus on ‘integration’ in the field of literary fiction and literary reception.

In our invitation to the Congress we included the following questions: how do the literary
Balkans perceive national differences in the context of the region’s formal entirety ; how do they deal
with the indifference, either voiced, or silent, toward one another, or demonstrated by the West toward
everyone else; to what extent does the part express the whole?

In response, the synecdoche used as a reference to partial belonging and limited representation,
was enriched with a colourful list of writers’ names and valuable moments of literary dynamics. Thus,

we are now able to read about new ideological and stylistic aspects of our modernity; the impulses that
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have come into contact with the Other; the pressure upon writers by means of certain cultural policies

or subsequent lack thereof; migration, travel, and exile.

Miscellanea

The implicit thematic freedom in Part Two has allowed us to broaden the horizons to two
continents, a number of schools of Comparative Literature, several well-established or less known
European and American writers, as well as to questions of identity and poetics. These articles scrutinise
some art forms (namely, opera and literature), the interpretation of classics, 20" century philosophy
with view to its impact on fiction, the concept of ‘museum’ in literature, and a specific case of identity
quest.

Book Reviews

The book reviews included in this issue have highlighted two new Bulgarian books in the field
of Comparative Literature that differ in their methodological approaches and geographical scope.
However, we have continued the intention stated in our inaugural issue to present new themes put

forward by multilingual journals on Comparative Literature.
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Dina MANTCHEVA!

La lecture du folklore dans la dramaturgie moderniste bulgare
et dans le théatre symboliste européen?

Résumé

Afin de relever les similitudes et les particularités spécifiques entre la dramaturgie moderniste bulgare
et ses modeles esthétiques, celle-ci est étudiée en rapport avec les théatres symbolistes francophone et slaves
(russe et polonais), congus comme la synthése particuliére des tendances majeures du courant idéaliste en
Europe. L’objet de recherche porte sur la thématique folklorique (contes et 1égendes) qui constitue 1’une des
grandes sources d’inspiration a la fois a ’Ouest et a I’Est européen. Y sont étudiés de maniére croisée les types
de sujets, les voies de leur interprétation et les principes de leur structuration. L’analyse montre les
interprétations similaires du fond populaire et son importance structurelle dans les écritures en question.
Cependant, les connotations nationales et sociales dans le théatre moderniste bulgare, inspiré de son propre
contexte le détachent des formes métaphysiques francophones et le rapprochent de 1’écriture russe. Les picces
bulgares intensifient I’éclectisme, caractéristique du symbolisme russe et ont également recours a certains traits
avant-gardistes (parodie, ambiguité, clownerie) qui transgressent les postulats orthodoxes du courant et
annoncent 1’évolution ultérieure de la scéne européenne.

Mots-clés : dramaturgie symboliste francophone et slave ; drame moderniste bulgare ; réécriture ; conte de
fées ; légende

The Rewriting of Folklore in Bulgarian Modernist Drama
and in European Symbolist Theatre
Abstract

Bulgarian Modernist drama is discussed in the context of the two most representative traditions in
European Symbolist theatre — the Francophone and the Slavonic (Russian and Polish) ones — to point out its
aesthetic similarities and specific originality. The analysis focuses on the principles underlying the selection
and structuring of the two types of folklore plots (fairy tales and legends), used on all stages where idealistic
plays have been produced. The study charts out the similar interpretations of the popular basis and its structural
importance in all modes of writings. However, the national and social connotations in Bulgarian theatre, inspired
by its own cultural context, differ from the Francophone metaphysical forms and mark out its relationship with
the Russian and Polish versions. Finally, Bulgarian plays strengthen the eclecticism, characteristic of the
Slavonic stage, and make use of some vanguard trends (parody, ambiguity, buffoonery), which transgress
certain aesthetical postulates and announce the further evolution of the European stage tradition.

Keywords: Francophone and Slavonic Symbolist theatre; Bulgarian Modernist drama; rewriting; fairy tale,
legend

! Dina MANTCHEVA est Docteur d’Etat et Professeur des Universités en littérature francaise au sein du département
d’Etudes romanes de 1’Université de Sofia « Saint Clément d’Ohrid ». Elle a été chargée de cours en Etudes théatrales a
I’Université de Paris 8 au titre de Professeur associé, et a I’Université de Paris 3 Sorbonne Nouvelle au titre de Professeur
invité. Ses recherches portent sur la poétique de la dramaturgie moderniste et avant-gardiste francophone et slave (bulgare,
russe, polonaise) depuis le symbolisme jusqu’au théatre de dérision et la scéne postmoderniste.

2 article fait partie du projet scientifique La Norme et ses transgressions dans des concrétisations variées, réalisé par le
département d’Etudes romanes avec le soutien financier du fonds Recherches scientifiques en 2015 auprés de I’Université
de Sofia Saint Clément d’Ohrid.
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L’attrait des modernistes bulgares pour I’univers merveilleux et I’animisme magique des sujets
folkloriques convient a leurs conceptions philosophiques et rattache leur théatre a la scéne symboliste
européenne. Pareillement a leurs confréres a I’Ouest et a I’Est du continent, les Bulgares sont fascinés
par la naiveté ingénue des récits populaires et y voient « I’expression sentimentale de I’humanité »°
leur permettant de créer des ceuvres universelles et atemporelles, détachées du réel quotidien. A I’instar
de I’ensemble des idéalistes, ils croient que les récits ancestraux gardent enseveli le ferment idéal des
temps premiers et cherchent a déchiffrer les énigmes secrétes y contenues.

Néanmoins, le modernisme bulgare n’est pas un simple calque du modé¢le européen, car il porte
¢galement I’empreinte de son propre contexte socio-culturel qui I’engendre.

Afin de cerner les similitudes et les particularités spécifiques de la dramaturgie idéaliste bulgare
par rapport a la scéne symboliste européenne, nous étudierons de manicre croisée leur recours
analogique au folklore en privilégiant tout particuliecrement le choix des sujets populaires, les
particularités de leur interprétation et les procédés esthétiques de leur composition moderne.

Le corpus bulgare englobe les ceuvres scéniques créées entre le début du XX°®s. et les années
1930, et qui illustrent I’évolution du symbolisme sur le terrain national depuis les signes avant-coureurs
de celui-1a jusqu’a son plein épanouissement.

Le corpus européen comprend les théatres francophone, russe et polonais, congus comme la
synthése de ’écriture idéaliste sur les deux grands terrains du continent — le cadre latino-germanique
et le climat slave. En effet, la scéne francophone des années 1890, résultant des efforts communs
d’auteurs de nationalité différente (belge, francaise, anglaise, américaine, allemande) d’imposer la
poétique idéaliste en Europe, se distingue par son caractere cosmopolite. En revanche, les dramaturgies
russe et polonaise, issues de deux grandes branches ethniques slaves (celle de I’Est et celle de I’Ouest),
représentent, de I’avis commun de la critique, les deux expressions scéniques les plus originales a I’Est

européen au début du XX°¢s.

Types de sujets folkloriques

Les auteurs bulgares suivent les tendances folkloriques ayant marqué le théatre symboliste
européen (francophone et slave) qu’ils connaissent bien et lisent le plus souvent en version originale.
A Tinstar des autres idéalistes sur le continent, les modernistes sur le terrain bulgare puisent leurs
sujets folkloriques dans les deux genres marquants de 1’oralité populaire — les contes de fées et les

légendes. Ils congoivent également les récits merveilleux, peuplés de personnages imaginaires, comme

3 Péladan, Joséphin. Les idées et les formes. Antiquité orientale. Paris, Mercure de France, 1908, p. 7.
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le tableau immuable de I’existence terrestre définie par le transcendantal imperceptible. De méme, ils
associent les histoires légendaires, nourries d’événements concrets aux lois inconnues qui dirigent la
civilisation humaine.

Toutefois, la production bulgare inspirée des créations populaires emprunte sa propre Vvoie,
conformément a 1’horizon culturel dont elle est issue et représente une variante typologique originale
du symbolisme européen. A la différence des écrivains occidentaux qui cherchent & découvrir les
vérités universelles de la vie dans le fonds folklorique, les Bulgares 1’envisagent plutdt en fonction de
leur propre société. C’est la raison pour laquelle les Francophones s’inspirent de contes et de 1égendes
de provenance et d’époques différentes afin d’embrasser I’histoire humaine. En revanche, les Bulgares
puisent dans 1’oralité de leur propre patrimoine ancestral. Ils croient que le fonds folklorique congu
par leurs ancétres garde I’expression de 1’ame nationale leur permettant d’y lire le sort de leur pays.

Enfin, si les dramaturges francophones congoivent 1’écriture primitive des anciens comme un
moyen efficace de renouveler le genre théatral, les modernistes bulgares, considérent les récits
appartenant a leur héritage comme une possibilité de se rapprocher des tendances novatrices a 1’Ouest,
tout en sauvegardant la spécificité de leurs traditions littéraires. Cette attention prononcée que les
auteurs bulgares a I’instar de leurs confréres slaves réservent a leur patrimoine culturel, découle, dans
une large mesure, de la place importante que le folklore occupe a I’Est. A la différence des créations
anonymes a 1I’Ouest, évincées par la littérature personnelle depuis I’époque de la Renaissance,
I’imagerie populaire dans les pays slaves maintient sa force vitale et sa diversité générique jusqu’au
début du XX°® siecle.

Contrairement aux Francophones attirés tout particulierement par les rapports mystiques entre
la vie et la mort, les Bulgares tendent a privilégier les problemes de I’existence terrestre. Ainsi, le motif
dominant du songe, congu comme un pont particulier entre les deux mondes, pourrait expliquer la
place prépondérante qu’occupe le conte de La Belle au bois dormant dans la dramaturgie a 1’Ouest et
qui sert de base a quatre piéces modernes®. En revanche, les auteurs bulgares optent pour le récit
merveilleux qui relate I’amour maléfique d’un dragon ou d’une oréade pour une personne humaine.
D’une part, I’attention a la vie réelle dans le conte bulgare rejoint les tendances similaires slaves et se
détache de I’intérét francophone pour I'univers onirique du sommeil. D’autre part, le pouvoir
maléfique qu’exerce le surnaturel sur la vie humaine, ainsi que les efforts de I’individu de s’y opposer,
y fait écho a I’atmosphére de pessimisme accru dans le pays a la sortie de la Premiére guerre mondiale.

Conformément au traité de Neuilly signé en 1919, la Bulgarie, doit céder certains de ses territoires aux

4 Maeterlinck, Les Sept Princesses ; Bataille et d’Humiéres, La Belle au bois dormant ; Trarieux, Le Songe de la  Belle
au Bois ; Lorrain, Yanthis.
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Alliés vainqueurs et leur payer d’importantes réparations de guerre a cause de sa participation du coté
de I’Allemagne. En effet, sur les huit piéces® qui reprennent ce conte folklorique, cing — soit presque
deux tiers — sont écrites dans les années vingt, aprés la débacle nationale a la sortie de la Premiére
Guerre mondiale.

Le choix des 1égendes revisitées par les dramaturges bulgares finit par confirmer 1’originalité
de leur écriture. Les intrigues y suivent la tendance slave qui privilégie le contexte national aux dépens
de I'univers atemporel propre aux drames francophones et se réferent le plus souvent a la longue
période de I’occupation ottomane. Ainsi, la figure de I’enchanteur Merlin®, le fils du Diable baptisé au
nom du Seigneur et qui prédomine a 1’Ouest, semble 1’allégorie de tout étre humain, soumis au péché
originel, mais ayant la possibilité de s’en délivrer’. En revanche, les histoires bulgares portent
notamment sur le sacrifice au nom de la communauté®, sur les luttes héroiques contre 1’occupant
musulman® et sur la dignité et I’orgueil national des victimes de 1’oppression qui préférent la mort a
I’humiliation®®.

A titre d’exemple on pourrait citer, notamment : ’histoire récurrente du maitre Manol qui
sacrifie sa propre femme a I’ceuvre collective et ’emmure dans le pont en construction pour le
préserver d’écroulement ; le récit des quarante jeunes filles qui préférent se donner la mort plutot que
de tomber dans les mains des Ottomans ; la 1égende de Strahil le haidouc qui renonce a son propre
bonheur au nom de la liberté de son peuple. Les nuances patriotiques contenues dans tous ces sujets
rattachent tout particulierement les picces bulgares a la thématique similaire dans les ceuvres
polonaises de Wyspianski et de Rydel.

En contrepartie, il n’y a qu’une seule piéce, créée dans les années vingt!!, qui s’inspire de la vie
vertueuse des saints et qui rappelle le motif similaire dans le théatre francophone et russe.

Cet amalgame d’empreintes folkloriques diverses conditionné par I’impact du contexte national
dans la dramaturgie moderniste bulgare, témoigne a la fois de son originalité particuliére et de sa
genese complexe, conditionnée par la double influence des versions symbolistes francophone et slaves

et qui pénetrent simultanément dans le pays.

5 Danovski, L’Oréade ; Todorov, P.I., L 'Oréade ; Savtchev, Quand les oréades tombent amoureuses ; Kirilov, La Femme
du Dragon ; Grozev, Le Dragon ; Todorov, P.1., Les Noces du Dragon ; Karadjov, La Sainte ; Popdimitrov, La Meuniere.
6 Schuré, Merlin I’Enchanteur ; Lorrain, Brocéliande.

" Baumgartner, Emmanuéle. Merlin le Prophéte ou le Livre du Graal, roman du XIII e siécle. Paris, Stock, 1980, p. 333-
334.

8 Les Magons de P.1.Todorov emprunte  la 1égende de la femme emmurée et du sacrifice de construction.

9 Todorov, P.l., Strahil le haidouc terrible.

10 Strachimirov, Au-dessus de Tombes sans Croix.

11 Danovski, Sainte Catherine.
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L’interprétation des sujets folkloriques

Conformément a la poétique idéaliste, les modernistes bulgares interprétent librement les fables
populaires. A I’instar de leurs confréres francophones et slaves, ils suppriment certaines situations de
base, y ajoutent des motifs supplémentaires empruntés a d’autres récits populaires et créent une
nouvelle texture syncrétique dotée d’un symbolisme plus prononcé et congue comme allégorie de leurs
propres conceptions philosophiques.

Pareillement aux symbolistes européens, les Bulgares ¢liminent la fin heureuse des contes de
fées ou le bien triomphe sur le mal et congoivent un nouveau dénouement sous I’emprise de leur propre
contexte historico-culturel. Le caractére spécifique de celui-ci pourrait expliquer les interprétations
sociales, mystiques, ambivalentes ou parodiques des récits merveilleux sur la scéne nationale.

Les connotations éthiques et sociales dans nombre de pieces modernistes écrites
notamment vers les années 1910, font penser aux traditions réalistes et néoromantiques qui
prédominent dans la littérature bulgare a cette époque’?. Celles-ci pourraient expliquer la tendance a
atténuer I’importance de I’univers fantastique propre a I’interprétation francophone des contes de fées
au profit du pouvoir accru du monde réel.

Dans Les Noces du dragon de P. I. Todorov, ce n’est plus 1’étre surnaturel qui cause la mort de
sa belle, mais la famille méme de la fille, symbole d’un milieu rétrograde soumis a des préjugés
patriarcaux. Pareillement, a la différence de I’oréade dans le conte qui abandonne le berger aprés
I’avoir ensorcelé, I’héroine dans L 'Oréade de P. |. Todorov quitte son mari, car elle se sent écrasée par
I’atmosphére mesquine qui régne dans le village.

En revanche, ce sont les valeurs morales qui déterminent le dénouement dans La Femme du
Dragon de Kirilov. La béte terrible qui avait causé la mort a nombre de jeunes filles, se transforme en
centenaire débonnaire lorsque Gouga lui retire une écaille de son corps poilu, en le privant par ce fait
de sa force fantastique. Néanmoins, la jeune femme n’arrive pas a gofiter la joie dans la vie. Elle
renonce de son propre gré a son amour pour Damiane, deés qu’elle apprend que son bien-aimé est marié
et pere de famille. En effet, la jeune paysanne ne peut pas se permettre de construire son bonheur aux
dépens des autres et préfére son malheur personnel a I’idée de causer de la peine a autrui.

Enfin, ’approche mystique des sujets folkloriques, étroitement liée au motif de la fatalit¢ dans

la vie, prédomine vers le début des années 1920. Ce regard nouveau sur les contes de fées semble

12 XamxukoceB, CUMEOH. Bwreapckusm cumeonuzvm u egponetickuam moodepruuzvm. Codusi, Hayka u uskycrtso, 1974, c.

161.
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engendré a la fois par I’influence de la dramaturgie occidentale et par la catastrophe nationale a la
sortie de la Premiére guerre mondiale.

Dans Quand les oréades tombent amoureuses de Savtchev, le berger parvient a rompre
I’ensorcellement maléfique de la fille de la forét et a échapper au sortilége grace a I’amour fort qu'une
jeune fille éprouve pour lui. Toutefois, la fatalité continue a peser sur le jeune homme. Il tombe dans
un précipice profond et y trouve la mort, comme s’il y était poussé par des forces invisibles.

En dernier lieu, I’interprétation ambivalente des contes de fées vers la fin des années 1920,
témoigne de 1’évolution spécifique de la version symboliste bulgare. Les auteurs y poursuivent la
poétique idé€aliste, inspirée par le mysticisme, I’expressivité et le golt pour I’indécis, mais ils
empruntent en méme temps aux techniques expérimentales des avant-gardes caractéristiques de
I’époque en question. Dans L 'Oréade de Danovski, I’enchevétrement entre le réel et les réves, typique
de I’expressionnisme donne 1’impression d’un monde opaque ou la vérité semble s’estomper au profit
de ’ambiguité et de I’incertitude. D’une part, 1’existence méme des filles de la forét y est mise en
doute, car elles n’apparaissent que dans les visions oniriques d’un jeune homme. D’autre part, les
protagonistes dans la piéce expliquent la noyade du Fou de maniére différente. Les uns y voient
I’intervention maléfique des étres fantastiques, tandis que les autres I’attribuent a un simple accident.

Le regard ironique sur la naiveté¢ ingénue des contes de fées est une autre conséquence du
contact étroit entre la dramaturgie bulgare et les avant-gardes vers la moitié des années 1920. Dans La
Meuniere de Popdimitrov, la tendance a I’humanisation des €tres fantastiques, propre au folklore, est
exagérée au point de rabaisser 1’aura fantastique des personnages surnaturels. Saint Pierre descendu
dans un village bulgare, y différe sensiblement de son prototype dans les contes religieux. Le disciple
fidele de Jésus, considéré comme un des piliers de la communauté chrétienne, est montré comme une
personne anxieuse et craintive qui a peur de tout. Il redoute I’obscurité et s’inquicte a 1’idée de passer
la nuit dans un réduit sombre. Enfin, il se rappelle bien les contes de sa mere ayant marqué son enfance
et appréhende les malins redoutables qui y tourmentent les humains.

La représentation des diables dans la méme piece ébranle de méme 1’écart habituel entre les
humains et les étres surhumains dans le théatre francophone. Contrairement aux malins tout puissants,
tels qu’ils apparaissent dans nombre de récits populaires, ceux dans La Meuniére Sont plutot des étres
craintifs. Tout en jouant de mauvais tours aux paysans, ils ont peur d’étre enfermés dans une bouteille
s’ils ne disparaissent pas avant le lever du jour. C’est la raison pour laquelle ils vivent sous le rouet du
moulin, prés du bief du barrage et cachent leurs attributs diaboliques — cornes et queue — sous des

bonnets et des vétements longs afin de tromper les humains sur leur vraie nature.
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L’interprétation des légendes dans la dramaturgie bulgare s’inscrit également dans la veine de
la poétique symboliste. Contrairement aux occidentaux qui prolongent les récits folkloriques pour
mettre en relief leurs conceptions de I’évolution humaine, nos dramaturges poursuivent une tendance
similaire de sorte a mieux rendre compte de leurs propres idées relatives au devenir national. Si les
occidentaux associent le développement de 1’existence au perfectionnement permanent de 1’ame
humaine grace a ses réincarnations successives sur terre, les Bulgares, a I'instar des Polonais
réfléchissent sur la vie de la communauté. Ils considérent que la désintégration de la collectivité et la
trahison des intéréts nationaux figurent parmi les causes essentielles du triste sort historique de leur
pays, et en font donc 1’un des thémes majeurs de leurs fables d’origine 1égendaires®®.

Dans Les Macons de P.1.Todorov le récit de la femme emmurée dans une construction en cours
pour la rendre plus solide, est complété par des épisodes nouveaux. Ceux-ci suggerent le role néfaste
que joue le mensonge dans le destin de la nation. De méme que dans la légende ou la magonnerie
s’effondre toutes les nuits, celle de 1’église que les paysans modernes sont en train d’ériger est remise
en cause et son achévement semble nécessiter un sacrifice humain. Seulement, contrairement au
batisseur dans I’histoire 1égendaire, les magons dans la piéce, protégent leurs épouses et c’est la belle
Rada qu’ils emmurent a son insu, en la faisant venir par subterfuge dans 1’église en construction. Ainsi
le temple religieux censé raffermir la foi des paysans en I’appui du Seigneur et encourager leur combat
contre les brigands musulmans, se transforme au final en un lieu de discorde. Les paysans n’osent pas
y entrer, car ils ont I’impression que 1’ame de la victime innocente rode a I’intérieur et les remords de
I’avoir tuée les dressent les uns contre les autres.

En revanche, dans Le Don et I’Envie de Kirilov, le motif du mensonge dans 1’histoire déja
évoquée est poursuivi par celui du chatiment. Ce dénouement nouveau semble suggérer 1’idée qu’un
crime commis aboutit toujours a une sanction incontournable et laisse deviner un regard plus optimiste
sur le devenir national. Maitre Manol dans le texte moderne, ne sait pas que 1’écroulement persistant
du pont qu’il est en train de batir, résulte des pierres poreuses qu’un des ouvriers lui procure pour le
saboter. Afin de mener a bien son travail, le magon emmure sa propre ombre dans la construction au
prix de sa propre vie. Des années apres la mort du batisseur, sa silhouette immatérielle apparait dans
le village pour y révéler la perfidie et les paysans finissent par tuer le renégat.

Enfin, a I’instar des symbolistes russes, les modernistes bulgares prolongent parfois les
légendes populaires par 1’idée de Dostoievski concernant la beauté censée sauver le monde. Ainsi,

dans Au-dessus de Tombes sans Croix de Strachimirov, I’histoire des quarante pucelles qui se jettent

13 Strachimirov, Au-dessus de Tombes sans Croix ; Todorov, P. 1., Les Macons ; Kirilov, Le Don et [’Envie.
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toutes dans la mer pour échapper aux persécuteurs ottomans est poursuivie par la métamorphose

fantastique de celles-ci en beaux cygnes blancs dotés de la vie éternelle.

Principes structurels dans les piéces symbolistes

L’organisation de la mati¢re folklorique dans les drames bulgares s’inscrit également dans la
veine symboliste. A I’instar de leurs confréres, les modernistes cherchent a sauvegarder la fraicheur
ingénue du folklore dans leurs piéces. Ainsi, ils reprennent les procédés majeurs dans les récits
populaires — le schématisme, la stylisation et la concision —, mais les subordonnent a leurs propres
conceptions idéalistes concernant le caractére opaque et ambigu du monde et I’incapacité de 1’individu
a s’y orienter.

Les fables idéalistes nouvellement congues, concrétisées en tableaux courts et situés
souvent dans des endroits ¢éloignés les uns par rapport aux autres, donnent une impression de
morcellement temporel et spatial qui rappelle la vision naive des anciens. En revanche, le
fractionnement structurel moderne qui élimine les faits fabulaires de I’espace extrascénique révele le
caractere trompeur du réel tout en installant 1’énigmatique sur le plateau. L’intrigue ainsi constituée
suit la poétique idéaliste et évoque le role important de 1’invisible.

Cependant, a la différence des événements extrascéniques dans les autres dramaturgies qui se
situent souvent dans le passé, ceux dans les ceuvres bulgares se déroulent, dans 1’ensemble,
simultanément aux €pisodes montrés sur le plateau. Ainsi, les faits cachés au public n’y sont pas
communiqués par des récits interposés, mais par des témoignages directs.

Dans Les Magons de Todorov, des paysans rescapés du pillage des kardjalis (bandes de brigands
turcs mettant a feu et a sec des villages et des villes bulgares a I’époque du joug ottoman) qui Se produit
au temps de la scene, y viennent pour en raconter le déroulement. D’autres y font part de leurs efforts
vains pour arréter I’ennemi. Enfin, des combattants apparaissent sur le plateau pour apporter des
témoignages concernant la bataille acharnée que les villageois menent pour repousser 1’adversaire.
L’espace ainsi constitué se transforme en un lieu de passage menant vers 1’action principale située hors
scéne. Ce rapprochement de 1’action invisible de 1’aire de jeu — procéd¢ caractéristique des picces
bulgares — ébranle en quelque sorte le statisme de I’action propre a la dramaturgie francophone et
semble accentuer davantage le dramatisme sur le plateau.

Comme dans les autres dramaturgies symbolistes, le schématisme sur la scéne bulgare différe
également de celui dans les contes de fées. Si la simplification extréme des personnages dans le
folklore met mieux en relief leurs traits marqués, celle des protagonistes modernes, semble dissimuler

leur vraie nature concernant leurs inquiétudes mystiques et leurs angoisses vagues. Comme le
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remarque Szondi, «la vie active dans le présent cede la place a la vie révée dans le souvenir et
’utopie », tandis que « les relations entre les hommes sont refoulées par les relations intérieures »“.

Néanmoins, les tourments intérieurs des personnages bulgares contiennent des nuances
¢thiques et morales, inconnues dans le théatre occidental. Dans Au-dessus de Tombes sans Croix de
Strachimirov, maitre Manol qui se marie avec la fiancée de son frére en abandonnant sa propre fiancée,
congoit la mort de sa femme comme un chatiment mérité du péché qu’il a commis. Animé de remords
grandissants, il renonce aux joies terrestres pour se vouer a Dieu et commence a construire des temples
au Seigneur a travers le pays pour racheter la faute de son passé.

Toutefois, les modernistes bulgares a I’instar des Russes et des Polonais, ne réduisent pas le
primitivisme poétique a quelques procédés formels, mais y ajoutent nombre de signes anciens et
modernes issus de leur propre patrimoine culturel. Ce sont notamment : les costumes folkloriques et
les danses régionales, les chansons et les rituels, les meeurs et les coutumes, les dictons et les proverbes
populaires, les discours archaisants et les tournures dialectales. Les Slaves considérent tous ces
¢léments — qui sont par ailleurs presque absents a 1’Ouest — comme étant 1’image particuliére de la
conscience collective, évoquant la richesse et la beauté de I’imagination populaire.

Dans Les Noces du Dragon de P.I. Todorov, la représentation de la sédianka, ancrée dans les
traditions séculaires du village bulgare®®, parait reconstituer I’ambiance des rites identitaires a la
campagne. La scéne congue comme le reflet particulier de I’existence historique et contemporaine de
la nation, accentue la compassion du public pour les faits montrés sur scene et suscite son adhésion au
plateau.

Suivant la poétique symboliste et conformément aux idées de Wagner concernant la synthése
des arts, les Bulgares enrichissent également leurs pieces par les langages expressifs des autres arts et
notamment ceux de la musique et de la peinture pour en créer 1’atmosphere magique et idéale sur la
scene. Ils croient également que les signes visuels et sonores ont le pouvoir de suggérer la présence
invisible des forces transcendantales en sauvegardant le caractere secret de celles-Ci.

De méme que dans les drames francophones et slaves, les tableaux visuels, les coloris et la
lumiere occupent une place importante dans les pieces bulgares, tout en suggérant le déroulement de

I’action.

14 Szondi, Peter. Théorie du drame moderne, 1880-1950. Traduit de ’allemand par Patrice Pavis avec la collaboration de
Jean et Mayotte Bollack. Lausanne, L’Age d’Homme, collection « Théatre recherche », 1983, p. 63.

15 Rencontres organisées le plus souvent entre jeunes filles non mariées et jeunes hommes célibataires pendant les soirées
d’automne et d’hiver dans le village bulgare et pendant lesquelles les jeunes filles s’occupent de travaux domestiques (elles
filent de la laine, tricotent, brodent, cousent), alors que les jeunes hommes racontent des blagues ou chantent.
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Dans nombre de textes modernes, le décor scénique revét un caractere irréel sous 1’effet des
éclairs qui englobent I’aire de jeu, des incendies qui se dessinent a I’horizon, ou des lueurs pales ou
¢clatantes qui viennent de 1’espace extrascénique. Cette omniprésence du feu, plutdt inhabituelle aux
autres dramaturgies idéalistes, rappelle les conceptions mystiques des Bogomiles, selon lesquelles les
flammes qui embrasent la matic¢re visible, fruit de Satan, laissent 1’ame purifiée s’envoler vers le
Seigneur aprés s’étre définitivement détachée du terrestre diabolique. Les modernistes bulgares
considérent que cette hérésie apparue au X° s. sur le terrain national et dont les idées se répercutent
vite en Italie et en France méridionale, fit de la Bulgarie « le foyer spirituel de I’Europe médiévale »*°.
Ils y voient le moyen de conférer une nouvelle vision théosophique a leurs pieces en les inscrivant
dans le contexte occulte du théatre francophone, tout en sauvegardant leur esprit identitaire.

Les fonctions variées du cadre sonore représentent un indice de plus qui renvoie a la stylistique
symboliste développée dans la dramaturgie bulgare. Les tonalités différentes mettent en relief les
conflits fabulaires, alors que la musique extrascénique parait suggérer la voix du surnaturel invisible.
Enfin, les mélodies vocales non seulement anticipent souvent sur le déroulement de I’intrigue, mais
elles installent aussi 1’atmosphére nationale sur la scéne théatrale.

Le role structurel et suggestif de 1a musique est particulierement perceptible dans La Meuniere
ou le climat du Prologue et celui de chacun des trois actes sont créés par une ouverture instrumentale.
D’apres les indications préliminaires, le dialogue initial entre le Bon Dieu et Saint Pierre est précédé
d’«une musique sublime », tandis que I’arrivée des diables dans le deuxiéme acte est marquée par
« une musique diabolique » stridente. Enfin, les premier et troisiéme actes qui portent sur la vie des
paysans sont annoncés par « Une musique populaire »*’. L’atmosphére nationale y est renforcée par le
rythme varié des chansons de fiancailles.

Les lieux divers qui situent I’action dans les pieces bulgares accentuent davantage leur aspect
national. Ce sont des sites, liés a I’histoire nationale ou aux principales caractéristiques géographiques
du pays, et familiers par ce fait au public. La Sainte de Karadjov a lieu a Tirnovo, I’ancienne capitale
bulgare. Il y avait une fois de Rainov se passe a Preslav, I’un des siéges du royaume bulgare. Les
derniéres scénes d’Au-dessus de Tombes sans Croix de Strachimirov se déroulent sur le cap de Kaliakra
sur la Mer noire.

Mais, au-dela de toutes ces caractéristiques qui représentent la concrétisation spécifique de la

poétique idéaliste sur le terrain national, les modernistes bulgares vers la moitié des années 1920

18 I'poses, cité par : JJumutposa, Huua. Jebamu oxkono 6vieapckus enocmuyusom XX eex. Bemko TepHoBo, ®adep, 2008,
c.7.
17 Tlongumutpos, EManymn. Cwopanu cvuunenus: T. 8. Jpamu. Codus, neu. Benepa, 1933, c. 3.
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tendent a enrichir 1’esthétique symboliste par certains éléments ludiques et clownesques empruntés
aux avant-gardes et qui s’attaquent méme a I’illusion théatrale. La représentation des diables dans La
Meuniere de Popdimitrov les rapproche plutot des clowns dans le cirque que des créations maléfiques
dans les contes populaires. Tels des acrobates, les enfants des malins grimpent sur le rouet du moulin
et exécutent des numéros de clownerie sur scéne. Le grand Malin, quant a lui, ressemble au meneur de
jeu dans un cabaret. Il enléve la bosse d’un personnage pour la remettre sur un autre et modifie ainsi
I’aspect visuel des humains a la vue du public, suivant la poétique de ce type de spectacle.

Les ¢léments ironiques et ludiques dans la dramaturgie bulgare rappellent le procédé similaire
dans les piéces russes de Rémizov et de Sologoub!®. Néanmoins, il s’agit plutdt de similitudes
typologiques et non pas de rapports de transmission directs. En effet, chez les dramaturges russes, la
bouffonnade, inhabituelle au symbolisme francophone, vient du balagan (théatre populaire russe
présenté sur les tréteaux et formé de différents types de spectacles : guignol, clownerie, pantomime,
sketch, dressage d’animaux, commedia dell’arte) et s’avere donc d’origine différente.

Enfin, a I’instar de leurs confréres occidentaux, les modernistes bulgares forgent des paratextes
particuliers qui transgressent les conventions génériques et indiquent les innovations apportées dans la
typologie traditionnelle des genres. D’une part, comme c’est le cas a ’Ouest et a I’Est, ils insistent
souvent sur 1’essence folklorique et 1’atmosphére fantastique de leurs pieces grace a différentes

0

désignations génériques : « légende »'° « comédie conte »?°, « conte dramatique »%'. Celles-ci

évoquent la tendance symboliste a remplacer 1’action dramatique par le récit ou par des visions
concises, signe des mouvements mystérieux de ’ame humaine et inscrivent le théatre moderniste dans
le contexte de I’idéalisme européen. D’autre part, les désignations précisant le caractére national des
fables modernistes telles que 1égende des Rhodopes?? ou légende d’Ossogovo? ne se retrouvent dans
aucune autre dramaturgie européenne en question. Ce fait spécifique pourrait s’expliquer par le désir

des auteurs bulgares d’insister sur I’aspect original de leur version symboliste tout comme sur le

caractere identitaire de leur scéne.

18 Rémizov, Jeu du Malin avec un homme ; Sologoub, Les Danses nocturnes.
19 Rainov, Il y avait une fois.

20 popdimitrov, La Meuniére.

21 Karadjov, La Sainte.

22 Kirilov, La Femme du Dragon.

B Kirilov, Le Don et I’Envie.

25



Colloquia Comparativa Litterarum, 2017

Conclusion

Pour conclure, notons que les types de sujets folkloriques, leur interprétation spécifique et leur
réalisation scénique dans les pieces modernistes déterminent la place de la dramaturgie moderniste
bulgare au sein des autres versions européennes du symbolisme.

D’une part, les intrigues folkloriques font voir les similitudes typologiques entre les ceuvres
bulgares et la scéne idéaliste francophone. D’autre part, I’attention prononcée des auteurs bulgares
envers le patrimoine culturel national illustre leurs liens avec la production symboliste polonaise et
russe.

Enfin, sous I’influence de son propre contexte historique et culturel, le théatre bulgare introduit
¢galement sa propre thématique socio-éthique, sa vision philosophique du monde, ainsi que certains
procédés structurels qui lui sont propres. Les ceuvres bulgares accentuent davantage 1’éclectisme
caractéristique de la scéne slave par ’amalgame plus complexe d’éléments hétérogénes issus
d’esthétiques incompatibles, dont le réalisme, le néoromantisme ou méme les avant-gardes. Les
dramaturges élargissent la variété de leurs procédés structurels par des signes ludiques, parodiques ou
ironiques, inhabituels a la poétique orthodoxale. Par ce fait, les idéalistes sur le terrain bulgare créent
leur propre écriture et contribuent a la richesse de 1’esthétique au niveau européen. La production
symboliste bulgare exploite ainsi les traits poétiques francophones et slaves de maniére originale et
semble au final plus proche des recherches expérimentales du vingtiéme si¢cle. En effet, non seulement
elle préfigure I’apparition de ces derniéres, mais contient déja en elle-méme quelques-unes de leurs

tendances fondamentales.
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Luan STAROVA!

Guillaume Apollinaire et Faik Konica :
une amitié et une collaboration de caractére européen et balkanique

Résumé

Sur le chemin de I'exil le polygraphe albanais Faik Konica [a prononcer Faik Konitza] rencontre en
1903 un esprit frére : Guillaume Apollinaire, poéte phare de 1’avant-garde et de la modernité européenne du
XXE siécle. Celui-ci qualifiait son ami albanais de ‘véritable encyclopédie mobile’, et également de ‘Voltaire
des Balkans’. La chronique d’Apollinaire publiée dans L’ Européen en date du 29 aott, a propos de la Lutte
contre les mots frangais en Allemagne est le point de départ d’une correspondance de presque dix ans entre les
deux hommes. Les relations sont suffisamment cordiales pour qu’Apollinaire soit regu chez Konica lors de ses
deux voyages a Londre (novembre 1903, mai 1904). Apollinaire avait bien compris et apprécié ‘le
dédoublement’ de Konica dans sa création littéraire, et son inclination simultanée vers ‘I’esthétisme européen’
et ‘le militantisme balkanique’. Faik Konica s’efforca d’ancrer son pays en Europe, aprés cinq siécles
d’orientalisation qui I’aimantérent vers 1’ Asie ottomane, et chemin faisant, il reconnut en Guillaume Apollinaire
un chantre de I’Europe et de I’esthétique des différences. L’amitié entre ces deux déracinés ne pouvait naitre et
s’épanouir qu’au sein de ce réve européen.
Mots-clés : Guillaume Apollinaire ; Faik Konica ; Europe ; les Balkans ; esthétisme

Guillaume Apollinaire and Faik Konica: a European Friendship and Cooperation
Abstract

In 1903, on the road of exile, Albanian prolific and versatile author Faik Konica met a kindred spirit,
Guillaume Apollinaire. The chronicle the latter published on 20 August 1903 in L'Européen Weekly and entitled
War on French words in Germany would become the starting point of almost a decade of correspondence
between the two men of letters. These relations would take place in a period that would become significant for
their future development. In fact, their cordiality would go so far that Apollinaire would visit Konica and stay
at his London home on two occasions (in November 1903 and in May 1904). Apollinaire had understood well
the “double persona” Faik Konica used in his literary work: one pseudonym for his works directed towards
European aestheticism, and another for the ones directed towards Balkan militancy. Konica wanted to anchor
his homeland Albania in Europe, and to bring it back to where it rightfully belonged after five centuries of
Orientalisation in Ottoman Asia, meeting on his way the poetry magician of Europe and of the “aesthetic of
differences”. The result of the effort was that relations between Apollinaire and Konica were not random and
anecdotal. They derived from deep affinities that could not be neglected. The friendship of these two “uproots”
could develop and could last so long only because of the European dream they both shared.

Keywords: Guillaume Apollinaire; Faik Konica; Balkan; Europe; aestheticism

! Luan STAROVA est né le 14 aoiit 3 Pogradec (Albanie). Depuis 1943 il vit en Macédoine. Il est membre de I’ Académie
macédonienne des sciences et des arts, il a mené une carricre universitaire, puis diplomatique. Il a été le premier
Ambassadeur de la République de Macédoine en France. Il est commandeur de 1’Ordre des arts et des lettres et officier de
La Légion d’honneur. Il est I’auteur d’une « Saga balkanique », cycle romanesque, d’une vingtaine de romans, dont cinq
publiés en France : Les Temps des chévres (Fayard, 1997), Les livres de mon pére (Fayard, 1998), Le Musée de [’athéisme
(Fayard, 1999), Le Rivage de [’exil (L’ Aube, 2003) et Le chemin des anguilles, (Syrtes, 2009). La critique littéraire a vu
dans ces romans la poursuite de « 1’édification d’une saga balkanique qui fait déja partie des grands romans européens ».
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Mais riez de moi
Hommes de partout surtout gens d’ici
Car il y a tant de choses que je n’ose vous dire
Tant de choses que vous ne me laisseriez pas dire
Ayez pitié de moi

Guillaume Apollinaire

Singulier destin que celui du polygraphe albanais Faik beg Konica (1876-1942) qui passa au
total soixante années sur les chemins de ’exil, dans des pays aussi divers que la Turquie, la Belgique,
I’ Autriche, les Etats-Unis, ainsi que la France ou il croisa un frére en esprit, Guillaume Apollinaire,
poéte phare de 1’avant-garde et de la modernité européenne du XX° si¢cle. Celui-ci qualifiait son ami
albanais de « véritable encyclopédie mobile », et également de « Voltaire des Balkans ».

Konica s’est-il bercé d’illusions ? Toute son ceuvre, dit 1’écrivain et ’homme d’Etat albanais
Fan Noli, est « comme une symphonie inachevée ». 1l reste a établir la typologie de ces déracinés
albanais, écrivains et intellectuels, qui choisirent la langue de [’autre. Dans la France du XX siécle,
I’histoire des idées curopéennes, I’aventure intellectuelle, de méme que ’avant-garde artistique,
doivent beaucoup aux écrivains d’origine balkanique : Tristan Tzara (le pape du dadaisme), Eugéne
lonesco, Brancusi ou le philosophe Emile Cioran, pour se borner au domaine roumain.

C’est 1a un choix auquel Faik Konica fut incapable de se résoudre. Il voulut garder un statut
ambivalent, comme pour sauvegarder en lui des instances créatrices distinctes. Il s’ensuivit qu’aucune
ne parvint a se réaliser pleinement. L’ceuvre littéraire finale demeura donc inachevée et fragmentaire.
Si Konica avait suivi le conseil d’ Apollinaire et choisi d’écrire exclusivement en francais, il ferait peut-
étre aujourd’hui figure d’écrivain majeur, au méme titre qu’un Cioran, pressé d’adopter la langue de
Stéphane Mallarmé qu’il avait traduite.

Né en 1876 au sein d’une famille noble convertie a 1‘Islam? dans la petite ville de Konica,
rattachée a la Grece apres les guerres balkaniques, Faik Konica eut le privilége de fréquenter le college
des jésuites de Scutari dont I’enseignement joua pour lui le role d’une révélation. Avec I’apprentissage
précoce du francais, du latin et du grec, et I’initiation aux arts et a la musique d’Occident, Konica prit
conscience du lien profond qui existait entre le patrimoine culturel albanais et I’humanisme européen.®

Dans I’esprit du jeune Konica, 1’Orient et 1’Occident n’allaient plus cesser de s’affronter. Pour lui,

I’école des Jésuites apparaissait comme un pont jeté vers I’autre rive, celle d’une Europe dont I’ Albanie

2 La Famille de Konica connut parmi ses ancétres Ali pacha de Tepelena, qui tint téte aux Ottomans comme aux émissaires
de Napoléon Bonaparte, jusqu’a son assassinat sur ordre du Sultan.

3 Dans son 4ge mir, Faik Konica se rappellera son séjour chez les Jésuites : « La grande école des jésuites & Scutari est
comme un ilot (insula) dans la mer de I’ignorance qui régne en Albanie ».

(F.b. K. ,Kleri i huaj edhe Jesuitet ne Shqyypnie”, Albania,1899/77, £.7)
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¢tait séparée depuis des siecles. Le besoin de s’évader du monde balkanique, ressenti dés le séjour a
Scutari, n’appartient pas en propre a Konica. D’autres représentants de la Renaissance albanaise en
exil prirent aussi conscience d’une certaine continuité entre leur patrimoine culturel et I’humanisme
européen. (Jeronim De Rada, Sami Frashéri, Pashko Wassa Shkodérani, Fan Noli...)

Auparavant, Konica se rendit a Istanbul, a une époque ou I’Empire ottoman était proche du
déclin. Déja I’ Albanie tentait de secouer le joug des Sultans, alors que le mouvement démocratique et
libéral turc prenait son essor. Les mouvements d’opposition du régime en place y étaient aussi tres
variés . mouvement nationaux anti-ottomans, mouvements antiféodaux, mouvement religieux anti-
sunnite, etc.

Faik Konica poursuivit ses études au lycée frangais de Galata, en place dans la capitale turque
de 1866 a 1888. Dans son esprit, il s’agissait 1a d une étape importante sur le chemin de la France et
de ’Europe. Ce lycée impérial de Galata était alors tres réputé. L’ Albanais déraciné y fit du francais
sa langue d’usage, celle qui lui permettra de donner un jour sa pleine mesure. Sur le modéle du frangais,
il jettera plus tard les bases d’une langue albanaise codifiée, susceptible de faire naitre une véritable
littérature. Etudiant en France de 1892 a 1896, il obtint son baccalauréat a Dijon en 1895, avant
d’arriver a Paris a ’automne de cette méme année. Habitué a la vie provinciale en France, il résiste a
la fascination exercée habituellement par la capitale sur les intellectuels. Toujours en proie a sa
boulimie de connaissances, il suit pendant un an, en 1896, les cours de sanscrit et d’hindou au College
de France. Il apprend 1’hébreu en compagnie d’un nouvel ami, le professeur Louis Benloew. Par
I’entremise de Léon Cahun, conservateur adjoint a la Bibliothéeque Mazarine et auteur du roman
albanisant Hassan le Janissaire, il est introduit dans les arcanes de 1’Université de Paris, ou il se voit
proposer d’enseigner 1’albanais. Sans doute veut-il se consacrer tout entier a une tache précise :
disposer favorablement ’opinion francaise et européenne envers les peuples balkaniques préts a
I’insurrection contre le régime ottoman. Le jeune Konica se méle a Paris aux cercles socialistes et
révolutionnaires, en collaborant un certain temps a quelques journaux extrémistes.

Conscient de I’indifférence des nations européennes a 1’égard de la situation politique dans les
Balkans, Faik Konica met donc a profit son s€jour en France pour tenter de tirer ces nations de leur
inertie, et de dénoncer la propagande du Sultan. Condamné a mort par contumace par la Sublime Porte,
Konica émigre a Bruxelles ou malgré les tracasseries dont il est victime, il commence a réaliser le
projet d’une revue franco-albanaise d’ampleur encyclopédique, Albania, qui laisse une place aux vues
personnelles de ses collaborateurs.

Le soutien financier d’amis d’Istanbul, faisant partie du mouvement de la Renaissance

nationale et culturelle des Albanais, permettra a Konica de diriger de Bruxelles, puis de Londres, la
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publication de cette revue qui répond aux attentes d’une diaspora albanaise brillante, mais qui restera
¢éclatée jusqu’a la fondation de I’Etat albanais en 1912. L’avenir de la revue Albania n’est pas assuré

pour autant. Konica s’en plaint auprés du patriote albanais Pashk Bardhi:

«Voici dix ans que je publie I’ Albania, avec de grandes difficultés, pourchassé comme je le suis par les
espions du Sultan. Que faire ? Si je renongais a la revue, que deviendrais-je ? Me mettre au service du
Sultan ? J’en aurais honte. Aller en Gréce ? Cela me serait impossible, car je devrais dire aux Grecs que
je ne suis pas Albanais (...) Il reste a me suicider, ou a gagner ma vie ailleurs. Mais avant d’abandonner
I’ Albania, je devrai mener un dernier combat pour indiquer a ce pauvre peuple le chemin de son salut »

Sur le chemin de I’exil, Faik Konica rencontre en 1903 un esprit frére : Guillaume Apollinaire.
La chronique publiée dans L ’Européen en date du 29 aoit, a propos de « La lutte contre les mots
francais en Allemagne », est le point de départ d’une correspondance entre les deux hommes*. Leurs
relations se nouent a une période décisive de leur formation. Elles sont suffisamment cordiales pour
qu’Apollinaire soit regu chez Konica lors de ses deux voyages a Londres (novembre 1903, mai 1904),
entrepris pour retrouver et reconquérir Annie Playden.

Rien ne serait cependant plus faux et plus injuste que de réduire les relations entre les deux
hommes a cette dimension anecdotique. Unis par un gotit commun des pseudonymes, qui dans les deux
cas ¢tonnent par leur diversité, les influences réciproques entre Apollinaire et Konica possédent des
racines plus profondes encore. L’on dispose ainsi de plusieurs témoignages qui attestent de
I’admiration que portait Apollinaire au Dictionnaire de Pierre Bayle (1647-1706), et si ’on croit
certaine évocation de leurs rencontres londoniennes, 1’hypothése que 1’auteur de L’Enchanteur
pourrissant ait découvert cette ceuvre magistrale chez son ami albanais parait fondée®.

Faik Konica considérait ce Dictionnaire historique, rédigé entre 1695 et 1697, comme un rayon
des Lumiéres, susceptible d’éclairer les Balkans, flit-ce tardivement. Comme tant d’autres initiateurs
de la Renaissance des cultures balkaniques, il retrouvait chez les Encyclopédistes une source
d’inspiration contre le fanatisme, la superstition ou les préjugés de I’époque, tout autant qu’un moyen
de joindre au concert européen la voix des petits pays opprimés.

La migration des légendes fascine également les deux amis qui traquent ensemble, dans les

chants populaires du Jura, des formes repérées dans les récits épiques par les meilleurs albanisants de

% De ces échanges épistolaires, seules sont conservées une quarantaine de lettres de Konica a Apollinaire, qui s’échelonnent
du 16 septembre 1903 au 16 octobre 1913.

5 « Quand je le vis a Londres, Faik beg Konica venait de reformer sa bibliothéque, il avait vendu tous les livres pour acheter
de ces éditions anglaises ou le texte est imprimé en si petits caractéres qu’il faut une loupe pour les lire. Il avait ainsi formé
une nouvelle bibliothéque considérable. Qui tenait toute entiére dans une petite armoire. Et il n’avait gardé de ses anciens
livres que le Dictionnaire de Bayle, qu’il avait choisi pour maitre. » (Guillaume Apollinaire, (Euvres complétes, tome 111,
Edition établie sous la direction de Michel Décaudin, Paris, pp. 349-352)
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I’époque : Holger Pedersen et Gustave Mayer. Le théme du rapt de la jeune mariée, puisé dans les
¢tudes d’ethnologie balkanique de Friedrich Krauss (plus précisément dans son Sitte und Brauch des
Siidslaven)®, est évoqué dans le récit d’Apollinaire I'Otmica (ce mot signifiant rapt)’, puis réapparait
dans le conte intitulé /’Albanais. Dans la deuxiéme version du roman La Femme assise, Apollinaire
fond dans un méme personnage hybride, Canouris, I’auteur du rapt, des traits communs empruntés a
Konica et a Pablo Picasso. Cette création participe du gotlit d’Apollinaire pour les métamorphoses et
les dédoublements (ainsi, bien entendu, que pour les pseudonymes), et illustre sa volonté de décrire
simultanément le monde sous toutes ses facettes, de peindre les étres de face et de profil — précisément
a la mani¢re de Picasso. Le dénommé Pablo Canouris devait incarner le point de rencontre des
péninsules ibérique et balkanique, bref, la synthése des deux poles de la civilisation méditerranéenne®.

Toujours a propos de pseudonymes, la lettre adressée par Konica a L’ Européen, et qui fut a
I’origine de ses relations avec Apollinaire (collaborateur de [’Européen), était signée Thrank
Spiroberg®, de méme que le texte destiné & la revue d’Apollinaire, Le Festin d Esope®® : « Esquisse

d’une méthode pour se faire applaudir des bourgeois »!*, qui est un traité de prosodie en méme temps

6 Le texte Mceurs et coutumes des Slaves du Sud se rapporte a la tradition, essentiellement méridionale et montagneuse, qui
permet a une jeune fille consentante de surmonter ainsi I’opposition familiale pour épouser un garcon étranger a son village
ou a son milieu (sans verser ni dans la psychanalyse de bas étage, ni dans le courrier du coeur, nul doute qu’Apollinaire
devait secretement méditer d’user de procédés aussi radicaux a I’endroit d’Annie Playden, qui était son grand amour et
I’inspiratrice de ses Poémes du mal-aimé.)

7 Paru dans La revue blanche du 15 janvier 1903.

8 « D’origine albanaise, il est né en Espagne, 2 Malaga. Mais son art et son cerveau, empreints de cette force réaliste qui
caractérise la production et les esprits de la péninsule ibérique, ont gardé cette pureté et cette variété helléniques qui lui
viennent de ses ancétres (....) Dans le caractére de Canouris se mélaient I’Espagne et I’ Albanie. Et d’apparence il était
comme sont les Albanais parmi lesquels il y a de beaux hommes, nobles, courageux, mais ayant une propension au suicide
qui ferait frémir pour leur race si leurs qualité génésique ne balancait leur ennui de vivre. Ce qu’il y avait d’espagnol en
Canouris n’avait pas écarté le gott pour la mort volontaire et il conservait pour les femmes un gotit espagnol fortement
albanisé. » (G.Apollinaire, La femme assise, (Euvre complétes, t.I, p. 378)

° De méme, la lettre du 21 octobre 1903 de Konica a Apollinaire est signée du pseudonyme de Thrank Spiroberg, mais
I’auteur y dévoile sa vraie identité :

«Mon véritable nom est Faik bég Konitza. C’est la vraie forme archaique de bey et la seule encore en usage en Albanie.
Les bégs étaient, sous I’ancien régime (qui, en Albanie, a pris fin en 1830), les feudataires du pays. Le sultan Mahmud,
pour rabaisser I’arrogance de ses bégs, eut I’ingénicuse idée de décréter dans I’empire que n’importe qui pourrait porter ce
titre. Aussi, aujourd’hui, a-t-il fini par signifier en Turquie Monsieur...

En 1896, j’ai commencé a organiser en Albanie un mouvement politique parallélement au mouvement littéraire. Pour ne
pas compromettre ma famille, j’ai donc di choisir un pseudonyme, un nom second comme dirait originalement Bollack.
J’avais Iu un roman (Hassan le janissaire), de Léon Cahun, 1’ancien conservateur adjoint de la Bibliotheque Mazarine,
roman dont le héros est un Albanais et si bien campé (une vraie résurrection de la vie au seiziéme siécle) que j’ai signé de
Trank Spirobey (qui est celui du personnage de ce roman) tout ce que j’écrivais en ce temps-la. Mon secret étant devenu
bientdt celui de Polichinelle, j’ai repris, dans ma revue et dans les manifestes, mon véritable nom. Mais, pour tout ce qui
dépasse mes affaires d’Albanie, j’ai résolu de garder ce que les Anglais appellent un nom de plume. Je 1’ai seulement
modelé un peu de fagon a lui donner une apparence moins baroque. Je veux méme lui infliger un r : Thrank Spiroberg. Et
ce sera la forme définitive, parce que bég heurte trop I’oreille et que berg fera corps avec Spiro. »

10 Le Festin d’Esope accorde une place privilégiée a la revue albanaise dans ses comptes rendus. Quant a la collaboration
d’Apollinaire, elle tient en deux articles : Trois faux princes d’Albanie, (numéro 7, 1904), et Une prophétie contemporaine
touchant I’Albanie (janvier, 1905). Dans la revue Pan (1909), il présente avec beaucoup de bienveillance I’essai de Konica

(alias Pyrrhus Bardyli), Essai sur les langues naturelles et les langues artificielles, publié en 1904 par la librairie Kiessling
& Cie a Bruxelles, qui entend prévenir le danger que pourrait constituer 1’espéranto pour le réveil des langues balkaniques.
11 Le Festin d’Esope, numéro 2, décembre 1903.
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qu’une critique destinée a tourner en dérision I’institution des concerts classiques. Il s’agit aussi d’une
provocation qui précéde d’une bonne quinzaine d’années les pamphlets surréalistes d’apres-guerre, et
soutient largement la comparaison avec les meilleurs d’entre eux.

Dans I’essai La plus colossale mystification de I’histoire de I’espéce humaine*?, qui fonctionne
comme un piege, le lecteur découvre que ’orientalisme, et plus particuliérement la grammaire des
langues orientales, est en fait un langage chiffré, dont le code de lecture, jalousement détenu par les
initiés, dissimulerait des traits de pornographie.

Quoi qu’il est en soit, il est indéniable que I’ Esquisse d'une méthode pour se faire applaudir
des bourgeois et La plus colossale mystification de [’histoire de [’espéce humaine, qui tiennent a la
fois de ’humour d’Alfred Jarry et des trompe-1’ceil littéraires de Jorge-Luis Borges, révelent un grand
styliste.

Konica ne se départit jamais de ce dandysme et de cet esprit de provocation, y compris dans
les débats plus sérieux a ses yeux. Son combat pour le renouveau de la langue albanaise (le contexte
balkanique) est aussi celui d’un esthéte (le contexte européen) se réclamant de Stéphane Mallarmé, de
Saint-Simon, de Rémy de Gourmont.

Le début de la correspondance et de I’amitié de Konica et Apollinaire est dii en quelque sorte
au hasard, puisqu’il suit la publication de I’article de ce dernier dans /’Européen (« La lutte contre les
mots francais en Allemagne »), auquel Konica apporte, sous le pseudonyme de Trank Spiroberg, une
réponse. Le théme des langues va devenir une constante dans leur riche correspondance et leur
collaboration qui durera pendant presque dix ans. Apollinaire était fasciné par le phénomeéne des
dédoublements de son ami albanais, qui s’apparentait & un jeu de cache-cache: a travers ses
pseudonymes Pyrrhus Bardhyli ou Thrank Spirobe(r)g, il manifestait son appartenance a une identité,
celle de [’esthétisme européen, tandis qu’avec son vrai nom, Faik Konica, il revendiquait son
« militantisme culturel albanais et balkanique ».

Le début des relations de Konica et Apollinaire coincide avec un article de Raqueni paru dans
[’Européen le 11 avril 1903 — article qui déclencha, a la suite de I’Exposition universelle a Paris (en
1900) une polémique sur I’approbation d’une langue internationale, auxiliaire, et artificielle de
surcroit. Les débats tournérent d’emblée a une véritable guerre de tranchées, principalement dans les
pages de /’Européen (hebdomadaire parisien), avec méme un nouveau front ouvert par Léon Bollack,
inventeur de la langue bleue (« ainsi nommée par ses partisans, d’aprés la couleur du ciel, sur 1’azur

duquel il n’est pas de frontieres », rappelle magnanimement Konica).

12 Le festin d’Esope, numéro 7, juin 1904.
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L’affrontement tourna plutdt a I’avantage de celui-ci, car ses adversaires de plus ou moins
longue date se montrérent incapables de réfuter ses arguments sur le fond, et menérent donc une
guérilla sur des questions de procédure. La postérité ne leur fut pas plus favorable, si ’on songe
notamment a cette prophétie enflammée de Léon Bollack : « Le XX° siecle veut un seul langage
extranational, le XX° si¢cle possédera ce langage ! »

Bien des esprits considérent que la diversité des langues constitue une entrave a la
fraternité des peuples, et que le temps est venu de déconstruire la Tour de Babel. Le volapiik (créé en
1879) prétendait briévement a cette universalité linguistique, au point que, non contents de publier
dictionnaires et grammaires de cette langue, ses prosélytes organisérent en outre son enseignement a
I’Ecole des Hautes Ftudes de Paris. Puis vint le régne médiatique de I’espéranto (création d’Ezer
Zamenhof) que Faik Konica qualifia d’ « invention bizarre » et pour lequel il n’eut jamais de mots trop
durs. Cette hostilité, qui se fondait sur des ¢léments scientifiques, s’explique également par des raisons
plus personnelles : Konica craignait par-dessus tout que I’avénement d’une langue internationale
artificielle ne contrariat I’entreprise de codification de la langue littéraire albanaise, dont il était I’'un
des principaux artisans. Dans ce projet d’adopter une langue internationale, qui n’était pas exempt
d’intentions politiques et de désir de domination, Faik Konica voyait un appauvrissement spirituel de
I’humanité, mais il s’indignait aussi de ce qu’on cherchat a imposer un méme idiome artificiel a tous
les peuples. Pour lui, les quelques propagateurs de cette théorie étaient des « ... personnalités
d’intelligence supérieure embarquées dans une galére de carton ». A ce sujet, il développa sa pensée

en ces termes :

«L’idée de faire parler la méme langue a toutes les nations est aussi sensée que celle de réunir des
chevaux, des anes, des beeufs et des chameaux, et de les forcer a coup de baton a tous hennir, braire ou
beugler, sans distinction de I’espéce. La seule différence, c’est que les apotres de [’espéranto
remplacent le coup de baton par la persuasion. Mais I’erreur est la méme : elle consiste a considérer
les langues comme des créations artificielles, au méme titre que les habits et le linge, jetables et
remplagables a volonté. » (Lettre de Faik Konica du 23.octobre 1903)

Apollinaire avait bien compris et apprécié le dédoublement de Fack Konica dans sa création
littéraire, et son inclination simultanée vers /’esthétisme européen et le militantisme balkanique. Il
soutint la participation de son ami a la polémique de L ’Européen, ainsi que les essais de celui-ci,
publiés sous le pseudonyme de Thrank Spiroberg dans sa revue Le Festin d’Esope, située a I’avant-
garde de la littérature européenne. De méme, il cautionna en partie le livre de Konica (alias Pyrrhus
Barduli), Essai sur les langues naturelles et les langues artificielles (publié en 1904), écrit pour porter

le « dernier coup aux apotres de 1’espéranto ». Dans la revue Pan (mars 1909), Apollinaire présente
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avec beaucoup de bienveillance /’Essai de Konica qui entend prévenir le danger que pourrait constituer
I’espéranto pour le réveil des langues balkaniques. L’auteur confiera a Apollinaire son espoir de voir

ce livre apprécié (lettre du 20 novembre 1904) :

« Avez-vous regu un petit volume sur les « Langues », que je viens de publier ? J’ai voulu, ne  vous

prévenant point, vous faire une petite surprise. Voyez si je ne travaille pas, malgré mes apparences de

paresse ! Ces élucubrations étaient décidément trop longues pour paraitre sous forme d’article : j’ai
donc di les confier a un libraire. L’impression est loin de m’avoir plu, mais vous savez la tyrannie
des imprimeurs. Au dernier moment, j’ai adopté, pour cette étude, un autre nom. J’ai, comme

Stendhal, la monomanie des déguisements : c’est méme la seule chose, hélas! que j’aie de

commun avec ce grand écrivain. J’ai envoyé mon essai a plusieurs critiques, littérateurs et

revues. A propos, L’Ermitage continue-t-il a paraitre ? Je voudrais envoyer un exemplaire. »

(La lettre de Faik Konica du 20 novembre 1904)

Si Apollinaire n’entra pas franchement dans 1’aréne ainsi délimitée, il ne pouvait qu’étre
sensible aux préoccupations de son ami albanais, dont il reprit ultérieurement certains des arguments
les plus provocateurs, telle I’affirmation que si les tenants de 1’espéranto prétendaient supprimer les
organismes vivants pour leur substituer une machine universelle, la logique imposait qu’ils fondissent
toutes les races en une seule®,

Sous le nom de Trank Spiroberg, Faik Konica suit la logique de son dédoublement dans la
polémique de /’Européen : en dissimulant sa vraie personnalité et en soutenant des theéses issues de
son esthétisme européen, il défend des thémes et des prises de position éminemment balkaniques, en
premier chef I’avenir des langues naturelles menacées par 1’adoption d’une langue internationale
artificielle. Mais le plus admirable en la circonstance fut que le chantre du renouveau de la langue
albanaise utilisa comme principales armes de combat sa parfaite connaissance du frangais, de la
littérature et de la culture frangaise. Konica, ayant pris I’initiative de la polémique dans /’Européen, se

réclama entre autres de Saint-Simon, puis appela a la rescousse, « le pape du symbolisme » Rémy de

Gourmont, son maitre frangais :

« Nous prierons un écrivain frangais - je proposerais volontiers M. Rémy de Gourmont, par
exemple - d’écrire une belle page, et deux espérantistes voudront bien offrir leur concours : a
I’un, on donnera ce texte, qu’il traduira, séance tenante, en espéranto ; 1’autre qui sera dans
une salle voisine, recevra aussitot la traduction et sera pri¢ de la retraduire en frangais. Un
jury veillera a la conduite correcte de I’épreuve. Si la « retraduction » est, je ne dirais pas
identique (ne soyons pas trop exigeants), mais simplement assez semblable au texte,
I’espéranto aura remporté la victoire, et il n’y aura qu’a s’incliner devant sa puissance
d’expression. »

13 Ce soutien d’ Apollinaire a I’Essai de Konica ne se confond toutefois pas avec « une adhésion aveugle », et la recension
exprime de claires réserves quant a I’hypothese selon laquelle tout homme « a une prédisposition héréditaire a parler sa
langue naturelle ». Il réclame méme une évaluation scientifique de cette assertion, si contestable qu’elle constitue le point
faible de I’essai de Konica.
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Sous des apparences innocentes (« je proposerais volontiers M. Rémy de Gourmont, par
exemple »), ce recours n’était autre en réalité qu’une habile manceuvre tactique, puisque Konica
n’ignorait évidemment pas les opinions de Rémy de Gourmont en ce domaine, suffisamment attestées
par son texte intitulé L ‘espéranto des naifs. La tactique employée obtint des résultats si inespérés qu’ils
dépasserent probablement ses espérances.

Et, plus important encore — du moins aux yeux de Faik Konica —, Rémy de Gourmont (dont
I’écrivain albanais vénérait les ouvrages Esthétique de la langue francaises et La culture des idées)
finit par intervenir directement, toujours dans [’Européen, de maniére lapidaire, certes, mais

néanmoins décisive :

« Puisqu’il est assez souvent question de moi dans cette discussion sur la langue
internationale, permettez-moi un mot. Je suis d’accord avec tous vos correspondants sur
I’utilité que présenterait une langue qui comme le latin jadis put servir de truchement  universel.
Mais pourquoi créer, dans ce but, une langue artificielle ? Pourquoi ne pas choisir, tout bonnement,
I’'une des langues d’aujourd’hui vivantes ? Pourquoi pas une des plus humbles ? Pourquoi pas le
catalan ou le grec moderne ?

A quoi bon construire des langues artificielles, quand il existe sur terre mille ou quinze cents
langues et dialectes ? C’est ce que je n’ai jamais pu comprendre. »**

En définitive, Faik Konica se retrouva clou¢ métaphoriquement au pilori, flanqué de son maitre
a penser, Rémy de Gourmont, et de son cher ami Apollinaire (qui avait, nous I’avons vu, clairement
pris son parti), ¢’est-a-dire dans la meilleure compagnie que plit imaginer francophile enragé ! Les
coups qui plurent sur sa téte pensante le laisserent indifférent, a I’exception d’une attaque passablement
mesquine du docteur Fruictier® qui estima que la proposition de Konica d’une épreuve écrite relevait
« du procédé oriental ». Piqué au vif, celui-ci, dans sa réponse, fit pour la premicre et la derniére fois

directement mention de son pays dans le cadre de la polémique :

« L’Albanie est a dix heures de Rome et de I’Europe centrale ; et a un mois de voyage de la
Chine ; je ne connais donc pas assez 1’esprit oriental pour lui emprunter des procédés et la

14 L’ire des « apotres de I’espéranto », ainsi qu’il les désignait, s’abattit alors sur 1’auteur d’Une nuit au Luxembourg, et
s’il fallait accorder une palme d’intelligence, celle-ci reviendrait sans conteste a Ch. M. Limousin pour cette intervention :
« Que si M. Rémy de Gourmont voulait bien I’apprendre [i.e. I’espéranto] et appliquer son génie littéraire a créer des
ceuvres dans cette langue, il rendrait service a la cause de I’internationalisme linguistique, et, qui sait, peut-étre s’acquerrait-
il une renommée durable que, nonobstant son mérite, il n’est pas certain d’obtenir en (langue) frangaise, étant donné
I’encombrement dans le passé, le présent et méme I’avenir. »

15 Tout en centrant le débat sur des considérations essentiellement linguistiques, Konica ne manque pas non plus de réfuter,
voire de railler, les prétentions humanistes de ses adversaires. Il reproche notamment au docteur Fruictier de prétendre lier
le sort de I’espéranto a un idéal de paix et de fraternité entre les races. «

Ces deux questions n’ont aucune connexité et doivent demeurer indépendantes », objecta-t-il avant de poursuivre :

« Que mon voisin parle hébreu, hindou, gaélique ou islandais, je respecte sa liberté et ses devoirs et je compatis a ses
souffrances ; s’il parlait espéranto, je n’aurais aucune raison de 1’estimer davantage, sa qualité d’homme et non sa langue
étant en jeu ici ».
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température froide de nos hautes montagnes a préservé mon esprit des emballements et des
illusions habituels aux votres. A bient6t, donc, Docteur, et sans rancune de part et d’autre. »

En ’occurrence, le Pays des aigles, une seule fois évoqué, était pourtant au centre des
préoccupations de Faik Konica, méme s’il ne se plaga jamais véritablement sur ce terrain. Il n’en reste
pas moins vrai que tout en défendant la cause de la diversité linguistique, ce natif des Balkans ne perdit
jamais de vue celle des petits peuples opprimés. Les exemples d’une telle coincidence des idéaux
artistiques (esthétisme européen de Konica) et scientifiques avec la lutte pour la liberté des hommes
ne sont pas fréquents®.

Les divers épisodes de la polémique sur la création d’une langue universelle, véritable guerre
menée a coups d’encre et de salive, mériteraient peut-étre un volume a part entiere. Mais il nous parait
ici plus pertinent de souligner que la rédaction de I’Essai sur les langues naturelles et artificielles,
résultat de la participation de 1’écrivain a cette polémique, fut également pour cet esprit véritablement
européen, qui balanga toute sa vie entre 1’albanais et le frangais, 1’occasion d’écrire quelques-unes des
plus belles pages consacrées a 1’art de la traduction littéraire, a une époque ou, de surcroit, n’existait

aucune théorie en la matiere. Apollinaire ne s’y trompa nullement, bien sir :

« Les opinions de M. Pyrrhus Bardyli sur la traduction sont remarquables. Cette partie de son
ouvrage, issue des théories de Rémy de Gourmont sur les images et les métaphores, devrait étre
familiére a tous les traducteurs. »

A la faveur d’une remarquable coincidence, Umberto Eco s’est intéressé, a la veille du XXI°
siécle, au sujet qui préoccupait un siecle plus tot Faik Konica : le 2 octobre 1992, 1’écrivain italien
donna au Collége de France (ou Konica, nous 1’avons vu, fit I’apprentissage de plusieurs langues) une
conférence sur La recherche d’une langue parfaite dans [’histoire européenne. L’ouvrage qu’il
consacra & cette question’’ aboutit & des conclusions proches de celles de I’Essai sur les langues
naturelles et les langues artificielles, méme si elles sont plus modérées et méme teintées

d’indulgence®®.

16 A I’aube du XX° siécle, ce parti pris était tout simplement visionnaire tant 1’impérialisme linguistique devint par la suite
I’une des armes préférées des grandes puissances. Pour s’en tenir au cas de I’Union soviétique, dont I’ Albanie allait devenir
un temps le satellite aprés la Seconde Guerre mondiale, rappelons que Staline prévoyait que des « langues zonales » se
détacheraient de I’ensemble des langues nationales, et qu’ultérieurement ces « langues zonales » fusionneraient en une
langue internationale commune, qui ne serait naturellement ni I’allemand, ni le russe, ni I’anglais, mais une langue nouvelle
qui aurait absorbé les meilleurs ¢léments de la langue nationale et zonale.

Y La recherche d’une langue parfaite, Seuil, Paris, 1994,

18 L histoire des langues parfaites est I’histoire d’une utopie, ainsi qu’une série de faillites. (...) Méme s’il ne s’agissait que
de I’histoire d’une obstination invincible dans la poursuite d’un réve impossible, il serait tout de méme intéressant de
connaitre les origines de ce réve, ainsi que les motivations qui I’ont gardé en vie au cours des siecles. (...) De ce point de
vue, notre histoire s’inscrit dans I’histoire culturelle européenne, au moment ou les peuples d’Europe — alors qu’ils discutent
des modalités d’une union politique, commerciale possible — non seulement parlent encore des langues différentes, mais
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Faik Konica et Guillaume Apollinaire auraient partagé avec Umberto Eco une méme
conception du Vieux continent, congu comme un espace a la fois riche de son unité et de sa diversité.
Le premier s’efforga d’ancrer son pays en Europe, aprés cinq siécles d’orientalisassions qui
I’aimanterent vers I’ Asie ottomane, et chemin faisant, il reconnut dans le second un chantre de I’Europe
et de I’esthétique des différences. L’amitié¢ entre ces deux déracinés ne pouvait naitre et s’épanouir

qu’au sein de ce réve européen.

en parlent un nombre plus grand qu’ils ne le faisaient il y a dix ans, et alors qu’en certains lieux ils se sont armés les uns
contre les autres, au nom de leur différence ethnolinguistique. pp. 33-34.
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Liudmila MINDOVA 1

The Dangerous Book.
Observations on the Prose by Danilo Kis, Aleksandar Hemon and Igor Stiks

Abstract

The text compares three books by South Slavic authors: A Tomb for Boris Davidovic (1976) by Danilo
Ki§, The Lazarus Project (2008) by Aleksandar Hemon, and Elijah’s Chair by Igor Stiks. In different genres, all
three books analyse possibilities to defend human rights, and particularly the freedom of speech and thought. In
these literary worlds, Europe exists mainly with its philosophical and cultural history, but also as a place with a
very long tradition both in the defence and in violation of human freedom. Of course, the book as a main symbol
of wisdom and thought is the primary subject of these works, and therefore it is not surprising that their writers
devote important space to ‘dangerous books’ and knowledge, and ask about ethic and poetic borders between
permission and prohibition.
Keywords: Balkan cultures and literatures; Jewish culture; urban culture; comparative literature

OnacHaTa KHUrAa.
Hao0uaonenusn Bbpxy npo3arta Ha Janniao Kum, Anekcanasp Xemon u Urop Ilukce
Pe3rome

TekcTsT cpaBHSBA TPU MPOU3BEICHUS Ha IOKHOCIABIHCKH aBTOpH: I'poOHuna 3a bopuc JlaBumgoBuy
(1976) na laanno Kum, [IpoektsT Jlazap (2008) Ha Anexcanabp XemoH u Enusixosust cron (2006) Ha HUrop
[lMukc. B paznuvHa xaHpoBa ¢opMa ¥ TPpUTE KHUTH aHAIM3HPAT BH3MOXXHOCTUTE 3a 3alllTa HA OCHOBHUTE
YOBCIIKMA TpaBa — Ha XHUBOT U CBOOOJA HAa CJIOBOTO W MHCHITA. B XYJIOXKECTBEHHUTE CBETOBE Ha TE3H
mpousBeneHus EBpoma chmiecTByBa Haii-Bede dYpe3 cBosTta (uiocodcka W KyATypHa HCTOPHS, HO
CHIEBPEMEHHO M KaTO MSCTO C JBJIra TPAAWIHA KaKTO B HApYIIaBaHETO, TAaKa U B 3allUTaTa HA YOBEIIKATa
cBoOoya. KHurara u B Tpute TBOpOM € Bh3IPHETa KATO OCHOBEH CUMBOJI Ha MO3HAHUETO M MHUCHJITA M 3aTOBA
HE € W3HEHAJBAaIl0, Y€ TEXHUTE aBTOPU OTACIAT CIICHUATHO BHUMaHME THKMO Ha ‘OracHaTa KHHra' H
MMO3HAHMETO, TOCTaBIHKM BBIPOCA 332 ETUYECKUTE W ECTETHUECKUTE TPAHWIHM MEXAYy pa3peuieHoTo H
3a0paHeHoToO.
KarouoBn nymu: bajgkaHCku KyaTypu WM JIMTEpaTypd, €Bpeicka Ky/Typa, Tpajcka KyJITypa, CPaBHUTEIIHO
JTUTEpaTypO3HAHUE

! Liudmila MINDOVA [JTrogmuna Munposa] studied Slavic philology at Sofia University St. Kliment Ohridski and
received a Master’s degree in 1998 and a PhD degree in 2006. She is the author of three collections of poems and two
monographs on South Slavic literatures: The Voice of the Baroque. lvan Gunduli¢ and the Croatian Baroque Norm
(2011) and The Other Ithaca. On the Literary Home (2016). In her translation are published many books by Yugoslav
and Post-Yugoslav writers. Liudmila Mindova is research fellow PhD at the Institute for Balkan Studies & Centre of
Tracology (Bulgarian Academy of Sciences) and part-time lecturer at Sofia University. Her scientific research is in the
field of comparative literature, South Slavic literatures, cultural semiotics, and culture studies.
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Books — angels, house gods — you crowded
my apartment in Sarajevo...
As if doves were alighting on my open
palms, and taking off. As if I, too, had grown wings.
The wings of angels that have protected me
since childhood from many human evils.?
Josip Osti

Danilo Kis is one of the most well-known writers from the former Yugoslavia and | believe it
is not necessary to introduce him to the literary public in detail. It is not surprising that the Slovenian
author Ales Debeljak describes him as “the last Yugoslavian author”, referring, by the way, to Ki§’s
words written for the Budapest paper Népszabadsag in 1989: “I don’t want to give special examples,
but in one way or another my destiny is a Kafkian one. This also means: it is a Jewish destiny, as well.
And what is more: this is the destiny of a Jew in Central and East Europe. Some people think that this
destiny could give a feeling of identity. I don’t believe that. Not because I am half Jewish, but because
my life has passed through many cultures, many languages and many countries. Perhaps | am the only
one in the world who considers himself Yugoslavian writer.”?

In certain circumstances, the connection between literature and national identity is
overemphasized and Ki$ is one of the authors who wrote about that. A Hungarian Jew on his father’s
side and a Montenegrin Serb on his mother’s side, his origin is too varied to be bound only to one
nationality. In his Advices to the young writer, he wrote the following: “If some minority tries to
misappropriate you, check yourself up™*. Here we are not talking about the political question of the
national identity. The issue of identity is important here only in its literary aspects. Because making
good literature for Danilo Ki§ is making literature without political, ethnic, religious pressure. One
important distinction in Ki$’s poetics is the distinction between Homo poeticus and Homo politicus in
looking for the point of intersection between ethics and aesthetics. We could add that Ki§ highly
appreciates the ethical choice but he never tried to impose his opinion on others and he never played
the role of a moral judge. At the same time, he openly wrote, “The nationalist is an ignoramus by

definition”. Thus, ethic and aesthetic choice is something very different from the ethnic choice. The

2 Osti, Josip. Books — angels, house gods. Translation: Mia Dintinjana. In: Blesok, No 50, September-October 2006,
Skopje, p. 7.

3 Debeljak, Ales. Balkanska brv. Eseji o knjizevnosti , jugoslovanske Atlantide. Ljubljana, 2010, s. 146.

4 Ki§, Danilo. Zivot, literatura. Intervjui i eseji. Priredila: Mirjana Mio&inovi¢. Beograd, 1990. In: Ki§, Danilo. Sabrana
dela. CD I. Priredila Mirjana Mioc¢inovi¢. Beograd, 2003.

5 Ki§, Danilo. Cas anatomije. Beograd, 1978. In: Ki$, Danilo. Sabrana dela. CD I. Priredila Mirjana Mio&inovié.
Beograd, 2003.
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question of “blut-und-boden” is a mark of provincialism of the mind, a provincialism with heavy
effects on human life.

The influence of Ki§’s prose on the young generations of post Yugoslavian authors is evident®
and the prose by Aleksandar Hemon and Igor Stiks is one of the memorable cases of this influence.
However, in this context it is important also to note what particularly Ales Debeljak says about him,
and not because Debeljak wrote essays about Ki§, Hemon and Stiks, but because he is one of the most
influential intellectuals and remarkable poet from the former Yugoslavia: “Danilo Ki§ was a writer-
hero for me. With his moral insistence that the central question for writers of the twentieth century was
the question of camps, Auschwitz and Gulag; with his lyrical procedures that accommodated both, the
reveries over the litany of provincial railway stations and the tremor of an anxious soul; with his claim
that kitsch is indestructible like a plastic bottle; with his resigned, yet not defeatist understanding of
the fact that to him, having lived the second half of his life in a voluntary Parisian exile, contemporary
French intellectual debates were familiar while the debates of his native realm remained alien to his
French peers; with his persistence in a belief that literature is being written with the totality of one's
being, not only with the language alone, which made him cling to his Serbo-Croatian literary idiom
despite the false comforts of French, the adopted language of exile's everyday life; with his principled
attitude of Jewish appertain who cannot be oblivious to the destructive consequences of chauvinist
elevation of a “chosen nation” to the level of a metaphysical idea which justifies each and any means
to advance its protection; with the comprehensive narrative of his life and work, Danilo Ki§ for me
represented the most noble accomplishment of the Balkan imagination.”’

Aleksandar Hemon and Igor Stiks were born in Bosnia, but we cannot include their poetics
only in the scope of contemporary Bosnian literature. Aleksandar Hemon (1964) is mainly described
as Bosnian American writer and this is reasonable because he has written and published only his first
book in his mother tongue. As for Igor Stiks (1977), he writes his prose in the Croatian language, but
he lives in more countries and languages (Zagreb, Belgrade, Paris, Chicago, and Edinburg) and his
poetics is wide open for cultural hybridity of microcosmic cities like Sarajevo. However, that is why
one of the characters of his novel Elijah’s Chair says: “the aggressor will have won on the day that the
defenders of the city turn it into a single national or religious denomination. Then the battle for the city

will be lost, regardless of the military outcome.”

8 Jgor Stiks talks about that on the roundtable on Danilo Ki§’s prose in 2005 in Belgrade. Stiks namely reminds of the
literary inquiry in 1995/1996 when young generations of post Yugoslav readers set Ki§ at the top of the literary
hierarchy. See more: Danilo Kis (1935-2005) izmedu poetike i politike. Medunarodni skup pisaca. Priredila Mirjana
Miocinovié. Beograd, 2011, s. 43-44.

" Debeljak, Ales. My Balkan Master. In: http://www.eurozine.com/articles/2004-01-07-debeljak-en.html

8 Stiks, Igor. Elijah's Chair. Quotation according to Andrew Wachtel's translation. In: Wasafiri magazine. Issue 78,
summer 2014, p.23-25.
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In 2005 Sarajevo literary magazine Sarajevske sveske published Aleksandar Hemon’s short
essay Ciji je pisac Danilo Kis (“Whose writer is Danilo Ki§”) and it is an important text in relation to
Hemon’s perception of KiS§’s poetics. After repeating some basic Ki$’s concepts on nationalism,
Hemon switches things over to the main issue of the literary, not national genealogy. Hemon says:
“Actually Ki$ is part of the transnational family of writers like Franz Kafka, Jorje Luis Borges and
Bruno Schulz and the fact that his historical background includes Kolyma and Auschwitz at the same
time is very important for his own identity” °.

Although Hemon shares with Ki§ some genealogical similarities (his father is of both Ukrainian
and Bosnian descent), their literary propinquity is much more interesting. Hemon also shows
intertextual connections with the prose of Bruno Schulz and not only in the collection The Question of
Bruno (2000), but also in the novel The Lazarus project. However, we could define The Lazarus
project as homage to Danilo Kis in the same way as The Elijah’s Chair by Igor Stiks is. Both novels
are connected with Ki$’s book A Tomb for Boris Davidovich: Seven Chapters of a Single Story (1976)
sharing the main topic of these stories — the dangerous book.

In one of the key stories in Kis’s collection (“Dogs and Books™) the persecuted character,
Baruch David Neumann, says: “And I told them not to tear them because many books are not
dangerous, only one is; and | told them not to tear them because reading many books leads to wisdom,
but reading only one leads to ignorance armed with madness and hatred”°.

“Madness and hatred” are a short enough and eloquent description of the life during the war
that Hemon and Stiks present in their novels. Neither Hemon nor Stiks consider themselves spokesmen
of non-nationalistic peaceful attitude. Just like Kis they undoubtedly consider literature as “the last
asylum of common-sense” (which is the title of one of Ki§’s essays). However, we have to point out
that Bosnian war and genocide intensified the abyss between utilitarian writings and “literature as
such”, the abyss that existed in Tito’s Yugoslavia in a similar way as it exists in the world where
politics domineers and defines the boundaries of the mind. But being against intervention in literature
is not less dangerous for the quality of literature than defending this intervention. It is not surprising
that most of the best-known authors who lived under totalitarian regime in the XX century faced the
question about this danger.

The Lisbon conference on Literature (A Roundtable of Central European and Russian writers)
that was held in May 1988 is one of the most important documents about the relationship between

literature and totalitarianism just at the end of the Cold War. Among the participants in that conference

9 Hemon, Aleksandar. Ciji je pisac Danilo Kis. In: Sarajevse sveske. No 8/9, 2005. s. 10.
W Kis, Danilo. Grobnica za Borisa Davidovic¢a. Beograd, 1978. In: Ki§, Danilo. Sabrana dela. CD 1. Priredila Mirjana
Mioc¢inovié. Beograd, 2003. See also: Kis, Danilo. A Tomb for Boris Davidovich. New York: Penguin, 1980. p. 110.
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were: Péter Esterhasy (Hungary), Ismael Kadare (Albania), Danilo Ki$ (Yugoslavia), Gyorgy Konrad
(Hungary), Czestaw Mitosz (Poland), Josef Skvorecky (Czechoslovakia), Adam Zagajewsky (Poland),
Joseph Brodsky (USSR) etc. The question of Central European culture was the main topic of the
roundtable and soon became a reason for really hot arguments among the participants. Although Milan
Kundera didn’t take part in the conference, his essay The Tragedy of Central Europe (1984)
predetermined the directions of the conversations.

Czestaw Mitosz pronounced one of the most important opinions about the dangers confronting
the writer: “Martial law in Poland was a disaster for literature — not because of censorship and not
because of the oppressive regime, but because all literature moved to the noble-minded side: namely,
to be against the dictatorship, to be against the crushing of Solidarity with tanks, was a noble cause.
And those things are very dangerous for literature. | realized it very early and tried not to contribute —
with some exceptions, | should say — to that atmosphere of noble-mindedness and high-style morality.
Many times | was inclined to say non serviam, as young James Joyce said about the Irish cause, and |
was torn internally between a desire to practice what I consider perfection in literature and to cry of
indignation and anger.”'! Danilo Ki§ spoke in support of the same attitude and he wrote a lot about
this problem in his essays and particularly in his polemic book Anatomy Lesson (1978). That book,
which appeared two years after A Tomb for Boris Davidovich, is an answer to the denunciations in
plagiarism by some of Ki$’s colleagues who were provoked or directly supported by the secret police
UDBA in Tito’s Yugoslavia. Although the reader of the book can clearly see the main specifics of
Yugoslavian politics and literature, Anatomy Lesson is at the same time one of the brightest examples
of poetics in the world literature. It is here that Ki$ defends “literature as such” and here he describes
some of the main characteristics of intertextuality. Ki§ often points out: “Literature is a phenomenon
of the spirit and it has its own laws and it is not the political reality that creates a literary book. Only a
book can bring to life another book.”

At the Lisbon Conference on Literature Danilo Kis$ pointed out that “we are seen as spokesmen
of certain dissident trends and we would like to be much more than that. At the same time, we don’t
want to be cowards; we want to retain this political dimension, too. We would like to do formal
research and deal with substance, as well... I think it is worth making the effort to overcome this
opposition between form and substance, for the cultivation of this concept is at the very nerve centre

of our writings.”!?

11 The Lisbon Conference of Literature: Central Europe and Russian Writers. Cross Currents. A Yearbook of Central
Europe Culture. [Volume 9 (1990), pp. 75]
12 |bid.
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It is obvious that Aleksandar Hemon and Igor Stiks carry on in their writings and develop some
of the major subjects that occupied Ki$’s imagination and reflections in the new political and literary
situation. It is remarkable that the main characters in their books are Jews, which is of course only one
of the signs that show the literary relationship with Danilo Ki$. Besides, both Hemon and Stiks pointed
out Ki§ as their literary teacher™®. However, we could say that Ki§ is not only their teacher, but the
teacher of several generations of readers in the same way as, for instance, Zbigniew Herbert is not only
for European, but for world readers'®. As for the Jewish descent of the characters in the novel,
Jewishness for Kis is first of all a symbol of humankind: “Jewishness has a double (literary) meaning
in A Tomb for Boris Davidovich. On the one hand, thanks to my earlier books, it creates a necessary
link and widens mythologemes with which | operate (and in this manner, through the Jewish question,
I gain the license to approach a particular theme, if one in fact needs a license). On the other hand,
Jewishness here, as in my earlier books, is only an effect of defamiliarization. Whoever fails to
understand this understands nothing of the mechanism of literary transposition.”*®

We can presume that Jewishness in Hemon’s and Stiks’s novels is of Ki§'s fictional type
because all three books show radicalization of “the banality of evil”. But one can ask: “Why Jewish
destiny after all? Why not Serbian, Croatian or Bosnian?” One possible answer is given above by Kis,
but the novels by Hemon and Stiks give much more: in Hemon’s case the character of Lazarus
Auerbach was chosen exactly as a literary metaphor (Lazarus project is a literary project!); in Stiks’s
case Jewishness is a question of great (again literary) drama of a hidden identity. So, we can say: in
these books Jewishness is a question of aesthetic, not ethnical, belonging.

What about the Jewish drama of identity in Igor Stiks’s novel: The Elijah’s chair, a special
chair at the circumcision ceremony, is the place where the main character of the novel meets the old
Jew who will lead him away to his true identity. Besides, the character had already known his true
father’s name from the revealed “Blue notebook™ of his mother, this Blue notebook is not the only
“dangerous book” in the novel and Elijah’s chair is a point of intersection of all intertextual connections

in the book. From that place on, the ancient Greek drama occupies the character’s life absolutely

13 See more about that in the papers from the roundtable on Ki§’s poetics where Hemon and Stiks participated: Danilo
Kis (1935-2005) izmedu poetike i politike. Medunarodni skup pisaca. Priredila Mirjana Miocinovi¢. Beograd, 2011, 256
s.

14 The Iranian poet Mohsen Emadi (1976) who has been a political emigrant since 2009 is one of the founders of the
literary project Report from the Besieged City. The title of the project comes from the famous Herbet’s poem and the
project itself connects poets from all over the world. Besides, it is symptomatic that Mr. Emadi describes the political
circumstances and particularly the life situation in the Middle East in a way similar to the Yugoslavian writers during the
war. Mohsen Emadi says: “Being a Middle Easterner is like having a cancer, especially now, when everything is getting
worse”. See more at: http://mohsenemadi.org/2014/05/11/113

15 Ki§, Danilo. Cas anatomije. Beograd, 1978. In: Kis, Danilo. Sabrana dela. CD I. Priredila Mirjana Mio&inovic.
Beograd, 2003.
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literally (by then the ancient drama is evoked only in the context of the Bosnian war). So, we can say
that The Elijah’s chair is the spot between Richard Richter and Richard Schneider — the two names of

the same person.

It is remarkable how Stiks succeeds in gathering in one destiny the persecutor and the
persecuted — figures who are fundamental for Ki§’s writings. Furthermore, at the end of his novel
Hourglass Danilo Ki$ quotes the Talmud: “For us it is better to be among the persecuted people, than
to be among their persecutors™®®, Igor Stiks consciously titles one of the chapters of his novel namely
Hourglass'’. On the one hand, Richard Richter should be of German descent, an heir of Jew’s
persecutors. On the other hand, without knowing, he is a child of a persecuted Jew. What is more
interesting is that as a writer, an angry young man, Richards himself sympathizes with Jews, not with
the man he had thought to be his father. In this intuitive attitude of the character, Stiks first evokes the
elements of the ancient drama, namely combining human life and mystery in only one word — the
destiny, which is so typical for the ancient Greeks.

From all three books, the most limited in space is Elijah’s chair. The novel is set mainly in
Wien, Sarajevo, and occasionally in Paris. A Tomb for Boris Davidovich is set in Europe and great
parts of Asia representing different cases of people persecuted for their convictions during the long
history of the old continent. Although Ki$’s book provokes the anger of the Yugoslav political higher
class, first because it is a book about GULAG and thus opens the dangerous theme in Yugoslav
political daily life (for speaking about fascism and Stalinism is at the same time speaking about
nationalism and hatred, speaking about life and death of all these people who were in the Goli otok,
Yugoslav concentration camp), A Tomb for Boris Davidovich is a book that includes larger period of
the “universal history of infamy”. Borges is a great teacher of Ki§, and like Borges, for him is more
important to create a really successful literary network than to stay only on the borders of one century
and its banality. What is particularly important on that plane is the story “Dogs and books” that makes
a connection between the persecution of the Jews in the XX century and their persecution during the
Inquisition.

The Lazarus Project has the widest geographical scope. The narrator of the novel is a Bosnian
writer who lives in America and who is looking for the life story of some Lazarus Averbuch, a
Ukrainian Jew who was killed in America in 1908, just one century before the narrator started looking
for the story that would make him a great writer. The connection between the name of the Ukrainian

Jew and the name of the main character of the first Borges’s story in his collection A Universal History

18 K33, Danilo. Pescanik. Beograd, 1972. In: Kis§, Danilo. Sabrana dela. CD I. Priredila Mirjana Mioginovi¢. Beograd,
2003.
17 Stiks, Igor. Elijahova stolica. Zagreb, 2006, s. 187-283.
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of Infamy (1935, 1954) is not accidental. The title of this Borges’s story is The Cruel Redeemer Lasarus
Morell and it spreads out from the time of Inquisition to the XIX century. This Borges’s story shows
important signs of the relationship between Ki§’s and Hemon’s books. Ki§ wrote a lot about his attitude
towards Borges in his essays and particularly in the book Anatomy Lesson, but during the roundtable
on Kis’s writings in 2005, Hemon reminded the readers: “Ki$ succeed in being in a dialogue with
Borges, as well. It is well-known that A Tomb for Boris Davidovich is a dialogue with A Universal
History of Infamy, with Borges. They are, more or less, formally identical as regards titles and stories
about various criminals. (...) He does all that to take away the history from the victors, to take it away
from those who opened concentration camps, from those who are in power. And this project is possible
in the prose at least because it must be in a dialogue or in a conflict with this fictional rhetoric of
historical documents and stories about people, great events and heroes.”*®

The main character of The Lazarus project is a would-be criminal on suspicion of anarchism.
The investigating officer investigated the presumable anarchism of Lazarus Averbuch (they really
found and confiscated a lot of “dangerous books” in Lazarus’s flat'®, but after all Lazarus is not a
criminal but a victim of the police paranoia, as David Baruch Neumann is a victim of Inquisition
paranoia in Danilo Ki§’s book). In contrast with Lazarus Averbuch and David Baruch Neumann,
Lasarus Morell from Borges’s story is undoubted criminal (although he “was not about to let himself
be confused with those anarchists.”?°), but he was never caught and he died in hospital under the
assumed name of Silas Buckley. Changing names is typical for the world of criminals and we see “that
technique” in A Tomb for Boris Davidovich. Besides, we see this in two ways — in the world of
hangmen and in the world of victims. But for us the “changing” of names in history is more interesting,
namely the connection between Boris Davidovich Novski and Baruch David Neumann who are
separated by several centuries. They both are the real characters of the book, two victims with the same
anxious soul. The repetition and parallelism in political history and history of the spirit is something
that interests Borges and Kis, but also Hemon. Without this type of repetition, perhaps A Universal
History of Infamy is impossible, but we can find this idea in Borges’s story published a few years
earlier. The first sentences in the story The Avatars of Tortoise are: “There is a concept which corrupts
and upsets all others. | refer not to Evil, whose limited realm is that of ethics; I refer to the infinite.”?

Infinite is the history of persecution and this is emphasised most definitely in The Lazarus

project. Being intertextual replica to Kis, Borges, Schulz, etc. Hemon’s novel consciously includes in

18 Danilo Kis (1935-2005) izmedu poetike i politike. Medunarodni skup pisaca. Priredila Mirjana Mioc&inovié. Beograd,
2011, s. 82.

19 Hemon, Aleksandar. The Lazarus project. New York, 2008. p. 57.

20 Borges, J. L. The Cruel Redeemer Lasarus Morell. In: Borges, J. L. Selected fictions. New York, 1999. p. 24

21 Borges, J. L. Labyrinths. Selected Stories & Other Writings. New York, 1964. p. 202,
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its texture well-known names. Here we can find not only the barman Schulz, but also Khrushevan from
Kis’s The Book of Kings and Fools and herr Taube from A Tomb for Boris Davidovich. In the same
way we can find in Stiks’s novel important notions on procedure of denotation and human names. As
the name Lazarus connects Hemon’s novel with Borges’s story and The New Testament (there are
several references to the raising of Lazarus and it is interpreted in different, metaphorical and direct,
way), the name of Richard Richter connects Elijah’s Chair with a large cultural tradition. Stiks shows
that the names are important in the narrative directly. The meaning of Richard’s surname (Richter
means “Judge”) is interpreted by two characters in the novel, both with key functions in the narrative
— Alma Filipovi¢ and Simon. Alma is a theatrical actress; Simon is the old Jew who Richard met in
Sarajevo synagogue. Alma is the last love of Richard, but at the same time, she is the person who
suffers together with Richard the drama of identity, because they both learn too late that they are
children of the same father — Jacob Schneider. Thus, the story of Walter Faber, Homo Faber, which
the actress Alma Filipovi¢ turned into an amazing performance with her theatrical company in the
besieged Sarajevo, gains totally real dimensions in her life and in Richard’s life, too. The history
invades in their personal lives as in the story that Gyorgy Konrad told at Lisbon conference on
Literature in 198822, However, in Elijah’s Chair Richard’s description about his meeting with Max
Frisch in 1976 is no less important. At that meeting, a young writer asked Max Frisch if he had gone
through something similar to his novel, namely if Homo Faber was based on a true experience. After
the rest of the young writers reacted sarcastically to this question, Frisch explained that in his own life
and in the lives of his friends there was a potential for the story and finally he asked his young
colleagues: “Is there something real in what you write, gentlemen?”?

The connection between fiction and facts is always present in Ki§’s prose and this connection
is, let’s keep in mind, “Literary transposition”. Autobiographism in Kis$’s case is that “real something”,
which makes the narrative structure more complicated — the facts are included mainly as an example
in its metaphorical dimensions. Even more, we can say that after Borges, the permeability between life
and literature becomes again as apparent as in the time of the baroque. People live in book and their

lives are nothing less fictional than the lives of imaginary characters. Therefore, contemporary

22 Gyorgy Konrad told then the following: “I guess the only wealth that people in our part of Europe have is history and
memory. We share a common history with people with similar ethnic and national backgrounds... A time ago I lived in a
village and in this village there was a butcher. His house was on a street corner and the street was on an incline. In
proximity of this village there was a military base. Once, while the butcher’s wife was in the bedroom changing sheets, a
tank came through the wall into the room because the road was icy, slippery, and the front of the house was destroyed,
but not very much. The next time I saw the butcher, I asked him what happened. “History came in”, he said. Probably
that’s a typical relationship of people with history: they don’t jump in but history jumps in.” — The Lisbon Conference of
Literature: Central Europe and Russian Writers. Cross Currents. A Yearbook of Central Europe Culture. [Volume 9
(1990), pp. 75]

23 Stiks, Igor. Elijahova stolica. Zagreb, 2006, s. 148.
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literature meets real and fictional persons and authors put themselves in their narratives not only as
narrators but also as characters. For that reason, the story of Lazarus Averbuch is so similar to the story
of the narrator in Hemon’s novel. And even more, after all peripeties the narrator isn’t sure of his own
identity at all: “Everybody was me, I was everybody and after all it was no matter if I am going to
die”?4,

In Elijah’s Chair autobiographism is presented in a different manner. Here the narrator Ivor is
a kind of author’s double. But also Richard Richter himself has in his destiny some similarities with
the writer of the book, at best with his traveling around the old continent. What is also very interesting
in this novel is how Stiks includes real persons and characters form other books. Daniel and Simon are
not accidentally chosen names. The old Jew, Simon, who has a very important part in the novel,
reminds the readers of the character from the first story in Ki§’s book The Encyclopedia of the Dead.
The name of this character is Simon Magus. And really, Simon in Stiks’s novel has something in
common with Ki§’s character, namely “the knowledge of good and evil”. Just as Simon Magus says:
“They offer you eternal salvations... I offer you knowledge and the desert. All who so wish may join
me.”?°, Simon from Stiks’s novel says: “The truth will be uncovered. It is always revealed. That is
awareness. And after that desperation comes.... That is destiny, that is fortune”?®. And as Simon Magus
asserts that the God of Peter and Paul is “A God of animosity, of hatred and jealousy”?’ and therefore
he is not the only God in heaven, thus Simon in Stiks’s novel holds that Sarajevo is one of the last
microcosmic cities all over the world having many different languages, peoples and religions. As for
Daniel, whose story is told by Simon in Elijah’s Chair, he undeniably is a fictional double of Danilo
Kis. The character tells the story of his own creator, as Joseph Brodsky says that “language is not only,
and not so much, the poet’s instrument, but the poet is the instrument of language.?®

In comparison with A Tomb for Boris Davidovich, Hemon’s and Stiks’s novels show in
different ways the radicalization of evil. They both suffered the destruction of Sarajevo and they saw
how Ki§’s words on banality of nationalism, namely totalitarianism, proved its authenticity in their
own lives. “Is there something real in what you write, gentlemen?” is an irrelevant question in their
cases because it is clear that history invaded their lives and they have pretty vast material for a lot of
books. But what they spectacularly do is not reducing their literature to an archive of moral convictions,

but defending it from mediocrity of demagogic Newspeak. Much more — through their novels literature

24 Hemon, Aleksandar. The Lazarus project. New York, 2008, p. 251.

%Ki, Danilo. The Encyclopedia of the Dead. Northwestern University Press, 1997, p. 5.

% Stiks, Igor. Elijahova stolica. Zagreb, 2006, s. 167-1609.

2T Ki8, Danilo. The Encyclopedia of the Dead. Northwestern University Press, 1997, p. 9.

28 Brodsky, Joseph. Interview with Natalya Gorbanevskaya. Russkaya mysl, 3 February 1983, p. 9.
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majestically rushes into history, to fill it with significance and honour again; in the name of
microcosmic cities and their inhabitants.

In his excellent book Balkanska brv (“Balkan footbridge”), Ale§ Debeljak includes essays
about the most memorable authors from the former Yugoslavia. Among them, Danilo Ki$, Aleksandar
Hemon and Igor Stiks have their special places. Debeljak, who reminds the reader in one of his essays
that “literary citizenship”?® is the one and only true citizenship, writes in his book the following: “The
inheritance of the Balkan hybridity, mixing and percolation between cultures in XX century remained
only in Yugoslavia. Here is the source of the title of my book. And footbridge is here because I’ve
created the book as a device at hand for overcoming obstacles or rivers, abysses or gorges... Reading
and writing books is a conversation with the others.”%

I hope the restored Sarajevo library owns already this Debeljak’s book and along with it, all

these books it refers to. Because “many books are not dangerous, only one is”. And because we can

say the war is over when we raise the bridge of words over the ruins.

2 Debeljak, Ales. In Praise of the Republic of Letters. In: World Literature Today. March 2009.
% Debeljak, Ales. Balkanska brv. Eseji o knjizevnosti ,jugoslovanske Atlantide*. Ljubljana, 2010, s. 25.
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Muiaena TEOPITHEBAL

C MuCHATA HA OCPEeTHNK — I0KHOCTaBsIHCKaTa uaes (1904-1912)
B H3KYCTBOTO HA ObJrapckus XyJa0:;kHUK Xapajgamnu Taues

Pe3lome

Xapanamnu Taues e Hali-XapaKTEPHUAT IPEICTABUTE HA PAHHUS CELIECUOH B bbirapus. /[elHOCTTa My €
W3KIIIOYUTENIHO Pa3HOOOpa3Ha — OT [IEKOPaTHBHUTE H3KYCTBAa A0 OCHOBAaBAaHETO HA ITBPBOTO XYIO>KECTBEHO
capyxenue B bbirapus ,,CpBpemenHo u3kyctBo™ (1903); oT KMBOMKCTA M KHI)KHATA rpaduka 10 0popMICHUETO
Ha M3JI0)KOCHU TMAaBWJIMOHM M MOHYMEHTalHH crpagu. KaTo NpuBBpKEHUK Ha I0)KHOCIABSIHCKOTO KYJITYPHO
oOrmryBaHe TO# € u30paH 3a MbPBU ceKpeTap Ha MexayHaponHus Chio3 Ha FO’KHOCTIABSIHCKUTE XyI0KHUIM ,,Jlama®
(1904-1912). UscnenBaHeTo MpeACTaBs ACHHOCTTA My Ha YHOPUT IOIMYJSIPU3ATOP U KypaTtop Ha H3I0XKOH B
1oxxHocnaBsiHckuTe ctonmuiy Codwusi, benrpan m 3arped, Ha KoH(pEpeHIWH, CpPeld M KOHTAKTH C XOpa Ha
M3KYCTBOTO, KAKTO ¥ aHAJIN3HPa HETOBOTO XyA0XKECTBEHO TBOPUECTBO HA FOXKHOCIABSIHCKA TeMaTHKa. CriennaieH
aKIEHT Ce I0CTaBs BbPXY IPHHOCA MY KbM IIBPBUTE TOJIEMH KYATYpHHU cbOUTHS B COUsl: OCHOBAaBAaHETO Ha CHIO3a
wJlaga“ (1904), mposexxnanero Ha Bropara toxHocnaBsiHcka n3noxo6a (1906) u Cnassckus cw60p (1910). Koraro
pasraexxaaMe Xapanamnu TadeB KaTo KyJITYpeH MEAMaTop, BUHArM TpsiOBa Jla MMaMe MPEABUI JIBYJIHKATa MY
TBOpPYECKA CHIIHOCT — ObJrapcka u eBporneicka. BbB BpeMeTo Ha MiiaguTe OalKaHCKU HAMOHATM3MH Ta3H 3a7a4a
¢ Ouia mppBOCTeNeHHa He caMo 3a beiarapus, Ho u 3a cbeeanTe M. CHIIOTO MPaBAT U HETOBHUTE KoJierH [paryTux
Wukunoctpu B Cepbus, [etap [Mouek B Uepna ropa u Tomucnas Kpuszman B XbpBatusi.

OcBeH TOBa, CTaTHATa aHAIM3Mpa XyJOKECTBEHHS €3MK M IIOETHKAaTa HAa HETOBUTE MPOM3BEACHHA,
BIbXHOBEHH OT HJKHOCIABSHCKaTa HACOJOTUs, Taka TMOMyJsipHA B pasmiexaanus nepuoa. CmsaraHa ot
MPUBBPKEHUITUTE U CpeJi OaTKAHCKUTE WHTEJICKTYaJIIIH 32 ChBpEeMEHHA M HAaBPEMEHHA, Ta3u WICOJIOTHsI ce MpruemMa
KaTo eBpoIeiicka, B CMUCHI Y€ OJIMLIETBOPSBA KYJITYpHATa B3aUMHOCT, OTIO3HAaBaHE, TOJIEPAHTHOCT U IO J4epTaBaHe
Ha o0LIMTEe MOMEHTH B KyJITYPHOTO MUHAJIO Ha MJIaJUTE F0XKHOCIABSIHCKHA HALMM BBIPEKHU KOH(PPOHTALMATA HA
MOJMUTUYECKUTE UM HAIMOHAIHHU Tiporpamu. ETo 3amio ce Hanara 1o)kHOCTaBsiHCKaTa ujes J1a Obje ,,005eueHa’ 3a
I'BPBH ITBT B bbarapus umenHo ot Xapanamnu TadeB ¢ MOMOIITa HAa BU3yaJTHUTE MOCTHKEHHSI HA MOJEPHHUS CTHI
Art nouveau/Secession, kaTo B HETro ce ThPCAT U COOCTBEHH HALMOHAIHH HHTOHAIMH. Taka XyJ0XHHUKBT CE SIBSIBA
MTOCPEAHNUK Ha MHOTO PaBHMINA: KOHTAKTH, UJIEH, CTUIL

bvaeapckuam cmun xaTo OBArapckd BapuWaHT Ha CEIleCMOHA YTBBPXAaBa IbpPKaBHOCTTa Ype3
HOBOKOHCTPYHMPaHU BU3yalIHU KOJJOBE, KOMTO TPsIOBa Jja IEMOHCTPUPAT NPEICTaBa 3a HALIMOHAJIHATA UICHTHYHOCT,
HO HE HaBCSAKBJE, a B 3aBUCUMOCT OT NOJIUTHKO-UAeoornyeckute akieHTH. [Ipes 1910 r. no nosox Ha CriaBsHCKHSA
cb0op B Coust X. Tayer npoekTHpa MOIIEHCKA KapTH4Ka Ha Tema ,,] [eTOKyITHOTO CiIaBsiHCTBO . B Hest Buxkmame
o0paM4eHU B TUIETCHHUIM OT OPHAMEHTH, BJIbXHOBEHH OT CPEJIHOBEKOBHH OBITapCKH PHKOIUCH, JINKOBETE Ha

! Mpo¢. n-p Munena TEOPTUEBA paGotn B UncTuTyTa 32 M3cnenBane Ha nskycreata — BAH. Unen na HC na UUUsk.
I'maBen ypenuuk B Myses 3a uctopus Ha Codus (2014-2015). Xonopysan npodecop B IV , Ilaucuit Xunennapcku". Cpen
kaurute u ca: Cwiozem Ha iodicHocaasanckume  xyoodicnuyu . Jlaoa “(1904-1912).  Bwreapckomo uskycmeo Ha
1oxcnocaasanckume uznoxcou. Cobust, HUM, 1994; FOoxcnocaasancku ouanosu na mooepuusma. bBvieapckomo uzkycmeo u
uskycmeomo na Copbus, Xopeamcko u Cnosenus (1904-1912). Codus, 2003; South Slav Dialogues of Modernism. Bulgarian
Art and the Art of Serbia, Croatia and Slovenia 1904-1912. Institute of Art Studies — BAS. Sofia, 2008 (in English); Hazopase,
Maecmpo! Boxemcxume uacose na Hean Ilenxos. Codus, 2012. Cwet. u pen. na: Ilasen I'enaoues. Cnomenu 3a cnucanue
,, Xyoooicnux “ 1905-1909 u necosume xyodoorcnuyu - compyonuyu. Codust, 2016. [Tybnukanuu Ha cratuu B XbpBatusi, Cbpous,
I'epmanus, AcTpus.
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F0)KHOCJIABSHCKUTE BIIaJIETENIN U PYyCKUsI UMIIEpaTOp KaTo TeXEH IOKPOBUTENl. MosKe /1a ce KaXKke, 4e TOBa € 371aTHOTO
BpEMeE Ha ObIeapCKiisl Cmuil, KOWTO BCE TIOBEYE Ce BIIICKAa M UePIH OOMITHO OT MpelakaJeMUIHUTE Xy J0KECTBEHH
cHCTEeMH Ha OOraTHs HOKHOCIABSHCKH (DOJIKIIOp, 3aHAsITH U XPHUCTHSIHCKO M3KYCTBO. JIekcmkaTa Ha TO3UM HOB
XYAO)KECTBEH €3MK € CTapuHHA, HO CHHTAaKCHCBT CJelBa IIpaBWiIaTa Ha CTWIA CelecuoH. B kopumata Ha
,,CIIaBSHCKa aHTOJIOTUSI* Ha TIOE3USITa Xy JOKHHUKBT OTHOBO C€ 3aBPbLIa KbM YHUBEPCAJIHATA BEPCHs HA CELIECHOHA
nopajay HeyTPaJTHOCTTa Ha TOBa noJje. Bonpeku e npe3 1913 1. Obarapckara cexkuus Ha ,,JIaga“ Hamycka Cpio3a B
3HaK Ha HOpOTECT cpemly Mexaychro3HuueckaTa BoiHa Xapajdamnu TadeB HpoabikaBa OEHHOCTTa CU 3a
claBsHCKHUTE ApyxecTBa B Codusi, KaTo OCTaBa BEPEH Ha WAEATA 3a PAaBHOIPABHO KYJITYPHO OOLIyBaHE MEXIY
BCHYKH CIIABSHCKH JBP)KABH.

Crarusita ce OCHOBaBa Ha OOMIIHO KOJMYECTBO JOKyMeHTH 3a Cpio3a ,,Jlaga“, cbxpaHeHH MOYTH H3ILSUI0 B
Bearapusi, KakTo U Ha JINYHUTE aPXUBU Ha XyZO)KHUKA.
KirouoBu nymu: Xapanamnu TaueB; F0’)KHOCTaBSIHCKA HIesl 32 B3AUMHOCT; MOACPHHU3HM; IEKOPATHBHU U3KYCTBA;
ap HyBO/CELECHOH; OBITapCKU CTUII

Carrying out a Mediator’s Mission: The South Slavic Concept (1904-1912)
in the Works of Bulgarian Artist Haralampy Tachev
Abstract

Haralampy Tachev is the most typical representative of the early Secession in Bulgaria. His work is
extremely diverse: from the decorative arts to the founding of the first artistic association in Bulgaria —
Contemporary Art (1903); from painting and book design to the layout of exhibition pavillions and monumental
buildings. As a proponent of South Slavic cultural communication, Tachev was elected First Secretary of the Lada
International Union of South Slavic Artists (1904-1912). This paper presents his work as a tenacious promoter and
curator of exhibitions in the South Slavic capitals Sofia, Belgrade and Zagreb, as well as his participation in
conferences, meetings and contacts with artists. It also analyses his artistic creativity on South Slavic themes.
Special emphasis is laid on his contribution to the first major cultural events in Sofia: the founding of the Lada
Union (1904), the second South Slavic Exhibition (1906) and the Slavic Festival (1910). When regarding
Haralampy Tachev as a cultural mediator, we should always keep in mind the dual side of his creative nature:
Bulgarian and European. In a time of emerging Balkan nationalist spirits, this task was paramount not only for
Bulgaria but also for its neighbouring countries. The same applies to the work of Tachev’s counterparts: Dragutin
Inkiostri in Serbia, Petar Poc¢ek in Montenegro, and Tomislav Krizman in Croatia.

Furthermore, this paper analyses the artistic language and poetics of Tachev’s works, which were inspired
by the South Slavic ideology that was popular at that time. Considered advanced and timely by its supporters among
the Balkan intellectuals, this ideology is accepted as European in the sense that it embodies cultural reciprocity,
understanding and tolerance, and that it underlines common points in the cultural history of the young South Slavic
nations, despite the political confrontation of their national political agendas. Haralampy Tachev “dressed up” the
South Slavic idea using the visual achievements of the Art Nouveau/Secession style, while seeking specific national
intonations. The artist acted therefore as mediator on many levels: logistically, ideologically, stylistically.

The “Bulgarian style”, as a local version of Secession, reinforced the concept of statehood through newly
developed visual codes depending on political and ideological priorities. These codes were meant to demonstrate
the idea of national identity. In 1910, on the occasion of the Slavic Festival in Sofia, Tachev designed a postcard
celebrating the idea of “the unity of all Slavic nations”. In it, we see, framed in ornaments inspired by medieval
Bulgarian manuscripts, images of South Slavic rulers with the Russian Emperor as their patron. One could call this
the Golden Age of the “Bulgarian style”, which increasingly explored and borrowed from the rich pre-academic art
systems of South Slavic folklore, crafts, and Christian art. The vocabulary of this new artistic language was ancient,
but the syntax followed the rules of the Secession style. For the cover of the Slavic Anthology of poetry, Tachev
returned to a more universal Secession style because of the neutrality of this field.

This paper is based on a plethora of documents about the Lada Union preserved almost entirely in Bulgaria,
as well as on Tachev’s personal archives. Although the Bulgarian section of Lada left the union in protest against
the Second Balkan War in 1913, Tachev continued his work with the Slavic societies in Sofia, remaining faithful
to the idea for equal cultural communication between all Slavic countries.
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Keywords: Haralampy Tachev; South Slavic idea; modernism; decorative arts; Art Nouveau/Secession; Bulgarian
style

3aeTo MPEeJUMHO C €CTETUKO-CTUIIMCTHYECKU KIacU(UKAINK, W3KYCTBO3ZHAHUETO HSKAK CU Ce
OTHAacsi HEOPEKHO KbM pOJIsiTa HA KYATYPHHUS areHT — Ha aKTUBHUS YOBEK B XY10’)KECTBEHUTE HHCTUTYLIUU
U B TAXHOTO (YHKLIHMOHHMpaHE, Ha MOCPEIHHKA MEXAY Pa3IUYHU HAIMOHAIHO-KYJITYPHH OOLIHOCTH.
TakbpB emOneMaTH4eH MpHUMEp, KOWTO OMX HCKala Ja pasriiefaM TYK, € OBJITapCKUST XYIOKHUK
nekopatop Xapamammu TaueB (1875-1941) — xapakrepeH NpeACTaBHTEN] HAa pPaHHHS CELECHOH B

boirapus.

~. (4 K/ S . 'ZZ.A,aqe S rrorzmisin
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Xapanamnu Taues, 1905 2., Jlueoic, beneus
Haralampy Tachev, 1905, Liege, Belgium
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Jlockopo chBceM 3abpaBeH, JHeC TOW e OOEKT Ha IbpBa PETPOCIEKTHBHA H3710%k0a° M Ha
MHO>KECTBO MYOJIMKAIINU, KOUTO CH ITOCTaBSAT 3a IeJ1 HETOBOTO BBH3KPECCHUE B ObJIrapckaTra UCTOpHS Ha
M3KYCTBOTO U B HEHAIIMCAHATa UCTOPHS Ha OAJIKAHCKOTO W3KYCTBO, KBJIETO TOW O OMII BHIIEH TEpOi.

JleitHOCTTa MY € M3KJIIOUUTENTHO Pa3HooOpasHa® - OT JeKOPaTUBHUTE H3KYCTBA 0 OCHOBABAHETO

Ha pe/IuIa MOJEPHH Xy/I0’KECTBEHH JpyKecTBa’

5

, OT )KMBOIIMCTA U KHM)KHaTa rpaduka 10 opopMICHUETO
HA M3I0KOEHM MNABIWIMOHM® M MOHYMEHTATHH Crpamu’, OT mpernonaBaHeTo B XyIO0KECTBEHO-
MHIYCTPUATHOTO yuuauiie u XyJ0KEeCTBEHaTa akaleMus 10 3aHUMaHUsATa My ¢ Xepanjauka. B 3opara Ha
MOJICpHU3MpAIATa C€ C YCKOPEHH TeMIloBe bbirapus KynaTypTperepure OOMKHOBEHO Ca TBOPYECKH
au4HOCTH. Te yMear ¥ MoraT Jia MpaBsT BCUYKO, IPUHYAEHU OT 00CTOSITE]ICTBAaTa HAa IIbPBOHAYAIHATA

HEAOPA3BUTOCT B XYHOKCCTBCHHUS KUBOT, HO U OT CHTYyCHAa3Ma CU Ha KYJITYPHH CTPOUTECIIN, IIPU3BAHU 1d

reaepupar HOBU UACHU B pas3JIMdIHU 001acTH Ha aKTUBHOCT.

®@paemenm om dexopamusnama ykpaca na gacadama na Cunooannama narama ¢ Cogus, 1910 e.
Fragment of the decoration on the fagade of the Sinodal Palace in Sofia, 1910

2 [InpBaTa peTpocleKTHBHA n3N0xk0a 3a Xapanamnu Tades ce nposeje B 3anute Ha Myses 3a ucropus Ha Codus (18 maii-2
oktoMBpu 2016 r.) mox mMeTo ,,MHOTOIHUKHUIT poMaHTHK Xaparammu Tades (1875-1941)%. Mmax decTTa ¥ yIOBOJICTBHUETO
na OpIa HEWH Kypartop, 3aeiHO ¢ noil. B. Bacmranna. M3mox6ara 6e gact oT mo-mamadeH IpoeKT, BKIFOYBAI] H3y4aBaHETO,
pecTaBpupaHeTO W CKaHHpaHeTo Ha 1250 CKUIM HAa XYJOXKHHKA, HETOBH IMPOCKTH, YXHBOIMHCHHU TBOPOW, HIIIOCTPAIIHH,
Hamupainy ce B LleHTpanHus 1bppikaBeH apXuB U B pellulla My3eH, TalepUH U apXuBU B beirapus.

3 Bxk. XK. Mutepa. Xapanambu Taues u ObarapckusaT cenecroH. CBHIETENCTBO 3a eIHO TBopuecTBo. B: Cepamka, Cpezel,
Codus, . 3., MUC, C., 1997, 121-182.

4 Bxx. M. T'eopruesa. Jlunep, Xym0KeCTBEHO APYXKECTBO, cpena (0 MaTepuanu 3a xymoxHuka X. TaueB m ApyKecTBO
"CpBpemMeHHo u3KycTBo"). - B: JI. Kuposa, I1. Jlanosa, P. 3anmoBa, 1. Bubuua (pen.), Teopeysm 6 oeousmounoesponeickume
kyamypu. UactutyT o 6ankanuctuka. Codus, 2001, 166-185.

5 M. Il'eopruesa. Xapanamnu TaueB U MEKIYHAPOIHUTE M3JIOKEHUs B uyKkOuHa, [Ipobaemu na uskycmsomo (Codus), 1999,
Ne 2,32-41.

6 M. Muresa. Codus u HelfHUTE JeKOpaTOpH MM KaK ce Ipaju obpas Ha eBporeiicka cromuna, [Ipobremu Ha uU3KyCcmeomo
(Codust), 2008, Ne 3, 29-31.
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Lexopamuenu cmenonucu 6 yvpxkeama ,, Ce. Mean Puncku‘ ¢ I'abposo, 1938 2.
Decorative murals inside St. John of Rila Church in Gabrovo, 1938

Cmovrnonucu ¢ Munucmepcmeomo na gunancume ¢ Cous, 1929-1931 e.
Stained glass (1929-1931). Interior of the Ministry of Finance in Sofia

54



Colloquia Comparativa Litterarum, 2017

,, Tpu yopreu ', 20-me coounu na XX eex. Myseui 3a ucmopus va Coghus.
“The Three Churches ”, 1920s. Sofia History Museum

Lvprsama Cs. Coghus, nowencrka kapmuuxa, 1910 2.
Saint Sophia Church, postcard, 1910
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Apuw 3a nuecama ,, Beneyuanckusim mopeosey “ om Y. lllexcnup ¢ Hapoouus meamwp, nau. na XX 6.

Poster for the National Theatre production of Shakespeare’s “The Merchant of Venice ”,

turn of the 20" century.
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Tlokana 3a myzuxanna seuepunxa, 1923 2. Invitation to a musical soirée, 1923

TI'ep6 na epao Cogpus, 1900-1936 2.
Coat-of-arms of the city of Sofia, 1900-1936
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Tosopasumenen adpec 3a ¢pencxus crasucm npog. Jlyu Jlesxce, 1923 2. Myseii 3a ucmopus na Cogus
Congratulatory address to Louis Leger, French professor of Slavic Studies, 1923. Sofia History Museum

[Tocpennuk e Hail-ToYHaTa AyMa 3a MHOTOIIOCOYHATa ACHHOCT Ha TO3U XYJI0KHUK, U35SBUJI CE€ HA
pa3IMYHU paBHUIIA - KOHTAKTOJOTUYHO, UJECUHO, CTUIMCTUYHO. B Havamoro Ha XX B. eBpomnernckara
KyJATypHa niepudepusi, B KosTo nmonagat u bankanute, ThpcH aKTUBHO 3allaHUTE IIECHTPOBE M TOBA CE€
OCBILECTBSIBA OT UHTEJIEKTYAJHUS U €JIUT, OT JUYHOCTUTE, PA3BUBAIIM CE KaTO Ch3HATEIHU NOCPEIHULIN
MEXIy eBpoIieiickara KynTypa u Obp30 €BpONEeH3UpaIUTe Cce KyATypu Ha MIaguTe OalKaHCKH HaIlH,
Cped KOUTO €A U I0KHOCIABIHCKUTE. XYA0KHUIMTE U3HEHAIBAT C BOJISITA CH J]a MPEKpayaT CKOBABaILUTE
T TpPaHWIM, Ja MbTYBAaT M OONIyBAaT MOMEXIY CH, U HE € YyJHO, Y€ T€ ca Cpea IIbPBUTE, KOUTO
YCTaHOBSBAT Taka HEOOXOAMMUTE MEXIYHAIIMOHATHA KOHTakTU. CaMHUTe MEAMATOPU, CPeJl KOUTO ca U
XYJOKHUITUTE, CE 3aeMaT ChC CH3aBAHETO HA MHCTUTYIIMH B YCIIyTa Mpeu BCUYKO Ha odopMsiaTa ce
HallMOHAJIHA JIbpXkKaBa. HalMOHAIHUAT KOJ € OCHOBEH 3a JyXa Ha BPEMETO U 3a HETOBUTE NMPOIYKTH,
BKJIFOUMTEHO U XYJ0KECTBEHUTE. Upe3 TO3M KOJI C€ YeT€ OCHOBHO BCSIKO BB3JICHCTBHE OT TOJIEMUTE
LIEHTPOBE U C€ MpeCsiBa B XyA0KECTBEHATa perenuus y Hac. ETo 3a11o, korato pasriexaame XapaiaMIiind

Taues kato KYJITYPCH MEAMNATOP, BUHATI'U TpH6Ba JAa UMaMe MpeaABU/ ABYJIMKATA MY TBOPYCCKa CHIITHOCT
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- ObaTapcKa W eBporeiicka. BB BpemMeTo Ha mutaaute OanKaHCKM HAIIMOHAJIWU3MH Ta3W 3a7ada € Omiia
I'BPBOCTENEHHA HE caMmo 3a bbarapus, HO U 3a cbecenure M. ChIIOTO MPABIAT U HETOBUTE KOJETH -
Jparyrun Wnxuoctpu’ B Chpbus, Ietsp Iloyek B Uepna ropa, Tomucnas Kpusman® B Xbpparus.
M3KyCTBOTO B T€3HM CTPaHHU 3all0yBa Jia CH CIIY)KU C METOAMTE 32 XYH0KECTBEH OOMEH Ha MOJIEPHOTO
BpeMe: 1. YcuneHa XyaokecTBeHa JAEMHOCT, M3pa3eHa B Ch3/1aBAHETO HA HOBU MHTEPHALMOHAIHU U
HaJHAMOHAIHU XYJI0)KECTBEHU CAPYXKEHUS, KaKbBTO € CbI03bT Ha FOKHOCIABSIHCKUTE XYIOXKHULHU
Jlama®, cemectsyBan mesxay 1904-1913 r.° | maxap u B reorpadckute pamku Ha bankanute; 2. Hanarane
KaTo HOpMa Ha ISUIOCTEH rpadpuyeH Au3aifH BbB BU3YATHUS OOJIMK Ha Xy0’KECTBEHUTE U3JI0KOU HA TO3U
cbt03; 3. CpU3MepBaHe Ha XYJOKECTBEHATa NPOAYKLUHUs HAa MHULMHpPAHUTE OT Chro3a MEKIyHAPOIHU
u3nox0eHn Gopymu, T.e. Ha TSIX M 4Ype3 TAX TeUe yCUJICHA Pelenius Ha MPOIMyCHATOTO, HEYCBOCHOTO,
Heopa3BUTOTO B mocokall ot 3aman na U3ToK.

Tyk HsAMaM BB3MOXHOCT KOHKPETHO Ja INpOCielns NPUCBCTBHETO Ha Xapanamnu TadeB B
opranuzanuonHus xuBoT Ha Cwroza ,Jlama®, Ho ome ot 1904 r. Toi e u30paH 3a cekperap Ha
LIEHTpaJHaTa CEeKUHUs Ha TO3U ChIO3 U MMa Bb3MOXKHOCT J1a IbTYBA JI0 FOXKHOCJIABIHCKUTE CTOJIMIM, J1a
YKpenBa 3apoJINTE CE TOIUIM BPB3KH, J1a KOPECIOHAMUPA ChC CEKPETapUTE M HA IPYIMTE CEKLMH -
cpBOCKa, XbpBATCKa M CIOBEHCKA. [0 HEro ca 3amaseHu nucMa oT Mapko Mypar, Jlxopmke Mopanosuy,
Pucra Bykanosuu, MBan Mewmposuu, Emanyen Bunosnu, Hanexna IlerpoBuu - ome Ha Bpemero cu
roJeMd UMEHa, a MO-KbCHO NMPOYYTH XYIOKHUIM HAa CBOMTE HAllMOHAJIHM LIKOJU. B Oopmukanusra
MEXy IpyIHUTe U JpYKEeCTBaTa, KOUTO KeNasT Ja Bis3aT Uiy 1a Biuaaear Coro3a ,Jlaga“, B ciokHara
€BOJIIOLINS, KOsATO caMusiT ChlO3 M3KMBSIBA caMO 3a 8 TOAMHM, MEXAY KOHCEPBAaTUBHOCT U MOJIEPHOCT,
OBArapCKUAT CeKpeTap MpOsIBsIBA TUIMIOMATHYEH YCET U OIUT, CUIIHO YKeJIaHUe 3a KOHCOJIUAALus, KaKTO
U JIOSUTHOCT KbM IbpBOHAuUalHaTa Kay3a Ha ,Jlajga“, BBIPEKM ONACHOCTUTE OT JOMMHHUpAHE WM
cernapaTHU3bM, IpeUIaraHu OT pa3jIMyHU HAallMOHAJIHU JIpYXKEeCTBa BbTpe U BbH oT Chio3a. A 3a1 Kay3ara
3a KyATYpHO 0O€IMHEHUE BCHIIHOCT C€ MOMYJIsIpU3upa ChbBPEMEHHATA TOoraBa uies 3a cONMkaBaHe Ha

HOBOCBH3AaICHUTEC FHOKHOCIABAHCKHA HAIUH, MaKap JABC OT TAX Ja €Ca B IPCACIUTC HA ABCTpO'YHFapI/I}I.

" C. Bynewesuh. Jpazcymun Unxuocmpu Mederax. ITuonup jyzocnosenckoz ousajua. beorpan, Mysej npuMemeHe yMETHOCTH,
1998.

8 S. Domac Ceraj. Tomislav Krizman. Retrospektivna izlozba 23.03.1995-07.05.1995. Umjetnicki pavilionu Zagrebu, Zagreb,
1995.

° M. Georgieva. South Slav Dialogues in Modernism. Bulgarian Art and Art of Serbia, Croatia and Slovenia 1904-1912. Sofia,
Institute of Art Studies, 2008, pp. 51-94.
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Omte nipe3 XIX B. aBmkenuero ,,umnpu3sM*’ Gpopmupa mpencraBara 3a 06NN UM €THHYECKH KOPEH.
Ta3u mpuBiekarenHa 3a BpEeMETO CH OOCIMHUTENHA M peaKkTyalu3MpaHa HJIIEOJIOTHS, KOATO 4YeCTO
IpelinTa MOJIUTUKaTa W KYJITypara, B HOBMS KOHTEKCT € HM3MbUBaHa B pealu3alusITa CHU OT
HEMPEOJOTMMH MOJUTUYECKH MPEMATCTBHUS - HAmp. KaTo BBIpoca 3a Objaeniata MpUHAIICKHOCT Ha
criopHaTa MakenoHUSI U NPEeTEHIMUTE KbM Hesl Ha HSIKOM OankaHCkH cTpaHu. Ho Ta3u mpaes ycmssa B
KpaTbKk mniepuon na mnpeBbpHe Cwro3a ,Jlaga“ W HeroButre 4YETHPU peANM3UPAHU U3JIOXKOM B
I0)KHOCIIaBSIHCKUTE cTonuly - benrpan (1904, 1912), Codus (1906) u 3arped (1908) B enun tpuymd Ha
JKeJlaHaTa KyJITypHa MHTErpalys, OChIIECTBABAUKY I'bPBUS HAJIHALMOHAJIEH U NIEPUOJUYHO IIPOBEXKIAH
XYJ0’KECTBEH CaJloH Ha bankaHuTe 1no noxodue Ha roJeMHUTe MEeXAYHAPOIHU U3JI0KOU HA pyKecTBaTa
Ceyecuon BbB Buena u MrwonxeH. Ha cBouTe KOHrpecH M Cpelld Ch3AATEIUTE U OPraHU3aTOPUTE Ha
»Jlama‘, Ha KOUTO BUHAru PUCHCTBA KATO JejeraTt u Xapaiamnu Tades, medradr gopu 3a [lapux, IIpara
u Mockaa.

Camo BOMHHUTE UM MOIPEUBAT J1a U3HECAT FKHOCIABSIHCKOTO U3KYCTBO Ha MEX1YHApO/IHA CLIEHA
B TOJIEMUTE M YTBBPACHUTE LIEHTPOBE Ha HU3KYCTBOTO. HO ako roKHOCIaBSHCKaTa MJIEOJIOTHS Cpell
OaJKaHCKUTE WHTEJIEKTYa Il B PAHHUTE TOAWHU Ha XX BEK CE CUMTA 32 ChBPEMEHHA U C€ IIprUeMa JI0pu
3a eBpoIeiicKa, IOHEKE CE OCHOBAaBa HA XyMaHHH LIEHHOCTHU KaTO KyJATypHaTa B3aMMHOCT, OTIO3HABAHETO,
TOJIEPAHTHOCTTA, TO Bb3HUKBA OCTPO BBIIPOCHT 32 XapaKTEPA HA F0)KHOCIABIHCKOTO U3KYCTBO. Moke 11
Jla ce TOBOPU M3001110 3a HSIKaKBa HEroBa MIEHTUYHOCT Ha €THUYECKAa OCHOBA WJIM BCSAKA XYyJJ0KECTBEHA
IIKOJIa HOCH CBOM CHEIU(PUYHU HAIIMOHAIHU YEPTH, B KOUTO OU TPsIOBAJIO Ja Ce ChIAbPKa CIABSIHCKUST
nyx? CamMo KapTHHU C JIOKaJIEH HCTOPUKO-MUTHYEH U OUTOB CIOXKET JIM UMAT MSCTO B T€3H M3J10k01? Kak
na Obie 06JeueHa HOBOKOHCTpYHpaHaTa F0yKHOCTaBsIHCKa MJles B IPUIIOXKHATA rpaduka, KosTo 00cayxkBa
U3JI0KOUTE Ype3 MOKaHW, IJIaKaTH, KaTano3u, alOyMH 3a crlioMeH M mp.? bearapckuar Obiarorpae,
a/JIeKBaTeH U MOJIEPEH OTTOBOP Ha TE3M BBIPOCH CE€ BUXkAA OTUETIMBO B TBOPUECTBOTO Hail-Beue Ha
Xapanmamnu TaueB. Toll € XyHOKXHUKBT, KOWTO IIEJICHACOYEHO MPOYy4YBa W U3MON3Ba  (POJIKIOpa,
IIPOM3BEICHUATA Ha XYAOXECTBEHUTE 3aHASATH, CPEIHOBEKOBHUTE PBKOIMCU M ApXUTEKTypa, T.C.
U3BIMYa 00pas3ly OT MHUHAJIOTO, CHhTBOPSABAWKM T'M B MOJAEpHa BU3yalnHa KoHpurypamus. Ho kax
KOHKpPETHO C€ MOCTHTa TOBAa M KaKBU ca TpaHcopmanuuTe Ha XyJaoKecTBeHUs e3uk? To3u BBIpOC,
0COOEHO OCTPO BBJIHYBaJ TOraBallHaTa KPUTHKA, € 3aJI0’KEH B XYJA0KECTBEHUTE ThPCEHUS Ha IEKOpaTopa

Taues. U TYK IIC MMPOCICANM BU3YAIIHUTC MY PCHICHUA B HAKOU XapPaKTCPHU HECT'OBU TBOp6I/I, CBBpP3aHU C

10 Bx. no-noapo6uo: Em. Jlazaposa. Cragsanckomo Osudcenue 6 bvneapus. Codus, Usparencrso Ienuxaun-Anda, 1997, 88-
89.
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TeMara 3a CIaBSHCTBOTO KaTo OparcTBo. Bemnara TpsiOBa ma qo0aBuM, 4e Te€ ca Pas3MoJIOKEHH B Haii-
pa3zHoo0pa3HU BUJIOBE U KaHPOBE HAa U3KYCTBOTO, IPU TOBA B JOCTaThueH 00eM, 3a JAa ObaaT 0OeKT Ha
000CO0CHO pa3riiexkaane, HEABYCMHUCICHO OKa3Ballo XYyJOKHHKA KAaTO TOpENl MPUBBPKEHUK Ha
KYJITypHOTO CIANHCTBO Mexcuy HOKHUTC CJIaBsSIHU. XapanaMm/I Taqu ce Hapexcz[a 0 TO3U THIT
I0)KHOCJIABSIHCKU TBOPIIH, KOMUTO CMATAT, Y€ IBTAT KbM 3allaJIHUTE XYJI0KECTBEHH IICHTPOBE € CBBP3aH C
OIO3HABAHETO HA CBHCEIUTE, C KYJITYPHUTE B3aUMOJICHCTBUs B OAJKAaHCKHS PETHOH KaTro €JHa IIbpBa

peaiHa CThIIKA.

BANRAHGKA DEAEPALMA,

Inaxam bankancka edepayus. Cpvocko-ovieapcka cmyoenmcexa cpewa 6 benepao, 1904 .
Balkan Federation Poster. Serbian-Bulgarian Students’ Meeting in Belgrade, 1904

B mmakar or 1904 r. ¢ moroTo ,,banmkaHcka ¢enepanusa‘, pucyBaH OT XYAOXKHHUKA IO TTOBOJ
OBITapo-cphOCKaTa CTYNEHTCKA CpEIla, ¢ KOSTO 3amo4yBaT IbPBUTE KOHTAKTH B benrpax, Xapamammu
TayeB mpeArnoYnTa KaTerOpUYHO KOMYHMKATHBHOCTTA Ha cTwia art nouveau (Hapuvan B bbiarapus
secession). To3u CTHI HOCH MOJIEPHHUS €3MK Ha BPEMETO, JOCTAThYHO SICEH BeYe Ha BCHYKH XYI0KHHII.
Pagukannara ujes Ha CTyACHTUTE 3a OajkaHCcKaTa (eepanys ce CHMBOJIM3MpaA OT KJIaCHUecKusi o0pa3 Ha
’KEHa C )Ke3bJI ¥ IIUT, C JaBPOB BEHEI] Ha TiaBaTa. CHMBOJIMKATa HA TMPOTETHATUTE PBIIE, N3pa3sBaIld
€IMHCTBOTO, IIIe O'bJIe N3ITOJI3BaHA U B IPYTH MMPOU3BEICHHS Ha I0KHOCIIABIHCKA TeMaTHKA. XYI0KHUKBT

JKHUBO C€ MHTCPCCYBA OT aKTYaJIHOCTTA HA Ta3u UICA, HpHI[aBaﬁKH H noaxondia pOMaHTUYHOCT. MHoro
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HEIHM BU3YaJTHU 3aIIOMHSIIIN C€ UIMOMH ca HETOBH TBOpeHUs. B ch3maneHust umeHHo ot TadeB repod Ha
Cwroza ,Jlaga™ ca BIUIETEHH IbpKaBHUTE repOOBE HA YETHUPUTE FOKHOCIABSIHCKH CTPaHU, OTHOBO B
CTWJINCTHKATA Ha cellecuoHa. Buwkaame To3u repd Ha Kopuiarta Ha OQOpPMEHHS OT HEro Karajor 3a

BropaTa 1o:xHOCIaBsHCKa n3noxk6a B Codus (ot 1906).1

I KHSARRHERA
SERSHA
NOAREA

COAHR- 1406, Vutet

Kopuya na kamanoea na Bmopama wacnocaasancka uznosicoa 6 Coghus ¢ eepd na Coirosa ,,Jlaoa ™, 1906 e.
Catalogue cover of the Second South Slavic Exhibition in Sofia with the coat-of-arms of the Lada Union, 1906

TaM Xym0)KHUKBT M3MOJI3Ba KUPUICKA OYKBU B HAJIKCa - KaKbB MO-SICEH 3HAK 3a CIaBSHCKaTa
MPUHAIIICKHOCT HA U3JIOKUTEIIUTE ¥ TOYUT KbM OOIIOTO HCTOPHUECKO MUHAJIO, U3PA3eHO upe3 rpademu,
C BHYIIEHHE U 3a crienudukara Ha camaTa u3noxo0a? [lo-kbcHo Xapanamnu Taues 1ie yChbBBPIICHCTBA B
HPUJIOKHOTO CH TBOPYECTBO TO3H IPBHB CBOW OIHT 3a ChYETaBaHETO Ha CEI[ECHOHHA pHCyHKa (B repba) ¢

KUPWICKH pucyBanu mpudroe (B 3arnaBusra, B HaIHCUTE).

Y Cwios na 1ocno-crassanckume xyooxcnuyu "Jlaoa", Cogus, Benzpao, 3azpeb, Jhobnana. Il usnoocba, Codus, aBrycr-
cenremBpu 1906 (Karaior).
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Ilpoexm 3a exciubpuc, cevp3an ¢ udeama 3a 0ow KopeH Ha ciagsiHcmeomo, 1904 .

Ex libris design related to the idea for the common roots of the Slavic nations, 1904
OO6pa3bT HA OPAaTCTBOTO BUHATH € OCHOBOIIOJIAralll B HEroBara MnpujokHa rpadguka Ha ClIaBsHCKA
Temarrka. CraBsHCKaTa TeMa 3aelia ChIIECTBEH ST B TBOPUYECTBOTO MY T'O BI/bXHOBSIBA 32 HEOOMUYATHN
TBOPOU - HaIp. MPOEKTHT 3a eKcAuopuc ot 1904 r., KbaeTo eHa pbKa AbPKU B OYKET JIMIIOBU KIOHYETA,
CTpaHHaTa Xepanandyecka padoTta ,,Crasua™, cbIIO MpeACTaBIsABaIla KJIOHUYE OT JIMIA, B YUHUTO JIHCTA ca
BILJIETEHH OTHOBO repOOBETe Ha BCUYKHU CIABSHCKH Halluu. Pa3mucTBamiuTe ce NMCTEHIA HA JIMIATa ce
MPEBPBIIAT B CHMBOJI Ha OOCTMHEHUETO MEXY CiIaBIHUTE. T03U ¢uiopanieH MOTHUB, KOWTO MHOTO IIO-
PaHO M3I0JI3Ba B TBOPUECTBOTO cH 4exbT Anponc Myxal? 1o6pe ce chyeraBa chC CTHI KAaTO CEIECHOHA,
obuyamy nuBersata u npuponHute ¢opmu. IIpu TaueB obade CTHIBT € CHUITHO HATOBApeH C E€THO-
HAI[MOHATHU KOHOTarmu. JloOpe 3amo3HaT W Biajeel] YHUBEPCATHUTE XYI0KECTBEHHM CpElICTBa Ha

CECIIECHUOHA, TOH e ¢ CTpEMHU I10 pa3IMdYHU HAYMHU Oa T' y1'IOTp€65[Ba. 3a Hac KaTo n3CJaea0BaTCIu TOYHO

12 Bsk. R. Ormiston. Alphonse Mucha. Masterworks. London, Flame Tree Publishing, 2013.
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TOBA yCUJIUE KbM CUMOM03a € 0COOEHO HHTEPECHO - TO pak/Ja U T.Hap. ,,0bJIFapCKU CTUI™ - €THOBPEMEHHO

Hall OTKJIMK Ha YHUBEpPCaJIHHUA CTUJI, HO U HETOBO HOBO, MECTHO J'II/IHC]'S.

Cruyu Ha opHamenmu 8 ,, 6vaeapcku cmun '’
Draft ornaments “Bulgarian style”

BebmiHoCT BapuaTHBHOCTTa Ha YHHBEPCAIHHUS CELECHOH € HeroBa W3HayallHa 4epTra - TOH
TIpHUTEXkaBa CBOMCTBOTO Ja ObIe MHPUCIOCOOMM KbM PETMOHANHMTE H3HCKBAHHA ', 1a TpHaaze
CaMOJIMYHOCT HAa MJIQJWTE HALMH, BKJ. M FOKHOCIABSIHCKUTE, KaToO Taka T'M MHTErpHpa B TOJISIMOTO

€BpOIEHCKO CEMENCTBO.

13 Byx. B. Bacunmuuza. I[TpUsIo’HOTO M3KYCTBO - MEXJLy "ObIArapckus cTu", celiecioHa U "poHoTo" (0T HauanoTo Ha XX Bek
- 1o kpast Ha 50-te rogunn). B: Y. Tlonos, T.Aumurposa (pex.), M3 ucmopusima na 6va2apckomo uzo0pasumento usKycmeo.
Coous, UuactutyT 110 m3kycrBo3Hanue - BAH, 1993, 1. 3, 91-96.

14 Bsk. JI. B. Capa0OpanoB. CTUIb MOIEPH: HCTOKH, HCTOPHS, IIpodieMsl. Mocksa, 1989, c. 262
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IIpoexm c yeems — npumep 3a cumobuo3a medxcoy ,, Ovaeapckus cmui’* u ,, ceyecuona
Project with flowers: an example of symbiosis between Bulgarian style and Secession

ITpe3 1910 r. Xapamamnu TadeB mpoeKTHpa TUTAKATH, MEHIOTA, KOPHUITU 33 aIOYMHU C H3TJIEAHN OT
CTOJIMIIATA, 3HAYKH 3a JeNeraTuTe, ThP>KECTBEHU apKu, MUJIOHU U JIp., CBBP3aHH C yKpacata Ha Bropus
CIIaBSIHCKH Ch0Op, cbeTos1 ce B Codusi. He BCHYKO OT MPOEKTUPAHOTO € OUIIO OCHIIECTBEHO - BEPOSATHO
€ MMaJI0 U BBTpEIIeH H300p MEXIy NEeKOpaTOpUTe HM, Taka 4e 3aJayuTe Ja ca OWIM paBHOMEPHO
pasnpenenenu. Ho Tades e mpeacraBuTen Ha A-BO ,,CbBPEMEHHO H3KYCTBO B OPTraHU3aIIMOHHUS KOMUTET
Ha Cp0Oopa ¥ 0ueBHUIHO € OWJI HAaTOBapeH C riiaBHaTa oQpOpPMHUTENCKa JEWHOCT Ha MOBEYETO MEYaTHU
MaTepuan, npuapyxasamu akinuute Ha CbOopa. B cOopHHMKa OT MaTepuanu, KOMUTO JOKyMEHTHpPa
Cp0opa BmXIamMe oTHevaTaHu pucyBaH aduin ¢ Owarapcka censHka oT AndoHc Myxa m MeHIO 3a

THPIKECTBEHATA MPOINAIHA Beuepsl Ha aeneraTute oT Xapanamnu TadeB. Mentoto Ha TaueB Hocu repOa
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Ha Cous, 0OKpHKeH ¢ KIOHYeTa OT JumosH aucta.’® J[BaMa clIaBsSHCKM XyTOKHHIU I€KOPATOPH eIHH
JI0 IpYT, B aBTOPUTETEH COOPHUK C MEXTYHAPOIHO pa3NpOCTpaHEHHE - TOBA, €/1Ba JIU € OUJIO0 CIIy4aiHo.
CpaBHEHHETO € arecTar 3a MIIAAUA OBITapCKH XYJOXKHHK, KOWTO ChC CHUTYPHOCT € IO3HaBall J00pe
TBOPYECTBOTO HA MOYCTHUS WieH Ha Bropara roxHocnaBsHcka uzinoxoa (1906) Andonc Myxa u ce €
y4ua OT Hero (ako chbauM OT paboTara My IO JeKOpaluusTa Ha OBJIrapcKus IaBHJIMOH Ha
MEKIYHAPOAHUTE U3jokeHus B JIuex - 1905 u Munano - 1906).

IIpe3 cpmara 1910 r. Xapanamnu TaueB pucyBa U OCHIIECTBSBA B II€UYaTEH BUJ IIPOEKTA CH 3a
MOIIEHCKAa KapTU4Ka Ha Tema ,,llemoKymHOTO ClIaBSHCTBO®, M3[aJeHa MO MOBOA Ha cbOopa. B Hes
BIDKJaMe, OOpaMueHU B IUIETEHUIU OT OPHAMEHTH, BIBXHOBEHH OT CPEIHOBEKOBHU OBJITapcKu
PBKOITUCH, JIMKOBETE Ha I0XKHOCIABSHCKUTE Bhaaerenu (cpbOckusaT kpan Ilersp | Kapamkopmkesuy,
Owsrapckusr nap Oepaunan, uepHoropckusT kua3 Hukona |) u Ha pyckus umnepatop Huxkomait 1l kato

TEXCH IMOKPOBUTCII.

Towencka kapmuuka ,, [{enokynnomo ciassancmeo *, omneuamana no nogod CiasaHckus cboop

6 Cogus, 1910 2.
The Unity of All Slavic Nations - postcard released on the occasion of the Slavic Festival in Sofia, 1910

15 Bropu noaroteurenen cnassucku cb6op B Codust. M3nasa CnaBsHCKOTO G1aroTBOPUTENHO ApY)ecTBO B bbarapus. Codus,
1911.
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Moske nma ce Kaxe, 4e TOBa € 3JIaTHOTO BpeMe Ha ,,0bJTapCKusi CTHI, KOUTO BCE IMOBEYE CE
BIVISXKA B IpeJaKkaJIEeMUYHUTE XY0KECTBEH! CUCTEMU Ha OOraTHs I0KHOCIABIHCKU (DOJKIOP, 3aHASITH
U XPUCTUSHCKO HM3KyCcTBO. KakTo mumne u3BecTHara mcropudka Mapuss TomopoBa 3a 0amkaHCKOTO
KYJITYPHO HaCJleJICTBO — ,,TO TBBP/IO 3aJsiTa B JUCKypca Ha OAIKaHCKUS HAIIMOHAIM3bM KaTO €/IUH OT Hak-
Ba)KHMTE My CTBIOOBE, 3aI[OTO JETMTHMHpa MMEHHO abpxkaBaTa“®. OTTyk HaTaThk celnecHOHBT B
bearapus me yrBbpxkAaBa ObiIrapckara Ibp:KaBHOCT Ype3 HOBOIPOU3BEIACHHU BU3yalHU Koaose. Ho He
HaBCAKBAC, 4 B 3aBUCUMOCT OT INOJIMTHKO-UACOJIOTHYCCKUTEC aKICHTU. B IMPOTUBOBCC HAa IMOUICHCKATa
KapTUYKa C I0)KHOCIABSIHCKUTE BIAJIETEIIN M PYCKHSI UMIIEPATOP, 33 CHIIOTO CHOUTHE - TIPOBEXKIAHETO HA

CnaBstHCKHS ¢BOOD - € u3nazaeHa ,,CiaBsHCKa anTomorus“t’ ¢ MOe3usl, YUATO KOpHUIla, OTHOBO

Kopuya na ,, Cnasancka anmonozus “, coc cocmasumen Cm. Yununeupos, 1910 2.
Cover of “Slavic Anthology ” compiled by St. Chilinguirov, 1910

ot TaueB, € HambJIHO cerecMOoHHA. SICHO €, Y€ XYAOKHUKBT peayBa JBETE JIMIA HAa CEIeCHOHA -
YHUBEPCATHOTO U HAITMOHAIHOTO, @ Y€CTO JIOPH TH ¥ BILUIUTA B €JUHEH 00pa3, Makap 4e B IbPBUTE TOJIMHA

Ha FOKHOCJIaBAHCKOTO KYJITYPHO O6CI[I/IHCHI/IC OMPCACIICHO 3allo4Ba C MPUJIAraHeTO Ha YHHUBCpCaJIHATa

16 M. Tonoposa. Banxanu-Banxanuzvm. Codus, Yausepcurercko usaatenctso "Kmument Oxpuncku', 2004, c. 299.
Y Crasancra anmonozus. Cwer. Cr. Unnmarupos. Codus, 1910.
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Bepcus. Hanmonanuzanusara Ha TO3U CTUJ 0Oaue € Hem30e)kHAa BbB BCUUKHU Nepuepuu, BbB BCHUKH
MJIaJAu U MaJIKu Haiuu B EBpona ot HayanoTo Ha XX Bek.

Xapanammnu Tades e cpe HAU-IUIOAOBUTUTE U Pa3HOCTPAHHU XYyI0KHUIY Ha I0’)KHOCIIABSIHCKUTE
U3II0KOU - TIPEJICTaBs C€ C MPOSKTH 3a MPO30PIIH, KOPHUIM HA KHUTH U JIEKOPATUBHHU Ier3axu. Upes Tsax
TOM CH M3BOIOBA UME€ Ha JIEKOPATOP M JKMUBOIIUCEL C pa3lo3HaBaeM CTU. J[eKopaTWBEH THUI >KMBOIIKC,
MHOTO paHeH 3a OBJrapckute ycioBus, € ,,Cmapusm osopey ¢ Jlroonsna* (1906 r.), mokasaH chinaTa

roJHa Ha U3NI0k0aTa Ha chio3a ,,Jlaga™ B Codusi.

/2

7

Cmapuam osopey 6 Jlrobaana, 1906 2.
Ljubljana, The Old Palace, 1906

Ot0ens3BaM o CHELHUANHO, 3all[0TO € eUH OT IIbPBUTE JAEKOPATUBHU IeH3aXH B OBIArapcKOTO
U3KYCTBO JI0 TO3W MOMEHT, €IMH OT IbPBUTE KAaTETOPHUYHHU MPUMEpPHU 3a JIByHM3MEpHa IMepLenius Ha
NeHCTBUTENHOCTTA, IPEHECEHA BbPXY JMcTa. B To3M acnekt paborata € MaHu(ecTHa 3a OBJIrapCKOTO
HU3KYCTBO. Ocsen CTapUHHHA MOTHUB, BABXHOBHIJI 6T)J'I1"apCKI/I$[ XYOOXXKHHUK OT €aHa KOMaHIWPOBKa, KOATO
MuHaBa 1pe3 Jlro0sHa, paboTara € cuMOTOMaTUYHA 32 HOBaTa HACOKA, 110 KOSITO TPBIBa M KUBOITUCTA B
Bbearapus, oTkaspaiia ce OT MPUOPUTETHUTE JOTOraBa HIIIO3MOHHO-aKaJEMHUYEH pealn3bM U OuUTOBa
Temartuka. I1o II0BO/J] Ha HO}IO6HI/I TBOp6I/I KpUTHKAaTa U y HaC, U B FO’)KHOCJIIaBAHCKUTEC CTpPaHH, 3all0o4yBa J1a
IMCKyTHpa mpobiema 3a ,,JeKOPaTHBHOCTTA KaTO METOM, CTWJI M JKaHp, T.€. Ja Ce 3aMHCII BbPXY IO-
CJIO’)KHHU U aKTyaJHH TE€OPETUYHU MPOOJIEMH Ha XyI0KeCTBeHaTa (hopMa U Jla MpUII03HaBa MOJIEpHU3MA

HMCHHO C HMMIIPECHOHMU3MA U CCUCCHUOHA. HJ'IOI[OTBOpHI/IHT KOHTAKT C IOXXHHUTC CJIaBAHHU OT ABCTpO-
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VYHrapus - XbpBaTu U CJIOBEHIIU - YCKOPsSIBA MOJEPHU3ALMITA HA OBJIrapcko M3KYCTBO, HACOUBAWKH IO
KbM CTOMHOCTHUTE €BPOMNEHCKU MOEIH, KOUTO Mpe/jiara MHOrOHAIMOHATHOTO U3KYCTBO Ha UMIIEPUSTA.

PomMaHTHUHUAT nepro Ha F0KHOCIABIHCKUTE KyJITYPHU KOHTaKTH, Ha B3aUMHU XYJ10’KECTBEHU
BB3JICHCTBUS M CTPEMEXK KbM €BpOIIEHCKAa MOJEPHOCT, NMpUKIOYBa ¢ Kpax. IlommTukara 3amymiaBa
HEYMOJIMMO MUPQXUTE HA KYJITYPHOTO €IUHEHHE 3a ABJTH rOJWHU Hampen - npe3 1913 r. 6barapckara
ceknua Hamycka Cwhro3a ,,Jlaga®™ B 3HaK Ha MPOTECT Cpelly 3arnoyHajiatTa MexyChlO3HMYECKa BOMHA.
Xapanamnu TadeB € MCKpEH IPUBBPKEHUK HA CIABSHCKAaTa HJes U I0-HATaTbK TOM IPOABbILKABA
JIEHOCTTAa CH Beue 3a ciaBsHCKHTE apyxkectBa B Codus, 3a IpykecTBaTa Ha OslaTa eMUTparvs,
ocTaBailKi BEpeH Ha HJeATa 32 B3aUMOIIOMOII MEXAY BCHYKH CIaBSHCKU CTPaHU M 3a PABHOIPABHO
KYITYypHO 0OlIyBaHe MEXIy TaX. EnHa uwpaes, KOsITO JHEC MOJUTHYECKaTa PEalHOCT OIpOBeprana
HENPEKbCHATO, HO TOOpPOHAMEPEHHUTE U KYJATYpPHU IMPOCKINH OT 30parta Ha “belle époque” onpeneneHo ce

HYXIaAT OT BHUMAaHUC U OT IIOYKa. OHIC IIOBCYC KOIraToO CTaBa AyMa 3a pCTUOH KaTo bankanwure...
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Yordanka BIBINA!

Public Art in Turkey: Between Politics and Aesthetics

Abstract

What we may call “public art” in Turkey starts with the establishment of the Turkish Republic itself.
Mostly, it is associated with monuments and sculptures in public spaces in the modernising urban environment
within the newly founded secular state that brought changes not only to the way of life and its dynamics, but
also to the entire system of values and the aesthetics of space. The most popular public space, the square, altered
completely its function and vision: from being entirely the domain of men enclosed between the mosque, the
bazaar, and the coffee-house, to becoming the vital point of the new Europeanised Turkish cities highlighting
thus the national identity and memory, and the new political order. This brief survey focuses on the different
approaches to public spaces in Turkey and to public works of art, which are more than just ideological
instruments of power. The study of this situation in a society that is concerned with its own identity appears as
one of the most important issues of contemporary public art in Turkey. On the other hand, public art raises
awareness about the value of art in public dialogue, and helps bring forward new interpretations and artistic
quests.

Keywords: public art; Turkish sculpture; Kemalism; secularism; Turkish cultural identity

Iy0anunoTo M3KycTBO B Typuusi: Me:K1y NOJIUTHKATA U €CTETUKATA
Pe3ome

OHOBa, KOETO MOXKEM J1a HapedeM ,,ITyONIMIHO M3KycTBO* B TypIius, 3alouBa ChC CH3IaBaHETO Ha
camara Typcka Peny6nuka. To ce cBbp3Ba NIPeIUMHO € TAMETHULM U CKYJIIITYPH B IyOJIMYHOTO MPOCTPAHCTBO
B MOJIEpHU3UpAIIATa Ce IPaJICKa Cpesla Ha HOBaTa CBETCKA AbPXKaBa, KOATO IPOMEHS HE CaMO HAUMHA Ha )KUBOT
W Herosara JAWHAMHKa, HO U CHCTEMaTa OT LEHHOCTH M €CTeTHKaTa Ha MPOCTPaHCTBOTO. Hal-momynspHure
myOJIMYHU MTPOCTPAHCTBA — IUIOMIAIUTE, CE€ MPOMEHST HATBJIHO KaTo ()YHKLUS U BU3USA OT HMPEAUMHO MBXKKO
MACTO, CbCPEAOTOUCHO MCKAY KaMUATa, YapuivuAaTa U Ka(beHeTO, BbB BUTAJIHA TOYKAa Ha HOBUA MOIACPCH
eBpOHeﬁKH rpaa, KOATO IMOoJYEpTaBa HallMOHA/IHATA MACHTHUYHOCT W MaMET W HOBUA MOJIUTHUYCCKU PCI. B
LEHTHPA HAa KPATKOTO U3CJIEBAHE Ca Pa3JINYHUTE ITOAXOAM KbM IyOIMYHHUTE IpocTpaHcTBa B Typuus, craHaim
MpeaMeT Ha Cepruo3eH OOIIECTBEH Ae0ar, B KOHTEKCTa Ha M3KYCTBOTO, HO M Ha OOLIECTBEHUTE LIEHHOCTH,
HaMepWIU OTpAXKEHUE B XapaKTepa Ha caMOTO IyOJIMYHO IPOCTPAHCTBO, 33 KOETO Ce IpeAloara, 4e € Hello
MoBeYe OT WICOJIOTMYECKHM MHCTPYMEHT Ha BJIAcTTa. M3cienBaHeTO Ha Ta3W CUTyauusi B €IHO OOIIECTBO,
3arpMKEHO 3a COOCTBEHATa CH MIACHTUYHOCT, € Cpell Hal-BaKHUTE BBIIPOCH, CBBP3aHU ChC ChBPEMEHHUS
OOIIIECTBEH KHUBOT M KOpPENaIHiITa My ChC ChBPEMEHHOTO M3KycTBO B Typuus. Ot apyra crpaHa, myOIUIHOTO
HU3KYCTBO Ch3JlaBa MO-TrojisiMa YyBCTBHUTCIIHOCT CIIPSIMO IEHHOCTTAa Ha U3KYCTBOTO B OGIHGCTBCHI/IS[ Juajior u
chJeicTBa 32 0POPMAHETO HA HOBUTE BU3UH U XYyJI0KECTBEHH THPCEHHUSI.

KarouoBn aymu: myOnMYHO HM3KYCTBO, TypcKa CKYNINTypa, KEMalW3bM; CEKyJIapH3bM; Typcka KyJITypHa
NIACHTUYHOCT

! Assoc. Prof. Yordanka BIBINA, PhD, graduated in Turkish Philology from Sofia University “St. Kliment Ohridski”.
She began her career as a journalist at the Bulgarian News Agency (BTA), but since 1984 has been working at the Institute
for Balkan Studies with the Bulgarian Academy of Sciences. She is Head of the Cultural History of Balkan Nations
Department. Her PhD thesis was on the cultural policy of post-war Turkey, 1945-1960. Her scientific interests are in the
field of Turkish literature, culture, and art, and cultural interrelations in the Balkans, and Balkan identities. Y. Bibina wrote
the first History of Turkish Literature in Bulgarian. She has taught History of Turkish Literature, Contemporary Turkish
Art, and Theory of Translation at New Bulgarian University, Sofia, South-West University “Neofit Rilski” in Blagoevgrad,
and “Konstantin Preslavsky” University of Shumen. Y. Bibina has translated several novels and two poetry collections
from Turkish into Bulgarian. E-mail: yorybibina@gmail.com
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Art designed for public spaces determine their functional, emotional and meaningful character;
it informs residents and visitors on their mutual interdependence in the expression of collective
identity. The expression of this identity is an emanation of what is unique to the community,
transforming everyday life, pride and values into the outspoken the community’s aspirations for the
future.

Public art stimulates cultural life in the city and the place. This, regardless of whom was
initiated by — the authorities of the city or by private entrepreneurs, supports the development of the
city and cultural tourism, re-vitalizaion of residential areas, international prestige and recognition of
the city, the quality of community life.

What we may call “public art” starts actually with the establishment of Turkish Republic itself.
The new concept of art replaced the old Ottoman model, introducing West European understanding of
art. Rapid modernisation in all spheres of life advanced towards bringing deep social change, not just
supervising societal shifts as it was in period of Tanzimat reforms. Cityscape has to change its Oriental
look and to develop in line with European city model. Changes in life changed the perception of
previous city centres with the mosques and surrounding. Art institutions, such as institutions of
democracy have to be modernized and to attain universal values. Art entered the new spaces of
modernized city. This newly born public art associated mostly with monuments and sculptures in
public space in a new modernizing city and society, in a new secular state that changed not only the
way of living and its dynamics but the system of values and aesthetics.

Turkish Sculpture itself find difficult ways for became a rightful art as religious limitations
restricted the development of it through centuries. Except for plastic solutions mostly abstract in
character in buildings and gravestones, later floral with influence of Baroque elements in fountains,
architecture of palaces and villas, there were no other forms of that art. No animal or human figures
allowed to be portrayed either in painting or stonework as Islam rejected them as idolatry.

Though there was interest among Ottoman elite toward European sculpture, practically there
was no sculpture tradition in Ottoman times. To place a sculpture in a visible place of the city was not
acceptable by Muslim population. Sultan Abdul-Aziz’s natural-sized horse statue built in 1871 by
C.F.Fullerand, for fear of public reaction in the public sphere in Istanbul was not shown to the public
but placed in the garden of the palace. Just 50 years later, Atatiirk monuments, memorials, became the
image of the newly invented sculpturing tradition of the Republic. Physical reconstruction of Anatolia
after the War of Independence, public works for improving the urban structure was among the primary

programs of the new republican government.
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Planned by experienced European experts with new approach and modern understanding of the
city foreseen the public squares and parks to be important points and meeting place in the urban life.
The main feature that makes new cities look differently were the placing monuments and sculptures in
those areas. Republican architecture and monumental arts were seen and used as a tool to introduce
and impose the ruling ideology of the Republic so the art of architecture and public art in general
undertook the task of representing the state and new political regime.

Thus, the new public area was designed in order to replace the Ottoman city landscape and to
create a new space heavy with totally different symbolism. For this reason, the creation of new cities
includes a unity of government offices undertaking a new function, Community Centre buildings,
primary schools, Palaces of Justice as well as other Republican administration structures placed on the
squares of the Republic situated on the boulevards of the Republic, all this was unthinkable without
the statues of Ataturk.? Unlike the Ottoman city built up around the commercial tissue of the city the
newly established Republican urban centres, focused on the concept of nation-state, Turkishness,
modernity and secularism turning into the public sign of all these. Atatiirk statues usually placed in the
centre of the city or the public spaces like street, parks, museums, and so on, where the society comes
together and are thought as a part of this new function.

Republican administration was after another type of modernization quite different of Tanzimat
visions and designed other types of modernity and contemporary living for the society. The Anatolia,
the Anatolian culture was thought as basic unit of innovation and focuses on the Anatolian peasants,
as backbones of new national culture. Ankara was chosen as the new administrative and cultural centre
of the Republic instead of Ottoman cultural centre — Istanbul.

Turkey's “public art” first of all brings to mind Republic squares with Atatiirk monuments and
statues on them. Creation of public space projects, driven and held at the ideological request by the
government and local authorities, and usually funded with state budget resulted in monumental
sculptures on largely designed squares.

In 1926-1938 foreign sculptures invited to Turkey made a number of monuments — Heinrich
Krippel’s Atatiirk sculpture in Sarayburnu was the first (1926), followed by sculpture of Atatiirk in
Konya, Ankara (Ulus, 1927), Samsun (1931), Monument of Victory in Afyonkarahisar (1936); Italian
Pietro Canonica, Austrians Anton Hanak and Josef Thorak. Heinrich Krippel, 1883-1945, known
Austrian sculptor, was invited in 1925 by the government of Turkey with aim to make Atatiirk’s
sculptures. The Monument became a symbol of the town of Samsun, because here on May 1919 with
military outbreak Atatiirk started the Independence War. So, the Monument narrates the story of these

2Yesilkaya, N.G. Halkevleri: Ideoloji ve Mimarlik. Istanbul, fletisim Yayinevi, 1999, p. 140, 147, 187.
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heroic battles. Atatiirk invited the sculptor to his palace and posed in person for all sculptures. Krippel
prepared all drafts for the monuments in Turkey. The mold was made and later casted in Vienna

cathouse in bronze. After that the parts were brought to Turkey and assembled in the places.?

Photos of casting works in Vienna casthousel and final view of the sculpture.

The Victory Monument in Ankara on the Ulus Square created by Heinrich Krippel in1927,
depicted Atatiirk on his horse as a triumphant nation’s commander and next to the Atatiirk four stone
pedestals emphasizing the image of Mehmetcik — a Turkish soldier, protecting the country, national
hero “Kara Fatma”, known as' a woman carrying a bullet symbolizing the solidarity among the nation
during the Independence War, and the reliefs of people won the War, representing Atatiirk integrated
with people during his arrival to Ankara. This is a typical example of built-in visual symbol of Atatiirk

monuments repertoire.

3 http://mksaner.blogspot.com/2011/11/ataturk-onur-ant-tarihi.html (5.05.2017)
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Monument of Victory, Ankara, Ulus Squire?.

Anton Hanak and Josef Thorak were also from invited foreigners who put their signature on
the public art in Atatiirk’s Turkey. Because of the dead of Anton Hanak in 1934 he had to finish the
back plan of Guvenpark Monument in 1935 in Turkey?®.

Guven Park Monument

Referring to the relationship between religion and sculpture and traditional religious restrictions

on this issue, Atatiirk stressed that sculptors are the protagonist of the progress in the “enlighten and

4 Photo is taken from the web site of Goethe Institute: http://www.goethe.de/ins/tr/ank/prj/urs/geb/mon/mon/trindex.htm

(5.05.2017)
® Kivang, Osman. Cumhuriyet Dénemi Anit Heykelleri. Ankara, 2003, p. 98-102.

74



http://www.goethe.de/ins/tr/ank/prj/urs/geb/mon/mon/trindex.htm

Colloquia Comparativa Litterarum, 2017

religious nation” and that they have to promote to the world the progress of the nation through the
beautiful sculptures in every corner of the country.

Atatlirk, with his secular-religion-free image took the squares for a long time, and became a
starting point in management of the images in public art. The ideals of the Republic were “written” on
the most important places in the old capitol city but perhaps the most important representation symbol
of the victory of the Republic over the Ottoman past was Taksim Republic Monument (Pietro Canonica,
1928).

The Republic Monument (Cumhuriyet Aniti) is a notable monument located at Taksim Square
in Istanbul, Turkey, to commemorate the formation of the Turkish Republic in 1923. It was built in
two and half years with financial support from the population and officially opened by Dr. Hakk1 Sinasi
Pasha on August 8, 1928. The 11 m (36 ft) high monument portrays the founders of the Turkish
Republic, prominent are depictions of Kemal Atatiirk (who commissioned the work), his assistant

Ismet In6nii, and general Fevzi Cakmak.

Taksim Republic Monument (Pietro Canonica, 1928).

One of the main points in the ideology of new Republic was opposition to its Ottoman past. It
was even “forgotten” in the schoolbook until the mid-70° of 20" century. This opposition is quite
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visible in the Taksim Republic Monument where was represented in two different visions of the young
girls symbolizing the new place of women in the new modernizing society. They are placed on the
both sides over the figures of Turkish soldiers and as often admitted rarely noticed by the public. On
the east side is covered Ottoman girls bas relief and on the West side is the portrait of the Republican

Turkish woman with long hair.

Medallion on the East side - Republican Girl with open face...

and covered Ottoman Girl: Western Side®

We can add that by the time of monument building there still were a great number of covered
girls in the provinces of Turkey where the Kemalist reforms were more slowly implemented in the life
style but the images on two medallions were a clear expression of the direction to what Turkish society
Republic was driven.

Since 1927 due to the official state’s politics number of foreign experts were invited to work in
Turkey. They have to teach in Art Academy and Universities transferring the modern trends and way
of thinking in correspondence with modernizing efforts of the Republican elite. Among them were
architecture, artists, construction engineers and technicians, city planners etc. The renewing and
development plans for the new capitol Ankara needed specialists Turkey did not have by that time.
There were 40 architects from Germany, France, Austria, Switzerland working in Turkey between
1924-1940 that left their traces in modern Turkish architecture and arts. Since 1936 in Academy of
Arts (Giizel Sanatlar Akademisi) Leopold Levy from France headed the Painting Department and
Rudolf Belling and Bruno Taut from Germany headed the sculpture and architecture Departments.
They ensure the serious reform movement not only in Turkish art education but also in modernizing
the art currents and trends. They managed to introduce and impose as a practice the system of ateliers
as an effective part of education’.

6 Photo is taken from: http://www.kenthaber.com/Haber/Genel/Kose/yilmaz-erguvenc/taksim-cumhuriyet-aniti--
[f55¢8cd5-8058-40ff-8c87-d0f7768b6445, Kent Haner, Yilmaz Ergiiveng, Taksim Cumhuriyet Anit1 (page open on
20.02.2013).
"http://ekitap.kulturturizm.gov.tr/belge/1-24053/sanatci-yetistirme-hedefli-kurumlarda-plastik-sanatlar-.html
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German sculptor Rudolf Belling (1886 — 1972) played very important role in raising Turkish
sculpture. He immigrated in 1937 to Istanbul, Turkey where he lived and worked for thirty years. From
1937 he was professor at the Academy of Fine Arts in Istanbul, re-organizing the department of
sculpture and mediating introductions towards modern art, basing his work on traditional studies. From
1951 to 1966, he was professor at the Istanbul Technical University, at the department of architecture.

In years up to Atatiirk’s death in 1938 Turkish sculptors also advanced in making sculptures of
Ataturk. They started to express their discontent of commissioning the sculptures only to foreigners
and expressed their opinion in most critical way in Ar magazine blaming them in megalomania and
non-sensitiveness to Turkish spirit and atmosphere®. Kenan Yontunc created monuments of Ataturk in
Edirne and Chorum, and Hadi Bara — in Adana (1935)°.

The monument of Liberation (Ali Hadi Bara, 1935), Ataturk Park in Adana.’

The acquisition of liberation and independence, the establishment of the Republic and Atatiirk
was the most important symbol of those values. Atatiirk’s secular personality gained sense of radical
symbolic value in the history of the Republic. He became an ideological and political preference, the
cornerstone of futuristic “modern” discourse. Indeed, there is no other Turkish greatest as Atatiirk

depicted and sculptured from the city to the smallest village. By allowing the dissemination of his own

8 Tansug, Sezer. Cagdas Tiirk Sanat1, 5. baski, Istanbul, 1999, Remzi kitapevi, p. 204-207.
% Ibidem, p. 207.
©nttps://tarihturklerdebaslar.wordpress.com/2013/08/18/bir-kurtulus-savasi-kahramani-emine-kiz/ (last open 17.05.2017)
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image he had played a key role in the abolition of certain taboos from this point the violent actions of
his political opponents and conservative religious circles turned later against the sculptures and busts
of Atatiirk. Except when sculptured is a single figure, Atatiirk was positioned among children, youth
and women and almost in every sculpture the people was represent as a “peasant” and in this way the
image of the peasant was moved to the city which was a phenomenon in Turkish culture.

The main ideas of Atatiirk for independence, freedom of thought and modern values, as well as
the implementation of so-called Kemalist revolution in the life were the primary source in forming the
image. His being a nation’s hero, his strength and power moved to the suggestiveness of sculptures
and found opportunities to be embodied in them. Atatiirk statues combine the classical iconography of
a victorious commander with the image of a dreamer with eyes gazed in the future; a stable, confident
leader of the modernist stance stands out in front of us. “The seek Ottoman Past” opposites the image
of a healthy youth whom the future will be trusted to. Usually to the right and to the left of Atatiirk
there are young boys and girls with their torches that will take his victory, triumphs and beliefs into
the future.

After WWII, the social and economic situation in Turkey changed especially since 1950’s. With
the transition to a multiparty system in 1946, the religion-politics-individual-society relations became
the core issue in political competition, too. Many parties founded in the 1946-1950 just like Atatiirk’s
CHP placed the important stress on religion, traditions and laicism in their political programmes. Most
of new political parties treated them in conservative and traditional realm accepting an approach closed
to the ideas of political Islam®®.

After 1950’s Turkish artists exposed their understanding of art and style and produced artefacts
as they wished. This situation was reflected in the art of sculpture, the searching of forms and abstract
studies also practiced besides figurative sculpture. During that period, especially in abstract works the
search of plastic values, balance, shape and material became important. The years 1950-1960’s are the
transitional period to modern art in Turkey. The Turkish sculptors, who desire to catch the century,
turned towards abstract work of art and wanted to be independent from the government. They gained
success by trying to use different techniques with different materials. During this period, new
exhibition centres and art galleries have been opened. The artists of 1950-1960 periods represented the
country successfully, by joining exhibitions, biennales, congresses and competitions in Turkey and
abroad.

After the military coup in 1960, aiming also to restore the principles of Atatiirk considered
abandon by the DP’s 10 years of rule, the number of monuments increased. This was due to the desire

11 Bibina, Y. Cultural Politics of Post-War Turkey, 1945-1960. Sofia, 1988, p. 450 (Non-published dissertation).
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to refresh the memory and adherence to the Kemalist revolutions among society. The sculptures and
busts appeared again in the university campuses. The synergy between architecture and sculpture
gradually was given up in public works. The Atatiirk sculpture making gained momentum again with
next coup in 1980 and celebration of the 100 Anniversary in 1981 although the sculpture had already
fulfilled its mission and turned into a commissioning activity. Some of the authors just multiplied their
previous works and put them on the new pedestals all over the country. Usually they gave up of bas-
reliefs on the pedestals and groups representing heroic days of Independence War giving preference
to single figure of Atatiirk as undeniable leader and guardian of the Republic and to great extend
mythologizing his image. The avalanche of statues and busts were placed in front of universities,
downtowns, schools, cemeteries, barracks, military and public buildings deprived of meaning and
turned into kitsch.

With time after Atatiirk’s monuments and statues changed and almost lost the meaning they
had in Early Republican era, i.e. to identify the squire or generally speaking — public spaces and to
visualize Republican ideals and principles thus becoming the very symbols of the Republic. Since
2000, they start to be placed in officially recognized area to wreath on holidays and official occasions.
This practice was followed mostly by local governments in country sides often in the background of
minaret’s of the mosques that during last decade became — again — an important element of the squire
just like in Ottoman times and in co-existence with other Turkish grandeurs from Ottoman Past —
sultans, viziers, poets of Anatolia, or the new symbols of the cities (cow, cock, cotton, cherry, melon,
tulip etc.).

Statue of Sultan Bayezid |1, placed in front of the building
of Turkish Standardization Institute in Ankara®?.

The tension between secularists and supporters of pro-Islamic AKP appears in hostile attitude

to the Atatiirk’s monuments, statues, busts and there are accusation from the more secular parts of

12 Photos is taken from Wikimedia Commons:
http://tr.wikipedia.org/wiki/Dosya:l._Bayezid heykeli Yavuz G%C3%B6rey.JPG (28.02.2013)
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society in attempts of governing party to destroy the foundations of the secular Republic through
destroying or replacing the monuments of Atatiirk thus sweeping the memory of everything he did for
the Turkish state and Turkish nation. The social and ideological conflict appears again in controversy
between Republic and Ottoman state and revivalism of all Ottoman alongside with “neo-Ottomanism”
in which the AKP government is often accused and takes the forms of specific “battles for public
spaces” and symbolism of monuments filled up with.

Severe opposition both in people and artistic circles arise around some megalomaniac projects
like Sivriada (2005) to build a 110 m high figure of Whirling Dervish statue. The island is famous for
its historical heritage from Byzantine times like monastery and church that will totally “clashed” with
the image of dervish. Besides the Istanbul would “still”” the symbol of city of Konya famous as a centre
of Mevlevism and Whirling Dervishes. According to the history professor Ozbayoglu, the monument
will “erase 1200 years old historical texture of the place” and will sweep the “sharpness” turning the
island into “flat area” with nothing but a single statue on it'3, Fortunately, the project was rejected and

the island preserved its historical heritage — for now.

So, one can say that the monument and monumental arts keep their ideological and
representational functions. One of the last examples is the quite disputed so called “monster” case*
around the Monument of Humanity in city of Kars that was destroyed by the order of Prime Minister
Tayyip Erdogan. The 30 meters high and 700 tons of weight, statue aimed to be seen in Armenia and

to become symbol of friendship between Armenian and Turkish peoples, a kind of “counter-

13 Sivriada'yasivriproje. 17 Ocak 2005 / ibrahimDogan. Sivriada'ya sivri proje.
http://www.aksiyon.com.tr/aksiyon/haber-14649-12-sivriadaya-sivri-proje.html

(01.03.2013)

14 Monument was publically called “ucube” — “monster by him in an official interview. See: Berberoglu, E. Heykele Ucube
Dedim, Hiirriyet, 13 Ocak; http://www.hurriyet.com.tr/gundem/16750441.asp (02.03.2013).
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monument” of many other that were built in memory of genocide. From other side the dispute showed
the significance of controversy between artists and statesmen in public discussions on art and life

relations.

bohiler.drg pan: esrimkorfez

Monument of Humanity®®

The Monument was definitely destroyed on June 14 2011 and removed from the site®. Stefan
Fiile, member of the Enlargement Commission of EU, said that no state institution or government or
even EU Commission could judge the aesthetic values of destroyed monument in Kars and that he was
really sorry about the demolition of the only monument of Turkish-Armenian friendship?’.

However, in broader picture of sculpture and other plastic arts in Turkey like elsewhere in the
world, the ideal of creation a public area in places of common city living accented by a
monument/statue/complex pointed on historic moments/historic memory already fulfilled its purpose
and sense in the realm of modernization project and today gained its own significance. They leave the
function of being visuals or enlightenment elements that have to expose the advanced European
civilization to the Turkish people and turned to real dynamic of contemporary life. Yet the Squires are
accepted as main public areas that supposed to host the public art, too. The same can be said about

15 Photo is taken from: http://www.haberler.com/insanlik-aniti-yikiminda-sona-yaklasiliyor-2755446-haberi/ (5.05.2017)
16 insanlikanit:’ artikyok. Dinger Aktemur/Kars, (DHA).
http://gundem.milliyet.com.tr/-insanlik-aniti-artik-yok/gundem/gundemdetay/14.06.2011/1402439/default.htm
(5.05.2017)

17 AB'densanatdersi: http://www.haberturk.com/kultur-sanat/haber/641846-abden-sanat-dersi (22.06.2011)
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sculptures and monuments — they continue to be an important indicant in forming the very idea of
public space.

What about the Atatiirk’s monuments while he is still living in the hearts of Turkish people they
already do not need to see his image as serial productions of busts, statues, monuments that are
deprived of art and aesthetics values everywhere on the squires, in front of public and government
buildings, battered and even turned into hackneyed Kitsch. According to some art historians, there is
no place or need in this in changing cultural, social and art environment8, Through ritualization of
demonstrative practices like enwreathing his image not just becomes worn our but even meaningless
in atmosphere of politics of efface (amnesia) the collective memory for Ataturk and stimulates the
behaviour of disrespect (as we see) among youngest generations.

In general, we can conclude that the most important place of cultural identity reflected in the
public sphere has been the subject of debate in Turkey in the context of art and social values reflected
on the state of the public nature. The study of this situation in a society that is concerning about its
own identity appears as one of the most important issues related to the contemporary public art in
Turkey. Public art from another hand raises awareness and the value of art in the public dialogue and

moves it forwards to new interpretations and artistic quests.

18 See: Yaman, Zeynep Yasa. “Siyasi/estetik gosterge” olarak kamusal alanda anit ve heykel (The monuments and
sculptures in the public place as political/ aesthetical signs ). — In: METU JFA 2011/1, p. 92.
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Antoaneta BALCHEVA!

European and National in Antun Gustav Matos$’s Travel Notes

Abstract

The dichotomy European/national and its creative power has marked profoundly A. Mato§’s worldly
and artistic credo. Two distinguished features pervade his works and his travel notes: the French and the
Croatian, the modern and the home-grown. The latter two tend to unite the Western taste with the Croatian
propensity for sedition. Antun Mato§’s long-term aspirations strive for a well-maintained balance of the two.
His travel notes feature imagologic constructs — a realm of tableaux of every manifestation of the nation’s life
and mentality, of European culture and civilization, of domestic developments and human manners. It is
precisely by means of his travel notes that Antun Matos recreated the mythological perception of his life as a
patriotically disposed bohemian and an exile, whose works were created solely for the sake of art and literature;
a person who disregarded largely the rest of the world. It is lofty artistic ideals that make all disharmonies in
life disappear. The dynamic relationship between European and national served as a catalyst for the mixed
feelings, typical of his works. Their emblematic presence made them ascend as a categorical imperative, which
determined the vitality of his creative capacity, and turned them into a basic guideline for his writings.
Keywords: travel notes; European/national; imagology; modernism.

EBponeiicko 1 HAUMOHAJIHO B IbTenucuTe Ha AHTYH I'ycraB Marom
Pesrome

Wzcnenpanero e onmuT Ja ce pa30yiiM MHOTOILIACTOBaTa W MPOTHBOPEYHMBA TBOPYECKA CHIIHOCT Ha
MojepHHcTa A. Marom, HaBUTHpAll MEXIy BHU3WATA 3a €lIHAa MYJITHKYITypHa EBporma u komHexka 3a
HaI[MOHAHA eMaHIUIIAIs. AKIIEHTHPA ce BbPXY ITbCTpaTa MO3aiKa OT ,,JPYTOCTH * B ITbTETIHCHUTE MY, BOJIEIIIA
0 OOJIC3HEHOTO MPEOTKPUBAHE W MPEMOAPSIKIAHE HA HWICHTUYHOCTH HAa HHBOTO Ha EBPOICHCKOTO H
HAI[MOHAIHOTO B KOHTEKCTa Ha MPOCTPAHCTBEHATA M BPEMEBa CI'bCTEHOCT Ha Kyntypute. CTatusara pasriexiaa
HETOBUTE IIBTEIHCH KAaTO WMAroJIO)KKH KOHCTPYKIIMH — I[ApCTBO HAa KapTHHU OT BCHUYKHU TPOSBICHHUS Ha
HallUOHAHHS JKMBOT W MAaHTAJIUTET, Ha eBpONeicKkaTta KyJITypa W LHMBIJIM3AINSA, HA POJHHUTE
B3aMMOOTHOIIICHHSI W YOBEIIKH HPaBH, OTPa3sBallld MPEBBILTHIICHUITA HA MOICPHHUS IyX B pPaMKUTE Ha
HaI[MOHATHATA CAMOOHUTHOCT.

Kiaro4oBu 1ymMu: IBTEINCH; €BPONICHCKO/HAIIMOHAIHO; UMAroJIOTHsl; MOJCPHU3BM.

The European-national dialogue performs its role of a structurizing force through which the

Old Continent’s ideas and identities are formed and its historical realities are set up. Garnered around

! Antoaneta BALCHEVA is Associate Professor at the Department of Cultural History of the Balkan peoples of the
Institute for Balkan Studies and Centre of Thracology (BAS). She is Project Manager of the international research project
The impact of Bulgarian and Croatian elites on the European cultural variety between IB&CT and the Institute of History
of Croatian Literature, Theatre, and Music (HAZU). Books: Bridges over the Centuries. Southeast Dialogic Fields (Sofia,
2010), A. Balcheva (ed.) - Roads and Trails of Europeanism in the Balkans (Sofia, IB&CT, 2013), Southeast European
City and Modernity of the Past (Sofia, BAS, 2012), Europe in the Cultural and Political Life of Bulgarians and Croats
(Sofia, IB&CT, 2014), and others. Her essays and articles have been published in Bulgarian, English, Croatian, Czech,
Italian, and other editions.
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the project of modernity, time and again identified with the notion of Europe they put forward the
sophisticated architectonics of a modern national identity which dispels the ontological boundaries set
by traditional society, with regard to what is own and what is assumed, guiding towards a more explicit
mutual pervasion and free exchange in both directions.

The culture of dialogue largely recognized as a prerequisite for every discourse on modernism,
strongly invigorates the space-time relation between European and national within the context of
Southeast Europe’s historical drama of the turn of XIX century. The collapse of the great narrative
implies a replacement of the genealogical and religious homogeneity by pluralism and extreme
changeability, by the ambivalence of the Ego, which steals away from the obligations imposed by the
‘pedagogical ethnography’ of nation, to incarnate in a ‘superman’ of modern times, the son of its nation
who keeps on emulating the foreigners’ ‘otherness’. The hectic exchange of real and imaginary
traditions which leads to distressing revelations and rearrangement of European and Balkan identities
is an assignment for the new generation which is doomed to be in a scramble for bridging the gap to
overcome its ‘intermediation’ by parting from the syncretism of the national revival’s identity code
and finding a key to the construction of a modern cultural autoreflection.

Situated at the turning point of two ages, the spiritual atmosphere of Croatia bears the stamp of
a despondency and the downfall of all national and social yearnings. In 1895, on the occasion of
Emperor Franz Joseph’s visit to Zagreb, the Hungarian flag was set afire — a fact that made the
authorities expel two groups of students from the University of Zagreb. The liberal-minded young
people would go to proceed with their studies in Prague and Vienna featuring the countenance of the
new modern Croatian multifarious and heterogeneous aesthetic formation. The pages of Hrvatska
misal and the newspaper Mladost — an exponent of the Viennese Secession, both give witness of the
quest for a course for moving away from that ‘uniformed’ literature, accentuating a stronger
individualization of art and creativeness as a response to the inherited artistic conventions of the past,
and a perceived necessity of fulfilling artistic achievements. Antun Matos, whose short story The
Power of Conscience (1892, Vienac)?, is the epitome of this new stylistic formation taking over the
Croatian literature, is quite expressive: “Our art cannot be national unless it becomes European, i.e.
when it embodies ingenious Croatian expressiveness, a special mode of the spirit, filled with European
connotations”.® For him, the antinomy European — national has to be considered within a pattern

discarding any kind of philistine narrow-mindedness, eulogizing the humanistic and anthropocentric

2 Moc¢ savjesti — Vjenac, Br. 33, 13. Kolovoz, God. XXIV, 1892, Zagreb.
3 Matos, A. Umjetnost i nacionalizam. In: Odabrani eseji i putopisi. p. 39. All translations are mine — A.B.
http://gimnazija-sb.com/portal/wp-content/uploads/2015/02/matos_odabraniesejiiputopisi.pdf (5.02.2017).
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pathos for the intransigent values of the universal and the beautiful in art. The “patriotic drive’ is just
a semibreve in the entire creative suggestion — “any creativeness which has only patriotic traits could
barely satisfy more than a minimal, negligible part of our emotiveness”.*

Spiritual identity, being a fruit of the invigorating impulse to creativeness and re-creation,
rather than the emanation of frozen forms, a heritage of the past, will be the root of Antun Matos’s
visionary project. It was Tin Ujevi¢, who in 1911 threw light on the dichotomy European/national, its
creative power, and the profound stamp it left on A. Matos’s worldly and artistic credo.® He further

notes in the obituary ,,Em smo Horvati” (1914):

“Two distinguished features pervade his works — the French, and the Croatian, the modern and the
home-grown. These are two factors, which would have tended to harmonize in consonance with the
European and our own culture, uniting the Western taste with the Croatian propensity for sedition.
Antun Mato§’s long-term aspirations strive for having them well balanced”.®

The dynamic relationship between European and national catalyze the mixed feelings typical
of his works. Their emblematic presence makes them ascend as categorical imperative, which
determines the vitality of his creative capacity, and turns them, as defined by Dubravka Oraic Tolic,
into a basic guideline of his research.” Synergy permeates his travel notes where the central and
structurizing figure of the flaneur peeps in, all out to grasp the fugitive, the evanescent that features
one of the aspects of modernity, attuning it to its other face — the invariable enjoyment of the self. For
him, flaneurie is “an imaginary journey appeasing the most adventurous yearnings for everything new,
for flying above our low-minded and mediocre milieu”.®

It is, therefore, quite easy to explain the apology of modern travelling, the one that A. Mato§
suggests in his itinerary ,,Ferije” (,,Festivities”): “Life is flaneurie, ... the great souls are all
flaneurs...”.” It is travelling, which he refers to as a “poetry of the modern civilization” in touch with
the permanent process of remodelling the ‘otherness’, and identifying with foreigner, what the Croat
intellectuals, too much absorbed in their national discourse, would need. A critical glimpse of the
Croatian culture of travelling makes A. Mato§ stand up confronted with those intellectuals’

backwardness and apathy, ironically portraying them as ones “sitting by the stove, grunting and

4 1bid., p.38.

5 Ujevi¢, T. Barres i Oinobarres. In: Sabrana djela, Sv.VIlI, Zagreb: Znanje, 1965, p.72.

b Ujevi¢, T. Sabrana djela, Sv.VII, Zagreb: Znanje, 1965, p. 102.

7 Orai¢, D. Europsko i nacionalno u djelu A.G. Matosa. In: Hrvatska knjizevnost u europskom kontextu. Ured. Al. Flaker,
Krunoslav Pranji¢. Zagreb: Sveucilisna naklada Liber, 1978, 445-447.

8 Mato$ A.G. Pjesme. Pecalba. In: Sabrana djela, sv. 5, ur. D. Tadijanovi¢, Zagreb, 1973, 202-203.

% Mato§ A.G. Ferije. In: Sabrana djela, sv. XI (O likovnim umjetnostima, Putopisi), ur. Sl. Batusi¢ | D. Jelgi¢, Zagreb:
JAZU, 1973, 278-282.
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intriguing in the manner of old peasant wives”.!% The village people, in contradistinction, are
represented as the true authors of a “modern drama of the advancement™!?, travelling around the world,
and reaching as far as America. Travelling for him is an immanent need that haunts human spirit.
Travellings have produced colossuses as outstanding as Luis Camoes, James Cook, Wagner, Byron
and Chateaubriand.

The spiritual pilgrimage of A. Matos, which conventionally started in 1894 after his defection
from the Austrian army and his escape to Belgrade (Serbia), has been embroiled in a deep existential
crisis, which is sooner an antipode of ethnocentric self-conceit, rather than a cultural dislocation
artefact. His cultural pilgrimage fed by a multiplicity of European sources which established secular
standards of the Croatian literature of modern times, comprises ltaly, France, Switzerland, Germany,
Austria, Serbia, Slovenia, and the littoral area. A written statement of his impressions can be found in
the travel notes U Munchenu, krajem januara 1908 (In Munich, at the end of January 1908); Od
Pariza do Beograda (From Paris to Belgrade); Od Zagreba do Beograda (From Zagreb to Belgrade);
Ferije (Festivities); Pod florentinskim sesirom (Under the Florentine Hat); Od Firenze do Zagreba
(From Florence to Zagreb), etc. Along with the regular Croatian theme, the Italian theme has been
touched in three of them, the theme about Geneva — in a couple of them, and those concerning Paris,
Belgrade and Sarajevo — in one of them.

The lofty aesthetic styles of the age of Modernism, Impressionism, Symbolism and the
Secession go along with the grotesque, the cartoon, as well as the pre-vanguard aesthetics of ugliness.
Unlike the realists, who tend to pursue strictly educational objectives largely streamlining the travel
notes, Mato§ approaches the Hypolite Taine’s sociologization of arts. His travelogues feature
imagologic constructs — a realm of pictures of every manifestation of national life and mentality, of
European culture and civilization, the homeland ongoings and the human manners.

The spiritual geography of Europe, as depicted by him, seems rather subjectified, the natural
and the urban landscapes are profoundly related to the author, who remains strongly under their
influence. The antitheses and the comparisons are often used, as in the travel note Od Pariza do
Beograda (From Paris to Belgrade), for example. There, the Swiss countryside does not correlate to
cheese making, neither to the natural history style observations typical of the J.W. Goethe’s travel
notes; it sooner approximates to the music by Gioachino Rossini and the paintings of Arnold Bocklin

(1827-1901). On this backcloth of emphatically cultural associations linking to the Habsburgs,

10 Matos A.G. Sabrana djela, sv. XI (O likovnim umjetnostima, Putopisi), ur. SI. Batusi¢ i D. Jel&i¢, Zagreb: JAZU, 1973,
p. 195.
1 1hid., p. 196.
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feudalism, the Jesuits and Catholicism on one hand, and Wilhelm Tell — the disaffected, the rebel,
freedom and tolerance, on the other, he has managed to construct a richly layered network of literary
signs borrowed from the passing economic and political situation in Switzerland and the Croatian
lands. His picture is a sign system, an aesthetic code of the absolutized author’s ego, far and away from
the whimsical and individualized ego of Nemci¢ or Weber. It has come to lure him away from the
inessential things, thus bringing the reader in a hypnotic infatuation, carried along by his own emotions
and thoughts as the only way to art.

By means of his travel notes, precisely, Antun Mato$ recreates the myth of his life — a
patriotically disposed bohemian and exile whose works have been solely created for art and literature’s
sake, one who largely disregards the rest of the world. The lofty artistic ideals are what makes all
disharmony in life disappear. In the aftermath of his seven years spent in Belgrade (1894-1898) and
(1898-1899), and a couple of years in Geneva (1898-1899), it is now the turn to his sojourn in Paris
(1899-1904) where his love for the arts and freedom has taken him, thus making him open a new page
in the Croatian literature.

His stay in Paris was for many aspects marked by a pro-modernist penchant as displayed in his
book Ogledi (Essays, 1905): he admires the multicultural nature of the World Exhibition in 1900, the
technical achievements, the industry of mining — every day, as he shares with us, he mounts the lift
and goes up the top of the Eiffel tower, dreaming of aircrafts and balloons. He views the notion of
beauty as a matter of universality, it spreads out even onto industry: “A Frenchman aestheticizes
everything — even what seems to many an absurdity: the industry”.? Matos drifts far away from the
enlighteners’ romantic paradigms and entirely subjectivizes the city attaching a post-Baudelairian
significance as emanation of modernity thereto. Paris is the centre which introduces any aesthetic
novelty, a focus of beauty, art and literature, its streets have seen “Strossmayer, Kvaternik, Starcevic¢
and Kumici¢ passing by — all of them disciples of the most human, most classic and most attractive
Europe, just because she is the most aesthetically beautiful, and has contributed in the utmost degree
to the principles of freedom throughout the world”.*® As if European and national fuse in this
metropoly of spirit. There is a well-known quote by Matos, that “a day in Paris means a life experience
comparable to a century in Croatia”. Little, insignificant and narrow-minded is how the Croatian reality
— the one he has left — looks like.

Matos refers to France as to a new mother country, a motherland of spirit just like Italy, whom
he dedicates his travelogues Pod florentinskim sesirom (Under the Florentine Hat), Salve, Dea Roma!,

2 Matos, A. Ogledi. Studije i impresije. Zadar, 1905, p. 33.
13 Matog, Antun Gustav. Misli i pogledi. Zagreb: Globus. Nikolajevi¢, 1988. p. 290.
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and Rimski izleti (Roman excursions). Along with historical actuality, he dwells upon the symbols of
his own time. However, Matos is not enticed by the deceitful flash of the limousines, the squash hats
and the flower shops labelled Gainsborough, neither is he lost in admiration of the high speeds like
Milan Begovi¢ — a younger travelogue author, and a vociferous high-speed fan. The Florentine travel
notes which gradually turn into an essay-type narrative in prose, or look like a piece of writing about
the art of painting, sculpture, architecture and theatre, or about the French-Italian relations. In Florence
Mato$ recognizes the Italy of distinctions and contrasts: happiness and anguish, holiness and evil,
beauty and ugliness... In Rome, the Eternal city, he remains breathless, facing the Palatine hill palaces,
the Quirinal, and the Colosseum. He treads his way on the ground keeping the footprints of the greatest
triumphs, and the most deplorable degradation and disgrace to humankind. Mato$’s unbending spirit
spans the whole Roman history setting it in one place: saints, martyrs, wicked, heroes, tribunes, tyrants,
philosophers, poets...

Approaching the European cultural standards requires the author to engage for a constant sweep
of legitimation. Getting to know Italy, claims Matos, would have meant getting to know oneself, to
comprehend the Croatian psyche and its intellectuals who are cradled at the source of that culture. In
Salve, Dea Roma! Matos says with a touch of bitterness: “We, the Croats, although a classical example
of Roman worshippers, a people of travellers... we are still missing a reputable travelogue literature
similar to the Roman one”.** His profound analysis of travelling as a cultural phenomenon is a valuable
contribution to a new imagology perusal of the European cultural peripheries. In the travel notes Ferije
(Festivities, 1908) which was born in the aftermath of his fourteen years’ exile, Mato$ passes a severe
judgment: the Croats do not tend to travel, and moreover, they are not familiar with Croatia, and he
who does not know himself, will not be capable to gain a knowledge of the world.*®

The author’s critical evaluation reveals the permanent contradiction between two types of
sensitivity, synchronizing different diachronic aspects. On one hand, he corroborates the idea that
every traveller is a precious little stone within the mosaic, which makes the texture of a national
travelling culture — a part of the patriotic platform of the romanticists. On the other hand, Mato$
represents the individualist of modern times, a man of exile, a pilgrim and a traveller, who cannot sever
his ties with the imaginary community, and conjure away from the nightmarish embrace history /
nation.!® Stretched between the European art and the situation in Croatia, Mato$ has been inside the

ethnocentric individualist’s discourse, who dramatically endures his motherland’s hardships. The

14 Matos, A. G. Salve, dea Roma. In: Sabrana djela, sv. XI, ur. Sl. Batusi¢ | D. Jel¢i¢, Zagreb: JAZU, 1973, p. 276.
15 Matog, A. G. Oko Zagreba i po Hrvatskoj. Zagreb: Dom i svijet, 1999, p. 90.
16 Dean Duda. Kultura putovanja. Zagreb: Ljevak, 2012, p. 203.
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aesthetics (the so called art-ism), elevated to a supreme principle in his works, life and experience, is
being over and over again discredited and bothered by the biographic and political realities. In his
travelogue essays the absence of freedom, the exile and the penury in a personal aspect come across
the national fortunes, personified by the woeful and wretched motherland Croatia. Such a biased
concept of authorship is founded to a certain extent on the romanticist understanding of the genius-
author, whose stewardship of beauty is committed to the representative (national) and the universal
(worldly-minded) function of the author’s work. According to Dubravka Oraic Tolic, A. Mato$ during
his sojourn in Paris has been in full consonance with the challenges of modernity and advancement,
while upon his return to Croatia, he becomes more conservative, worried by the demographic decline
of the Croatian lands, by the economic backwardness and foreign domination. While the ‘European’
Mato$ seems to be more focused on the metropolis-city, the ‘domestic’ Matos is attracted by tradition,
natural landscape and the urban-rural topos.

The Croatian landscape is more than a nextdoor space for him, bound up together with his own
memories, pictures, sounds, atmosphere, mood — all that refines and cherishes the national identity in
every soul, in each of us, in every new generation. Mato$ defines the meaning of his landscape,
invigorates it, humanizes it. “Birthplaces are the best biographers...” will he share with us. For him,
landscape is, on one hand, a metonymy of nature, a modern European absolute.!” At the same time,
thematizing on it, he adduces therein his national context tied up with the moments of his own
suffering, his “Starcevié-ianism”8 and the idyllic Croatian literary tradition tracking it out from Ivan
Gundulic through to Franjo Markovic. In the travel notes Kod kucée (At home) and Oko Lobora (Around
Lobor) nature and history fuse and merge, while geography is understood as a temporalized space, an
exaltation of the natural and objective landscapes.!® In the opinion of Mato, it is not only the human
being that has a spiritual make-up, the Earth has it as well, and ‘it sings just as our people and history,
conversing in a loud voice”.®® A. Mato§’s idea of landscape is closest to the ethnic model of
construction of national identity worked out by Anthony Smith (National Identity, 1991), whereby
landscape is poetized and sacralised, endowing the individuals with the so called “moral geography”.

The aesthetic profile of Antun Matos has turned into a peculiar metaphor of time, in the search

for a guiding line of the modern time incarnations of spirit within the frames of national originality.

17 Matos, A. G. Dojmovi i ogledi. Samobor, 2003, p. 160.

18 Ante Starcevi¢ (1823-1896) was a Croatian politician and writer. He is often referred to as "Father of the Homeland" by
Croats.

19 Matos, A. G. Kod kuée. In: Duda, Dean. Putopisi. Vinkovci, 1999, p. 119.

2 Matos: Putopisi, Privla¢ica, Vinkovei, 1995, p. 73.
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To him the destiny has allotted the part of leading the Croatian literature away from the idyllic and
sterile childhood, laying the foundations of a truly modernist art. His travel notes are original synthesis
between the European context and the ingenious contribution of the Croatian elite to its cultural

diversity.
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Fotiny CHRISTAKOUDY-KONSTANTINIDOU!

The Motif of Travelling in Greek Poetry in the Interwar Period

Abstract

The cosmopolitan travelling of Greek poetry begins with the emblematic work of Cavafy Ithaka (1910).
However ‘travelling’ will vary its meaning in the following decades and will become the turning point for
realizing the despair and the irreversible loss of the ideal by the so-called generation of the 1930s whose sense
of tragic doom will cement the topos of the ‘lost native land” in Greek literature. In its wanderings during the
interwar period Greek poesy shows us ‘travelling’ (act equal to separation from/acquisition of new space and
time) as sadness, but also as an adventure and infinity (N. Kavvadias); as an action, that is pointless (The City,
C. Cavafy), and yet obtains absolute dimensions as a bearer of knowledge and wisdom (Ithaka, C. Cavafy),
while in the end in G. Seferis’s verses the voyage reaches its total disembodiment, but also its transformation
into something new — into an individual/ ancestral memory (obviously the only possible island of salvation),
into a transcendent immortality of a universal human consciousness.

Key words: Greek poetry; travelling; Nikos Kavvadias; Constantine Cavafy; Georgios Seferis.

MoTHBBT 32 MbTYBAHETO B IPHIKATA MOE3Us NMPe3 MeKTYBOSHHHS MePHoj
Pe3iome

KocmoronntHOTO hTelecTBHE HA TPBIIKATA MTOE3Us 3aII09Ba OIIIE OT EMOJIEMAaTHYHOTO IPON3BECHHE
Ha KaBapuc Umaxa (1910). MoTuBBT 3a mMbTyBaHETO 00aye IIe MPOMEHsS CBOETO 3HAYCHHE B CIIC/BAIUTE
JICCETHJICTHS U I1I¢ CE MPEBBbPHE B MOBPAaTHA TOYKA 332 OCh3HABAHE Ha OTYASHUETO U Oe3Bb3BpaTHATA 3ary0a Ha
rjeana 3a Taka HapedeHoTo okoJeHune oT 30-te roquHu Ha XX B., YHETO YCEIIaHe 32 TParnYHOCT 3aTBBPIKIaBa
Tomoca 3a ‘m3ryOeHaTa poAWHA’ B TPBIKATA JIMTepaTypa. B cBoeTo ckuTaHe cpej AeOpUTe HA MOSTHYHUSL
MOJICPHU3bM TphIIKaTa JIUPHKA HU MOKA3Ba ‘ITbTYBAHETO (aKT PABHOCHJICH Ha OTACJSHE OT/IIPUI00MBAHETO HA
MIPOCTPAHCTBO M BpeMe) KaTo ThIa, HO U KaTo mpukiIodeHue u 6e3opexHoct (H. KaBanuac); xaro nelictaue,
KoeTo 00e3Mucist camo cede cu B Oe3usxoaaus ckentuin3bM Ha K. KaBaduc ot / padsm, HO 1 KaTo IelCTBUE,
KOETO J100MBa a0CONIOTHO M3MEPEHHE KAaTO HOCHTEN Ha IMaHalesTa OT 3HaHue U MbapocT (Mmaxa), 3a na
CTUTHEM JI0 MBIHOTO My o0e3murbTsaBaHe npu . Cedepuc, HO U ChIIEBPEMEHHO JI0 TPaHC(HOPMUPAHETO MY B
HEIIO HOBO — B WHAMBHyallHA/poJ0oBa maMeT (OYEBUIHO EIMHCTBEHUS BB3MOXKEH OCTPOB Ha CIIACEHUE), B
MMarmHepHO 0e3CMBPTHE Ha €THO YHUBEPCAITHO YOBEIIKO Ch3HAHUE.
KarouoBu nymu: rpbiika noesus; nbryBane; Hukoc Kasaaunac; Koncrantunoc Kasaguc; 'eopruoc Cedepuc.

! Fotiny CHRISTAKOUDY-KONSTANTINIDOU [®orunn Xpucrakymu-Koucranturnay] is a Senior Assistant
Professor of Greek Language and Literature at the University of Sofia St. Kliment Ohridski since 2005 (Department of
General, Indo-European and Balkan Linguistics, Faculty of Slavic Studies). In 2007 she received a Ph.D. degree with a
thesis on the topic of The modern literary movements in Greek poetry (first decades of the 20" ¢.) developed at the Institute
for Balkan Studies. Currently, she has been working on different authors from Greek 20" ¢. poetry such as Nikos
Kavvadias, Kostas Ouranis, Kostas Karyotakis, etc. (or poets from the so-called ‘second symbolist wave’). She has
published articles on the work of Greek symbolist poets from the 1890s (K. Hadzopoulos, L. Porfyras, etc.), Odysseas
Elytis, the problem of Greek diglossia, presenting also in Greek the poetry of Bulgarian authors such as Nikola Vaptzarov
and Valery Petrov.
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The cosmopolitan travelling of Greek literature begins with the emblematic work of Cavafy
Ithaka (1910)2. This very poem marks the beginning of an adventure which seeks the escape from one
place to another, the discovery of new cities, new harbours and the beauty of nature — a voyage that is
interrupted by temporary stops of passionate love and sublime aesthetic delights and that is to become
finally one with the big journey to the otherworld.

The spirit of the modern 20" c. social and intellectual life stands out particularly in the creative
attempts of Greek poets after 1920. The moral breakdown caused by the First World War, reinforced
by the drama of the Asia Minor catastrophe (1922-1923), contributes to the formation of an antiheroic,
individualistic and pessimistic psychology. The contemporary Greek feels that he lives in a defeated
country without ideals, laughed at, abandoned and open to all winds. At that time cosmopolitism pops
out as an ideal of life and art in Greece. During the interwar period, it is perceived as a disposition for
an adventurous wandering in the post-war city and as an enjoyment of every delight and pleasure that
megalopolises offer. Anxiety, despair and along with this a flight to the modern, surprising side of life
characterize the poetry that is being created in that period®. Poets after 1915 get inspired by and differ
themselves from the symbolist generation of the 1890s (the so- called first symbolist wave in Greek
poetry). Driven by the advice of literary critics to create verses on the basis of ‘feeling’, ‘spontaneity’,
‘musicality’ Greek neo-symbolists declare a priori their affinity to problems with a pure symbolist
origin. At the same time, they want to renew Greek measured speech bringing it into contact with
everyday life in the cities that get modernized after 1920,

Thus, Greek symbolism from purely lyrical commences to get cosmopolitan, descriptive, fantasist. This
third phase of the reception of symbolism in Greece (according to the classification scheme proposed by Costas
Trypanis)® takes place between 1915 and 1925 and is defined as the phase of the Greek cosmopolitan poets.
Kostas Ouranis (1890-1953), Angelos Dhoxas (1900-1985), Orestis Laskos (1907-1992), Caesar Emanouil
(1902-1970), Alexandros Baras (1906-1990), Nikos Kavvadias (1910-1975) are among the artists who in the
turbulence of the interwar years discover the fascination of the Road (“I resemble the old wrinkled sailors,/ who
stay on the Dutch harbours/....But the old sailors, motionless, still under the lighthouse/ will contemplate with
an extinguished pipe/ the ships departing into the infinity”, Nostalgia, Kostas Ouranis)®. The leading poetical

themes are summarized as melancholy, boredom, nostalgia, cosmopolitism, sensualism, aestheticism — key

2 Trypanis, C. Greek poetry (from Homer to Seferis). Chicago, University of Chicago Press, 1981, p. 683.

3 Kapavtovng, A. Eigaywyr oty vedtepy moinon. A0va, 1990, c. 142.

4 Kapavtovng, A. lbid., . 141.

5 Trypanis, C. Greek poetry, p. 652.

& The translations of the poems in the article are done by the author, F. Christakoudy. This translation is based on the
edition: Ovpdavng, K. TTomuata. Adfva, Eotia, 2009. [«Motdlw 6T00g YEPOLG VOUTIKOVS HE TIC PLTIOWUEVEY KOL TIG
SOIYYMOELS HOPPES, OV €1da otV OAlavdio,/... KL OLOG Ol YEPOL VAVTIKOL, OKIVITOL GTOVG PAPOVG,/ LE Tr pueyain mima
TOVG GONGUEVT Ll 6TO GTOWN/ TPOG Ta. KApAPio Tov’ eOyav gxoitalav — akOua...», Nootalyieg)
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words describing Greek neo-symbolism at that time’. The Greek cosmopolitan poets are divided into two
groups: those who really lived as cosmopolitans such as Kostas Ouranis, Angelos Dhoxas, Nikos Kavvadias
and, secondly, the poets (who spent long hours in Athens cafés) dreaming of distant voyages abroad, long
journeys to Vladivostok and the unknown Africa, but who never actually left Greece — such are Orestis Laskos,
Alexandros Baras, Caesar Emanouil.

In the interwar period Greek literature adopts trends from the development of French poetry that have
found their reflection in the contemporary evolution of the country — during these years Athens has turned into
a megalopolis and progresses technologically. Greek literature opens itself towards new themes — poets
scornfully reject the ‘straw flute’ of Lambros Porfyras (1879-1932)% and turn their back on nature, striving to
explore the wonders of the modern city. French poetry has been acquainted with the image of the modern city
ever since Baudelaire’s poesy (The Swan, Spleen, etc.), but Greek poetry starts to discover it only with the new
generation of neo-symbolist poets from the interwar period. Referring to Angelos Dhoxas’s poem Montmartre
Kostis Palamas (1859-1943)° will say: “Amidst the music of your verse are revealed dancers freely adjusting
their steps to a dance that is unknown to us, but that brings us genuine joy”*°.

In front of the Greek reader unfolds a magical world of shining and mysterious European and
world cities, vast harbours, railways, bars, yachts, strange words like ‘bistro’, ‘mansard’, ‘aperitif’.
Athens listens to jazz and advertisements of trans-ocean voyages appear on the boulevards, while
asphalt covered streets lead to dazzling cinemas. Thus in a few years to the history of the Neo-Greek
poetry is added a new chapter that “begins with the modern, let’s call it, symbolism, and ends with the
poetic cosmopolitism™*?, It has found its most marvellous expression in the verses of Kostas Ouranis:
“A life that is better we can begin/ Instead of weathering like a cut spearmint/ Let’s open our sails like
those sailors who/ By losing their country discovered a whole world.” (When shall we open our sails)*2.

Indeed, Kostas Ouranis is the author who made Greek cosmopolitan poets famous. He possesses
a genuine lyrical talent that draws inspiration from his real or imaginable trips such as we see them in
his best-known collections of poems Spleen (1911) and Nostalgia (1920). But it is Nikos Kavvadias
who transformed that trip into a one of its kind warm human welcome, into a gentle embrace that

cuddles the reader with the softness of salt water and melting southern skies.

"Kapavtovng, A. Ilpofoiés A. Abiva, 1965, c. 21.

8 Lambros Porfyras (1879-1932) is a major representative of the first symbolist generation of the 1890s. His collections of
poems bear the equivocal titles Shades (1920) and Lyrical voices (1934).

9 Kostis Palamas (1859-1943) is a central figure of Greek literary life and, particularly, of the Greek literary generation of
the 1880s, being one of the cofounders of the so-called New Athenian School (or Palamian School, or Second Athenian
School) along with Georgios Drosinis, Nikos Kambas, loannis Polemis.

10 Kapavrovng, A. Ilpofoléc A, . 32.

1 Kapavtovng, A. lbid., 6. 21.

2 Ovpavng, K. Howjuoza, 2009. [«Mmopodpe axdpa pia {on va {ioovue kovodpla,/ovtic vo, papaldvovus cav Tov
Koupévo dvdopo:/ dtdvel vo kdvovpe mavid cav tovg Bolaccondpovg/ mov, uio maTpida agivovtoag EPpiokay Evav
K660y, ITote O avoifovus movid - my translation
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Kavvadias is a true poet of his time. His verses are innovative, the tone of his poetry
corresponding to the requirements of the époque for different thematic and expression. Called the poet
of the sea, he is among the most loved and read cosmopolitan authors, but his name has been left out
of the official histories of Greek literature (Linos Politis and Mario Vitti have not included information
about Nikos Kavvadias in their Histories of the Greek Literature)®. Nevertheless, his lyrical world of
fantasy conquers readers’ imagination — the collection of poems Marabu (1933) is a favourite among
Greek sailors and until recently, they knew whole verses from it by heart. Filled with exotic names of
harbours and people, his writings sound familiar to the Greek soul. People who grew near the sea,
Greeks have tied their lives with the deep blue of the water expanse, being eternally fascinated with
its endlessness — ever since Homer’s Odysseus until the Odysseus of Kazandzakis, who finds out that
the most convenient harbour for his spirit is the vastness of the South Pole! The maritime pilot Nagel,
the stoker from Djibouti, the English captains — all Kavvadias’s heroes look at us in a childish innocent
way, sad and tired, but filled with humanism, nostalgia and genuine kindness, so far from us, but so
close at the same time, with their everyday worries and woes, with their small, but not easily gained
joys.

The human drama in this poetry unfolds itself in front of our eyes by means of a subdued
narration without unnecessary rhetoric. The vibrant colours and aromas — intertwined by the laws of
synaesthesia into an as unforgettable as humanly perceptible and empathic image — are obvious though.
To the smell of Willy’s hashish is added the heavy smoke of the tobacco pipe of pilot Nagel Harbor,
to the perfume of the Far Eastern spices — the breeze of the evergreen Indies....

The neo-symbolist sounding of the verses gets us back to the source of creative impulses for
that whole generation of poets from the 1920s and even the 1930s. For them the voyage is a vibrant
energy equal to self-realization. That energy has its brilliant expression in Kavvadias’s verses from the
French titled poem Mal du départ: “I will rest an idealist and a worthless lover/ of the long trips in the
open blue seas™*.

Colombo, Algeria, Djibouti, Marseilles, Singapore, Port Said, the Port of Aden, Alexandria and
many other toponyms are not markers of a deliberately sought exoticism in the poetry of a traveller at
heart as Kavvadias, but are those traps of time and terra firma in which infinity embodies itself in love,
passion, jealousy, in deadly fights of harsh and life-hardened people with their fate. These numerous

geographical names become a symbol of the memorable rendezvous with the beauty of life at sea. The

13 Iotopia the veoedinvixig loyoteyviag. Abfva, Exdooeig Odvoiac, 1978; TToAitng, A. Iotopia tng veoelinvikig
Aoyoteyviog. ABfva, MIET, 1985.

1% KapBadiag, N. Mapoumod. Abvva, Aypa, 2011. [«®o peiveo mavia 18avikodg ki ava&iog epacTiy/ TOV HaKPIoHEVEY
o8BV Kot Tev YoAdQiwv movtov...», Mal du départ - my translation].
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poetry of Kavvadias is a lyrical creation of raw materials that give us the feeling of unprocessed ore —
it is so true, so unvarnished, so filled with authentic compassion. And that is so because he chooses
exactly the water expanse to represent the absolute fusion of the human and the divine. It is only there
at sea where individuals discover, when battling for survival (sometimes even paid with death), the
true values of human life — friendship, solidarity, affection. Kavvadias is a sailor, but also a dreamer,
a traveller and a worshiper of the good side in the human soul.

The work of Constantine P. Cavafy (1863-1933) also leads us into a more and more fragmentary
and lonely world where the universal moral categories are under question. Travelling as a beginning
and an end, as separation and acquisition, as transgression and regression has marked with all the force
of a wide philosophical and historical substratum his lyrical poetry. We could not possibly leave
unmarked the ever-growing influence of Cavafy over the poets working in Athens in the 1920s. C.
Cavafy began writing his poetry ever since the end of the 19" c., but he received little recognition at
that time because his style differed largely from the then mainstream Greek poetry. It is only after the
Asia Minor catastrophe that his pessimistic, individualistic and filigree verses touched the heart of the
Greeks and thus the crucial historic events contributed to the retarded reception of his work. His poetry
became more and more influential and widely recognized after the publication of his first full collection
of poems in 1935 done by Rika Sengopoulou. The writings of the lonely and strange Greek poet from
Alexandria in Egypt had its huge impact on the young authors whereas his Ithaka turned into a symbol
for that whole generation of modern ‘cosmopolitan’ poets —the meaning of life for them was no longer
hiding in reaching the dreamed shore and fulfilling one’s ideals, but in the voyage itself: “When you
depart some time for Ithaka, / pray that your road is far, / filled with adventures and knowledge...”*°.

The poem Ithaka was written in October 1910 and was published for the first time in 1911 in
the magazine Grammata (/ pauuora) in Alexandria. It belongs to the philosophical and didactic works
of Cavafy and stands in Greek literature as one of the most impressing examples for the reception of
symbolism — the ten year wanderings of Homer’s Odysseus, who sets sail for his homeland, is a basis
for the plot of this masterpiece that has raised Ithaka to a universal cognitive symbol, to its pluralisation
and metaphorization (“perhaps you’ve already find out the meanings of Ithakas...”®). The work
focuses in itself all the peculiarities of Cavafy’s style — realism, suggestivity, gradual abandoning of
the rhyme through the years and usage of the vers libre, affinity of his metrical language, that combines

extravagantly the characteristics of katharevousa and dimotiki, to that of the prose.

B KaBagng, K. Ta wojuara. Abfva, Gutenberg, 2015. [«Za Bysig otov anyoupd yua v 106xm,/ vo edyecar vévar poakpig
0 dpopoc...», I6axn - my translation].
18 KaBagng, K. Ibid. [«1dn Oa to kataréBeig n [0dkeg 11 onpaivovvy, I0dxy - my translation].

95



Colloquia Comparativa Litterarum, 2017

The ‘prosaic verses’ of Cavafy reveal new psychological horizons unknown to Greek lyrics till
now, launching as well a specific Greek version of symbolism. As regards the thematic of his work
the Great Alexandrian does for the Greek literature what Baudelaire does for the French — he depicts
with a realistic sometimes even satanic tone the modern individual with his tyrannical sensitivity,
sublime aestheticism, his feeling of tragic doom and loneliness. A classic example in this semantic
direction is his poem The City where Cavafy shows travelling as an action of self-denial and
undermines the whole notion of a possible change with his hopeless scepticism. At the same time
through his poetics, Cavafy introduces in Modern Greek poetry what Eliot preaches for — the naked
expression, the techniques of conveying everyday speaking, the careful search for simple words in
which the poetical mysteries crystallize?’.

During the 1920s, Cavafy’s cultural tradition and poetical credo are successfully adopted in
continental Greece. Therefore, in the 1930s it comes time for a new revival of Greek lyrical poetry.
Hence, commence the poetic searches of Georgios Seferis (1900-1971) whose work is destined to
change Greek poesy. Kostas Karyotakis’s (1896-1928)*8 influence continues to be sensed during the
1930s but the verses of his imitators lead nowhere. The change in the literary climate comes only when
Seferis publishes his first collection of poems Strophe (1931) (Xzpogs;, which translates as ‘turn’). The
poetic Renaissance related to his name has its root stock on one side in the modern concepts of
European literature and on the other side in the literary work of two minor poets — Teodoros Doros
(1895-1954) and Nikitas Randos (1907-1988) who first introduced in Greek poetry the writing on the
basis of the subconscious elements not controlled by the logic™®.

The collection of poems Strophe is a cornerstone in the development of Modern Greek poetry.
The affinity of Seferis’s work to Mallarmé’s and Valéry’s creations is obvious; both poets have
conquered the imagination of the young artist and have become models according to which he initially
seeks to shape his writings. This poetic volume marks the beginning of the fourth and last wave of
symbolist poetry that affects the Greek world of poetic arts, but at the same time, its verses speak more
and more persistently of an artistic transition to the aesthetics of surrealism (nevertheless that in 1924
Seferis expressed his disapproval of the new literary credo). Not much later through his work
Mythistorima (1935) (Mv6ioropnua meaning ‘novel’/‘mythical history’ — even the titles become

polysemantic) — positioned in the centre of Seferis’s poesy not only chronologically, but in terms of

" Kapaviovne, A. Eicaywyi oty vedtepy moinon, c. 142.

18 Kostas Karyotakis is considered one of the most representative Greek poets of the 1920s who after his suicide had a
significant influence on later Greek poets introducing in Greek literature the fashion for melancholic and sardonic verse,
known as karyotakism.

9 Trypanis, C. Greek poetry, p. 694.
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its themes and form as well, he reaches the culmination of thoughts and tendencies developed in his
early period. His next lyrical creations would rather originate from than deviate from this centre.
Mythistorima represents also his most important collection of poems with regard to the relationship
between Seferis and contemporary English poetry. It is written at the time when Seferis was engulfed
by T. S. Eliot’s poesy. The work is a narrative poem, which comprises of 24 poems whose number
reflects the numbers of the Greek alphabet. Seferis himself has said that both history and myth, on an
equal basis, take part in his verses. Speaking with the voice of the collective ‘we’ in Mythistorima he
will lament over the desacralization of the holy space ‘native land’, he will mourn over the lack of
ideal and the non-existent pilgrimages will represent the topos of a new profane reality lacking life and
eternity.

In this collection of poems stand out the most important topics for his work — the antique and
the Neo-Greek tradition as well as their crossing point with the European culture; the melancholy that
arises from the fate of Hellenism and the nostalgia of the people belonging to the Greek diaspora who
have lost their homeland. In the eighth poem corresponding to the Greek letter H, the poet, who has
emerged in the epic discourse of the lyrical ‘we’, exclaims: “but what do our souls search, travelling/
on the decks of decayed ships/...bound with non-existent pilgrimages...”?°. The enjambments
underline the feeling of scatteredness and separation. But could the trip lead us anywhere — it looks
already quite impossible “in a country that is neither ours,/ nor yours?!. Only separation exists and as
the laws of higher mathematics prove even the minor distance looks insuperable. We ‘knew’ (the
imperfect tense functioning as conditional highlights the non-feasibility of the action), that “the islands
are beautiful/ somewhere here.../ a minor distance”?2. Travelling in all the cardinal directions — north,
east, south, west does not lead anywhere, but at least hides in itself one truth — the truth that Seferis’s
Odysseus will not forget (/9 poem). In the winding chimeras of words, memory stands as the only
possible salvation, as a universal stone of alchemy — “those who will live some time here, where we
end/ [....] let’s not forget us, the weak souls among the asphodels”?3.

Seferis is the poet who speaking with the voice of the collective ‘we’ in Mythistorima will chant
the loss of the ideal, giving a voice to the regrets of that whole generation of the 1930s, who have lost
their homeland. Kavvadias will never choose a collective ‘we’. He depicts the personal drama of the

human being on the borderline of modernity. The relation between Seferis and Kavvadias resembles

0 3epépng, . Howjuazra. Afva, Tapog, 2014, [«Md Ti Yop£vovy o1 Yoyés pHog TaéldebovTas mvm 6é KATUCTPOUATO
KateApEveV Kkapalov/....depéveg GOk, W avimapyto Tposkuviuatay, H’ - my translation].

2 zepépnc, I. Ibid. [«...uéoa og b motpida mod dev eivar md Sucr) pac/ ovte Sk cag», «H ’» - my translation].

2 3epépng, T. 1bid. [«To Eépope mdg NTav wpoic Ta viotd/ kamov £8w.../ {va ghdyicto Siietuar, H - my translation].
B epépng, I. Ibid. [«Exeivol mov kdmote 06 {Rcovy £dd mod tedetdvovpe/...4c un nag Eexdoouy, Tic advvapes Wyoyég
Léca ota acpodila...», KA’ - my translation].
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that one between Palamas and Cavafy. Only the generation of the 1920s started to understand the
verses of Cavafy. Only as time passes and big historic dramas concede their way to the tiny human
plights Kavvadias will touch the heart of the Greek and world audiences.

Thus in its wanderings through the depths of Greek modernism Greek literature shows us
‘travelling’ (act equal to separation from/acquisition of new space and time) as sadness, but also as
adventure and infinity (Kavvadias), as an action, that is pointless, but that also obtains absolute
dimensions as a bearer of knowledge and wisdom (Cavafy) and in the end, in Seferis’s verses, the
voyage reaches its total disembodiment, but as well its transformation into something new — into an
individual/ancestral memory (the only island of salvation), into a transcendent immortality of a
universal human consciousness.

Let us once again remind ourselves of the thought that “separate literatures take part in the
European modernistic community, but alternate in their own way its schemes”?*. The pallet of Greek
neo-symbolist poets is undoubtedly very rich — in the space of the bright south the monotony and
unfriendliness are balanced with radiant landscapes and the joyful breath of the sea. The pessimism,
prevailing in the writings of the authors of the 1920s and 1930s, is a reflection of the socio-political
crisis that followed the wars from the beginning of the century and the Asia Minor catastrophe. At the
same time the wave of cosmopolitan poets, creating fantasist visions, and global reformers of the Greek
literary space like Cavafy and Seferis confirm once again the heterogeneity of phenomena related to

the implementation of the modern poetic discourse in the southeast European area.
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Katica KULAVKOVA!

The European Topos in the New Macedonian Novel
Abstract

The European topos in the new Macedonian novel is accepted as a home. Young Macedonian authors
consider Europe their home. The fact that they live outside the European Union, or outside the European West,
which has for a long time been considered the implicit cultural centre of the world, does not make them less
European. Originally born in Macedonia, a cultural centre of the distant past that used to consider Western Europe
a periphery, writers such as Goce Smilevski and Olivera Kjorveziroska materialize in their works the ‘Western
European topos’ in a seemingly sidelong, but none the less essential manner. They draw attention to the dark side
of Western culture and the suppressed content that official historiography tends to conceal. They remind us that
Europe’s spiritual being knows no boundaries and that literature transcends institutional, conceptual, and ethical
frontiers. Liberated from European stigma (fallacious moral, repressed memory, colonial traumas), these
Macedonian authors reveal certain parts of the European Shadow (the collective unconscious, the historical archives
full of shameful bits). No civilization is without its dark facets. That is the law of Light. That is how Europe is,
composed of West and East, but also of North and South. It is liminal and intercultural. In its process of assimilating,
it becomes assimilated.

The interpretation focuses on novels by Goce Smilevski (Razgovor so Spinoza / Conversation with Spinoza,
2002; Sestrata na Sigmund Frojd / Sigmund Freud’s Sister, 2007/2010, Vrakanjeto na zborovite / The Return of the
Words, 2015) and by Olivera Kjorveziroska (Zakluchenoto telo na Lu / Lou’s Locked Body, 2005).

Keywords: new Macedonian novel; Europocentric narratives; scandalous images of Europe; Balkans; imagology;
alterity/otherness; history; metafiction; identity; cultural conversion; Goce Smilevski

Le topos européen dans le nouveau roman macédonien
Résumé

Le topos européen dans les romans macédoniens les plus récents est accepté comme domicile. Les jeunes
auteurs macédoniens considerent I'Europe comme leur propre maison. Le fait qu'ils vivent en dehors des frontieres
de 1'Union européenne, c'est-a-dire hors de I'Ouest européen qui était pendant longtemps le centre culturel implicite
du monde, ne les rend pas moins européens. Originaires de Macédoine, le centre culturel d'autrefois pour lequel
'Europe occidentale faisait partie de la périphérie, les écrivains comme Goce Smilevski et Olivera Kjorveziroska
actualisent “le topos euro-occidental” d'une maniére a premiére vue périphérique, latérale, mais d'ailleurs
essentielle. Ils poussent I'attention vers la partie sombre de la culture euro-occidentale, vers les contenus que
I'historiographie officielle a tendance de cacher. Ils rappellent que I'Etre de I'Europe ne reconnait pas de frontiéres
et que la littérature dépasse les fronticres institutionnelles, conceptuelles et de valeur. Libérés de la stigmatisation
européenne (morale fausse, mémoire inconsciente, traumatismes coloniales), les écrivains macédoniens reflétent

! Katica KULAVKOVA (1951) is a Macedonian writer. She has published more than twenty books of poetry (into Macedonian
original and in translation), as well as two collections of short stories, one play, and approximately forty other books, as both
author and editor. She has received numerous Macedonian literary awards. She is Professor of Literary Theory at the University
of Skopje, a member of the Macedonian Academy of Sciences & Arts and of the European Academy of Sciences & Arts
(Salzburg), a Vice President of PEN International. Passions: art photo & astrology.
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des parties de I'Ombre européenne (I'inconscient collectif, I'archive historique pleine de taches noirs). Il n'y a pas
de grandes civilisations sans visage sombre. C'est la loi de la Lumiére, de 'Humanisme et de la Civilisation. Elle
est comme ¢a 1I’Europe : constituée d'ouest et de nord, mais aussi d’est et de sud ; liminale et interculturelle. En
assimilant, elle devient elle-méme assimilée.

Mots-clefs : nouveau roman macédonien ; narrations euro-centristes ; images scandaleuses de I’Europe ; les
Balkans; imagologie ; altérité/étre Autrui ; histoire ; métafiction ; identité ; conversion culturelle ; Goce Smilevski

In the beginning of the XXI century, Macedonian novelists were focused on the so-called
‘European fopos’. Prominent European topics were explored in the novels of some relatively young, but
also well-established Macedonian authors, in a new-fangled way. In the Macedonian novel, these topics
are presented through their antinomies, starting with the contradictory ethic dimension of the European
topos, and ending with its overlaying ethnic / national and cultural diversity.?

European topics are treated in the Macedonian novel through historical narratives with literary
dimension. There are plenty of topics related to: the persecution of witches, the status of free / critical
thought, of philosophers and theologians, of women intellectuals in the X1I century; we ought to mention,
as well, the ‘Spinoza question’ in context of one’s identity (and the multiple fields it touches, focused on:
one’s name, cultural integration, anti-dogmatic beliefs, language and sexual identity); ‘the Freud question’
(focused on questions regarding anti-Semitism, psychoanalysis, alienation, sexual, religious and gender
Otherness); the ‘Macedonian question’ (focused on: forced migration, acculturation, restoration of
identity); post-Socialistic migrations and integrations (focused on: cultural and civilizational shock, on a
clash of civilizations, the European decadence, its cultural ‘creolization’ and hypocrisy... ).

The literary transformation of European historical narratives (stories, memories) is accomplished
through several techniques, such as: psychological and biographical fiction, grotesque, epistolary, in
multimedia form, historiographical meta-fiction. Moreover, the sensitization of the people from the
Balkans for European topics (from dream to despair), as well as the idealization of the ‘European
principle’, the societal transitions, the change of state borders and the notions of the very term ‘border’
itself, have created cultural and creative ambience for the creation of a novel with dynamic, ‘Eurocentric
focus’. It can be added that the new Macedonian novel constitutes a nuanced image of Europe saturated
with contrasts, dark shadows, traumas and stigmas. This image is almost equivalent to the European
chronotope presented in the new Macedonian novel.

The term ‘new’, in sense of the Macedonian novel, is not mainly focused on the newer generation

2 Questions regarding Jews, Russians, Netherlanders, Austrians, Germans, Italians, Portuguese, Castilians.
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of novels, but on those that specifically treat the ‘European question’. These novels usually reflect the
European topos and construct a specific literary chronotope, with an accent on Western and Central
European urban places (Vienna, Amsterdam, Paris, Rome, Prague). The category ‘new novel’ is partly
based on chronology and partly on style and semantics. It is basically a Euro-imagological novel that
combines different genres, styles and narrative techniques: the historical and documentary technique, the
meta-historical (historiographical meta-fiction), meta-fictional, intertextual, psychoanalytic, biographic,
epistolary, fantastic, grotesque, allegorical.

Representatives of this literary wave of Macedonian ‘European-like novels’ are: Tanja Uroshevikj
(1939), Kica Kolbe (1951), Tomislav Osmanli (1956), Ermis Lafazanovski (1961), Venko Andonovski
(1964), Olivera Kjorveziroska (1965), Lidija Dimkovska (1971), Goce Smilevski (1975) and Kalina
Maleska (1978). They have created meta-historiographical works with admirable aesthetic values that
have caught the attention of European literary critics and audiences. The reception of some of these authors
is fascinating (the novels of Goce Smilevski, for example, have been translated into over 25 languages).
Some authors have won prominent European literary awards (Goce Smilevski and Lidija Dimkovska).

In recent years, Europe has become an imaginary destination and a spiritual challenge, as well as
a second home, for some of these Macedonian novelists, in professional and existential terms. Some
already live in the EU (Kica Kolbe, for example, lives in Germany, while Lidija Dimkovska in Slovenia);
others often visit and stay for a period of time in the European literary and cultural centres (such as Goce
Smilevski, the most frequently translated Macedonian author); the rest continue to live in the Republic of
Macedonia, but they slowly, but surely ‘migrate’ towards the Western European region as a result of their
works being translated into other languages (Olivera Kjorveziroska, Ermis Lafazanovski, Venko
Andonovski, Tomislav Osmanli).?

The fact that most of these authors live in the Republic of Macedonia, or rather outside the
boundaries of the European Union, makes them neither more Balkan nor less European. Only the threshold
of sensibility is what is brought into question, on the Balkans, as well as in Europe; this resulted in the
creation of a certain ‘criss-crossed Europe’, a zone of discrete cultural conversion and assimilation. This,
consequently, reduced the rigid boundaries between European cultures. Finally, the attribute ‘European’

itself has lately experienced visible transformations that affect the category of identity in historical and in

% The interpretation in this paper will be based on examples taken from the novels by Goce Smilevski (Conversation with
Spinoza, 2002, Sigmund Freud’s Sister, 2010 and The Return of the Words, 2015) and Olivera Kjorveziroska (Lou’s Locked
Body, 2005).
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contemporary Europe, and these processes entail revision of the identity as such in Southeast Europe and

in the Balkans.

**k*

At the beginning of the XXI century, the increased sensibility of the Balkan people towards the
European topos became apparent. Intellectuals became visibly interested in Europe due to several major
internal and external political, cultural and societal changes. Among these the most important ones were
the breakup of former Yugoslavia, the declaration of independence of the Republic of Macedonia, the
revision of the national and civil state (in favour of the dubious concept known as ‘multi-ethnic state’);
then the change of inherited borders and moral values, the signing of the Schengen Agreement, the
acceleration of migration; not less important were the manipulation with Balkan and European stereotypes
of Otherness, as well as the new interpretative strategies in politics and art, the development of new
technologies, media and communications (electronic publishing, social networks). Several key factors
related to the European cultural policies have played their part as well. We find examples of these in the
stimulative forms of integration of the Macedonian writers in European literary trends, mainly through
financial support of literary translations, publishing projects with key focus on Southeast Europe and the
Balkans, visits of Macedonian authors to different European residencies, winning of European awards,
networking of literary festivals and associations.

This juncture affected the understanding of the European milieu, of what it meant to be a part of
the European culture, but also of the very essence of the term ‘identity’. As a result of these changes, the
Macedonian novel became open to the European cultural reality and history as a sort of matrix of European
modernity and as a generator of subsequent ‘Euro-genic’ changes. Facing Europe closely, more
personally, the Macedonian writers first experienced the European reality as a counterpoint to the marginal
and marginalized Balkans, i.e. of the Macedonian ‘province’. They have also been faced with the Balkan
delusions concerning European democracy, humanity and civilization. Faced with conflicting images of
Europe, they began to explore the close and distant European history. They have reconstructed, in terms
of fiction or meta-fiction, several historical events and personalities, primarily in terms of their internal
contradictions, from the focal point of phenomenological and ontological tensions. In order to accomplish
this, they did not necessarily follow, in the literal sense, the Macedonian vision of Europe. Macedonian

imagology is mostly based on characters that are not Macedonians, although there are exceptional cases
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(for instance in Hrapeshko by Ermis Lafazanovski, in Hidden Camera by Lidija Dimkovska or in
Casablanca by Kica Kolbe). In other words, Europe was treated essentially, and not just through the prism
of Macedonian migration in the new Macedonian novel.

The sensibility towards the European topos meant higher sensitivity to inherited moral, racial,
gender, familial, religious and other taboos and dogmas. The liberated mind of Macedonian authors
critically approached the radical forms of perfect and imperfect cultures (most notably in the opposition
‘Europe as an ideal versus the Balkans as a dump’). With this the traditional (ethic, aesthetic and
ideological) criteria were destabilized, as a requirement for the establishment of a new system of values,
but also of categories, that had an enormous impact on literary discourse. A new ‘worldview’ was created,
or rather a discrete perception and auto-perception of Europe and the Balkans. Therefore, the literary
perception of Europe has transformed into a free perception of the world via European experiences.

What is, exactly, essential for the image of Europe in the Macedonian ‘European-like’ novel?
Macedonian novelists offer a vision of the ‘“Western European topos’ from a seemingly lateral perspective.
It is evident that this approach resulted in perceiving some of the essential problems of contemporary
Europe. These Macedonian writers shed light on the ‘darker side’ of the Western European culture,
pinpointing suppressed content, that official historiography attempts to hide and forget. The new
Macedonian novel reminds us that Europe’s spiritual being does not recognize formal state borders and
that literature has the ability to transcend the institutional framework, i.e. conceptual and other stereotypes
related to ethnic values, as well as the divisions of the centralized and marginalized, of the bigger and
smaller...

The Macedonian ‘European-like’ novels reflect, implicitly or explicitly, the relations between the
Balkans and Europe, as relations between two parts of the same whole; this whole is composed of central
and peripheral parts, although the identity of these two parts does shift throughout history.* These novels
construct a literary and conceptually provocative ‘Macedonian vision’ (image, imagology and
interpretation) of Western and Central Europe in different periods (the Middle Ages, the Renaissance, as
well as the end of the XX and the beginning of the XXI century). That production has profiled what today
is already recognized as a wave of narrative imagology of Europe in Macedonian literature, a wave that
deserves more careful interpretation in literary criticism and in literary theory.

Liberated from the Western European stigma (i.e. colonial delusions and post-colonial traumas),

* The Balkans, which nowadays are considered a “‘periphery’ or as liminal and borderline regions, were once cultural centers
with great significance for Europe.
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the aforementioned Macedonian novelists have focused on ambitious research and on raising the
awareness towards the sensitive parts of European history and on its Shadow. They enter boldly in the
European archives full of testimonies of the Medieval Inquisition and the violent conversions and
persecutions on religious, political, national and ideological basis, as well as of racist memories and anti-
Semitic narratives.

These novelists (especially Goce Smilevski, Lidija Dimkovska and Olivera Kjorveziroska),
question Europe’s collective memory, eagerly inquiring and offering indisputable historical citations that
illustrate the European xenophobia, moral hypocrisy, cultural hierarchy and imperial database. They have
created literary, allegoric and inverted histories of Europe through the prism of the European periphery
that was infiltrated and integrated in the European centres. They sometimes achieve this by carnivalization
of narratives, sometimes through intertextual irony, sometimes through direct and indirect citations and
personal memories, yet always remaining faithful to the method and style of literary psychoanalysis and
psychological interpretations. This enabled them to reach the zones of suppressed impulses and
unconscious archetypal contents, which are given in the form of concrete and recognizable historical
configurations. In their novels, the immanent European cultural diversity is turned into a narrative that
suffers from a guilty conscience and unsolved inner conflicts.

The aforementioned Macedonian ‘European-like’ writers, surrounded by the historically and
politically infected Macedonian social ambient, have shaped a new, provocative, revisionist poetics of the
novel, simply because they invested their time on (researching) the European topos. By doing so, they
have manifested satiation with the domestic reality in their own country and of Macedonian history
overall. This leads to an expression of resistance towards future auto-perception of domicile history,
towards ethno-romantic discourses of the Balkanized ‘ethnic communities’ in the Republic of Macedonia,
nurtured by the attempts at antiquisation by current cultural policies.

This has led the Macedonian ‘Eurocentric’ novelists to the true notion of the past and present
European Otherness (or alterity); they have transformed Europe in an ‘object of desire’, which has
prompted them to deconstruct, in a critical manner, the model called Europe. Namely, they have focused
not only on its positive, but also on its negative aspects. They have realized that Europe, just like any other
model, is and was idealized. This has led them to accept the imperfection of the European model as a
necessity and as a reality. This, consequently, has formed the basis for dethroning the European ‘ideal’,
in order to release the excess of illusions and political dramas, in the same time enabling them to get closer

to an (elusive and powerful) image of Europe as it is and as it was. In reality, Macedonians have grown
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weary of the powerlessness imposed by erroneous politics in the past twenty years. They have grown
weary of the feeling of being ‘lesser than a grain of sand’, punished to sit in a narrow corner or remain in
a blind alley.

Liberated from the constraints of the ideal, paradigmatic and stereotyped Europe, Macedonian
novelists managed to project European reality through a prism in which one can sense the discrete charm
of the European East and the Balkans. In several captivating and thoughtfully structured novels, a literary
dialogue between cultures is conceived, a dialogue between the centre and the periphery, nurtured by
philosophical, psychological, political and anthropological contexts. Nothing is, nor can be absolute, pure
nor perfect. Neither the Centre is an ideal ‘telos’ of Europeanism, nor the Periphery is a liminal cultural
margin; on the contrary. For example, in the core of the leading European avant-garde in the XIX and XX
century, a lot of names and texts were inscribed that bear the mark of ethno-cultural ‘hybrids’.

The European culture has enormous power of assimilation and appropriation. It is mimicry of
‘imaginary Europeanism’. In reality, Europe is an intercultural amalgam, often presented through its most
prominent figures, representatives of the peripheral and the discriminated peoples, cultures and regions.
Without these, the European culture would have been far more monotonous and more sterile. Namely, can
we even imagine the colourful gamma of European culture (art, science, urban culture) without the
nuances given in the works by: Sigmund Freud, Albert Einstein, Baruch de Spinoza, Franz Kafka (a Jewish
contribution to European science, literature, philosophy, psychiatry), Lou Andreas-Salomé (a Russian
contribution to the European cultural stage, psychiatry, literature), Gustav Klimt (an Austrian painter with

Moldovan origin), just to name a few of them?

**k*k

In the novels of Goce Smilevski the author treats topics verging on the scandalous (the morally
illicit) or going beyond that, thereby representing a European chronotope, a European socio-cultural,
existential, spiritual and religious ambient, through the prism of a certain moral code and its anomalies.
The European ‘being’ is contradictory and schizophrenic, torn between aesthetics / science and ethics. It
is intriguing that all of the more complex ‘Euro-genic’ deformations are observed from a moral standpoint,
despite being described subtly, in an essayistic and often theoretical manner, through the usage of
psychological models. The European topos, as well as the European imagology, initiate ethic discourse in
the Balkan ‘periphery’, i.e. they imply relations of conflict in the system of social, religious and

civilizational values. These become apparent in topics such as: the discrimination of women, racial and
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religious discrimination, but also discrimination on familial, ethnic, political and gender background.
Theology, philosophy, ethics, politics, eroticism and discourses of (imperial, racial, military) power or of
the (colonial) impotence are constantly intersected with the question of identity and Otherness, on a macro
European, but as well as on a micro-level, in the family, in the community consisting of members of the
same religious belief, in the religious (often conflicting, exclusive) interpretations of the holy scriptures
(the Torah, the Bible), or in the very essence of the human being.

Goce Smilevski, in his three novels, manages to demystify the European topos through the stories
of several prominent historical figures in different historical circumstances. In his first two novels, he
raises the questions of identity, intellectual freedom, homosexuality, motherhood, excommunication,
incestuality and madness, in the context of Europe’s racist and anti-Semitic history (Conversation with
Spinoza, Sigmund Freud’s Sister). In his novel Conversation with Spinoza, an epistolary and dialogical
novel (based on the concept of ’duoglossia’), the author treats the alienation and excommunications of
Jews within the Jewish (religious) community, through the character of Spinoza. The persecution of open-
minded people who think differently than most others in their community (the archetypal Jewish
Otherness) is first noted in the familial history in Lisbon, Portugal (through multiple conversions of the
ethical and religious identity, of the name and personal legitimacy of the leading character), to continue
later on in Holland, where Spinoza dares to interpret the Jewish cannon in his own rational, logical and
ethical manner (which will result in his expulsion from the Jewish religious and ethnical community — the
so-called heremor censure — as well as from his family). As a consequence of this punishment Spinoza,
although a brilliant philosopher, ends honing lenses for a living, being left on the mercy of a few of his
Dutch friends and other prominent intellectuals. Spinoza’s identity as Judaist and as a part of the Jewish
community starts to disperse simultaneously, in the same pace, as the dispersion of his open-minded,
sensible, bipolar gender and sexual identity.

In the novel Sigmund Freud’s Sister the author Smilevski challenges the humanism of the founder
of modern psychoanalysis, Freud, who in 1938 left Vienna in order to protect himself from the resurgent
Nazism. He (Freud) later on settled in London where he met with his close relatives, maids and pets, but
not with his four sisters (which later on lose their lives in the Theresienstadt concentration camp). The
main narrator in the novel is Freud’s most talented sister, Adolphina Freud, a figure of a victim and of an
enlightened humanist. Through her story, the author tries to depict the ‘splendour and misery’ of the
European civilization, as its tragic constant.

In his last novel, The Return of the Words (2015), Smilevski uses the historical figures of Peter
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Abelard (a philosopher and theologian) and Héloise (a talented student and nun) to raise the issues, once
again, of motherhood, identity and the rejected son, as well as issues of marriage, love affairs in
conservative and patriarchal Christian environment, the inequality of women versus men, as well as the
homosexual sensibility, using Medieval XII century France as a main background. The image of Europe
in Smilevski’s novels moves the main focus off the primary, stereotypical prejudice of the ideal European
model, towards certain problematic and scandalous figures of Europe. This sort of aspiration has turned
into a cult, which people and countries (that are not part of the European Union) follow, while the
European cult is used as a leading criterion of perennial values; this, consequently, generates new
imaginary and real boundaries, divisions, stigmas, traumas, new segregation and new conflicts.

Something similar can be witnessed in the novel Lou’s Locked Body (2005) by Olivera
Kjorveziroska. In her novel, the author deconstructs the methodology of physical captivity (or the quality
of being locked) and of physical liberation (or being ‘unlocked’). The setting for this narrative revolves
around the ‘imaginary history’ and mise-en-scéne of XX century’s intellectual Austrian Europe. The
author perceives certain common places for this cultural and historical ambient (the Austro-Hungarian
setting), connected to historical figures such as: Lou Andreas-Salomé (1861-1937), Friedrich Nietzsche,
Rainer Maria Rilke, Paul Rée, Sigmund Freud and his daughter Anna Freud (the key that unlocks the
repressed sexuality and identity), through inner, intimate, perverse, enigmatic and just seemingly marginal
aspects. She unravels the ‘centres’ of the stereotypical European power in a metafictional, intermediary
(by usage of photographs) and intertextual manner (by citations, pseudo-citations, paraphrases and
allusions), creating thus a multifocal (psychological, biographical, meta-fictional, meta-historical and
subversive) image of Europe.

The novels of Goce Smilevski and Olivera Kjorveziroska show us that we ought to approach
Europe’s historical narratives and biographies in our own (subjective) way, as if they were our own, with
the level of vividness, credibility and sensibility plausible for the world of the novel, not through the lens
of philistine or avant-garde Europe. The literary truth is somewhere in between, on that spot where the
Western European and Balkan sensibilities intersect, the document and its simulacra, the official and the
imaginary biography, the factual and the essential motherhood, the manifested and the latent sexuality,
the conscious and the unconscious, the reality and dreams, somewhere between the image of Europe

trapped in constructed clichés and that liberated, insolent, polygamous, aesthetic Europe.
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**k*

To summarize: the novels by the Macedonian writers that belong to the (relatively) new generation
(the 60’s and the 70’s of the XX century) project, through sensible imagology, the conflicting faces of
Europe, marked by its essential and existential antinomies, with a main focus on the European hypocrisy,
presented via several historical, biographical, psychological and narrative angles. It particularly stresses
the Jewish question® that is firmly embedded in the collective and in the individual, in historical and
mythical memory; as such, it is an issue without which the shadow of Europe cannot be recognized nor
accepted.

No great civilization is saved from its dark side. That is the Principle of Light and Enlightenment,
the supreme rationale of Humanism, the very essence of the Modern and the Postmodern. Such is Europe,
consisted of East and West, but also of North and South; full of conscious and unconscious elements, full
of blockades and obstructions, of contradictions and fascinations. By assimilating its periphery, Europe
assimilates itself into this ‘periphery’. By adopting the world, Europe has allowed itself to be adopted by
the world. This resulted in the creation of a contemporary cultural hybrid that we, nowadays, call Europe.
The process of cultural assimilation has adopted elements of cultural interaction and started to look like
an enormous dialogue between cultures, in which every subject appropriates elements from his fellow
speaker and vice versa. This resulted in the shrinkage of the gap between paradigmatic Europeans and
other people who have migrated from other continents and peripheries.

The ‘individualization’ of the European being is impossible without the awakening, without the
verbalization and the integration of its ‘black holes’. If Europe aspires to preserve the image of being the
‘cradle of civilizations’, of civil democracy and modern art, if it aspires to be identified with the slogan
‘Liberty, Equality, Fraternity’, than it has to face itself in order to overcome itself and leap forward and
achieve higher spiritual forms of ‘being’. Europe ought to, not just formally, but essentially, face the dark
parts of its history (the Inquisition, the anti-Semitism, the Shoah, the racist, religious and ethnical
conversions) and to finally face and resolve its current forms of violence, of discrimination and
xenophobia. Europe has the creative and the intellectual potential to achieve this, which means that it can
create a vision for survival of the European civilization, no matter whether this vision is created in the

centre or in the periphery. Both are part of the same whole.

5 Europe for the Jews is not just an ordinary continent, but more of a ‘country’ which they have long inhabited, spreading from
Portugal and Spain in the west, to Russia and Ukraine on the east, then the Netherlands and Denmark on the north, and ending
with Macedonia and Greece to the south.
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Darina FELONOVA!

Vassilis Alexakis and Dumitru Tsepeneag — Otherness and Exile

Abstract

The paper displays and analyses the characteristics of the writing of two authors from the Balkans who
immigrated to France in the 1960s and 1970s — Vassilis Alexakis (of Greek descent) and Dumitru Tsepeneag
(of Romanian descent). The study traces their critical reception in both France and the lost motherland and
outlines certain peculiar features of the immigrant mentality and the complicated self-perception of the
immigrants in the context of the dual reality of their existence. It also addresses the causes of the inability of the
writers themselves and their literary characters to belong fully to one cultural heritage, and the identity issues
that arise from this fact.

Keywords: Balkan literatures; migration; identity; otherness; Vassilis Alexakis; Dumitru Tsepeneag

Bacunuc Anekcakuc u {ymutpy LeneHsir — Apyroct u M3rHaHUu4ecTBO
Pesrome

CratusTa pa3riex/ia 1 aHaTu31Mpa XapakTepUCTUKUTE Ha TBOPUECTBO Ha JIBaMa aBTOPU, MUTPUPAIH OT
bankanute BpB ®pannms npe3 60-te u 70-te ronnau Ha XX Bek — Bacunmuc Anekcakuc (C TpbLIKH TPOU3XOT)
n Hymutpy Lenensr (¢ pymbHcku mpousxon). IIpocnensBa ce kpuTtudyeckara UM peLENIUs KakTO BBHB
Opannus, Taka ¥ B HaIlycHAaTaTa pOJIMHA, U CE€ OUepTaBaT ONpECIeHH crielIMQUIHN YepTH Ha MUTpAHTCKaTa
MEHTAJIHOCT 1 Ha CJIOKHOTO cebeycellaHe Ha MUTPAaHTUTE B KOHTEKCTa Ha IBOMCTBEHATa PEATHOCT Ha TIXHOTO
cbliecTByBaHe. [locoueHn ca mpUYMHUTE 32 HEBB3MOXKHOCTTA HAa CaMHUTE aBTOPU M Ha CH3AAZACHUTE OT TAX
XYZOKECTBEHH 00pa3u Jia NpUHAIUIeKaT HAIBIHO Ha €IHO KYJITYPHO HACIEICTBO WM HICHTUYHOCTHHTE
pobeMu, MPOU3NH3AIIN OT TO3U (aKT.

KirouoBu aymu: GajkaHCKH JIUTEPATyPH; MUTPALIUs; HASHTHUHOCT; Apyroct; Bacunuc Anekcakuc; JJymutpy
Ienewnsr.

Amin Maalouf, writer of Lebanese descent who has lived in France since 1976, reveals some
very distinctive features of the immigrant mind-set and expresses his views on the identity issues and
the internal duality of the immigrant in his book of essays In the Name of Identity: Violence and the

Need to Belong:

How many times, since | left Lebanon in 1967 to live in France, have people asked me, with the best
intentions in the word, whether I felt “more French” or “more Lebanese”? And I always give the same

! Darina FELONOVA has a PhD in Comparative Literature and a Master’s Degree in Balkan Studies from Sofia
University St. Kliment Ohridski, Department of General, Indo-European, and Balkan Linguistics with the Faculty of Slavic
Studies. Recent publications: “I travel myself“— nomadic motives originating from the Balkans. — Colloquia Comparativa
Litterarum, Vol. 2-1, p. 38-45. http://ejournal.uni-sofia.bg/index.php/Colloquia/article/view/26/21: MurpanTckata
HWACHTUYHOCT B TBopuecTBOTO Ha Bacmmmc Anekcakuc u Jymutpy Llemensr. — B: bankanckure e3uiy, Tutepatypu u
Kyntypu. Jluseprennus u koaseprexius. Copusi, Y HUBEpCUTETCKO U3AaTencTso ,,Cs. Kimmment Oxpuacku®, 2015, c. 477—
484. [The migrant identity in the works by Vassilis Alexakis and Dumitru Tsepeneag. — In: Balkan Languages, Literatures
and Cultures. Divergence and Convergence. Sofia University Press, 2015, p. 477-484.] She is currently coordinator and
assistant editor of Sofia University e-journal Colloquia Comparativa Litterarum.
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answer: “Both!” | say that not in the interests of fairness or balance, but because any other answer would
be a lie. What makes me myself rather than anyone else is the very fact that I’'m poised between two
countries, two or free languages and several cultural traditions. It is precisely this that defines my
identity. Would I exist more authentically if I cut off a part of myself??

Maalouf argues passionately that there is no necessity to choose only one cultural and ethnical
allegiance and each individual has the right to reinvent himself and his beliefs and not to be bound by
some “fundamental truth” or “essence determined once and for all at birth”3,

That being said, the author himself admits that the inherent duality of the immigrant is unique
and very often misunderstood by others around him. The immigrant is simultaneously more and less
than other individuals: he speaks more than one language, he belongs to more than one culture and
sometimes even has more than one ethnical and national consciousness, which certainly fuels his
creativity, but, on the other hand, creates the constant need for him to prove his affiliations and to defy
the preconceived notions and prejudices standing in his way. As a result, the immigrant very often
feels like an observer and an outsider in the communities he wants to be fully accepted by.

In the introduction to her anthology Exile and Creativity: Signposts, Travellers, Outsiders,
Backward Glances, the literary and cultural critic and theorist Susan Rubin Suleiman defines the broad
connotations of the concept of exile and explores its “melancholy tension”: “In its narrow sense a
political banishment, exile in its broad sense designates every kind of estrangement or displacement,
from the physical and geographical to the spiritual®. Therefore, despite how successful his integration
was and how well everyone treats him, the exiled individual is fated to be more or less “the other” and
“the foreigner”, the constant traveller without home and roots.

This research explores the specific situation of two writers, VVassilis Alexakis (of Greek descent)
and Dumitru Tsepeneag (of Romanian descent), who emigrated from the Balkans and settled in France
in the 1960s and 1970s. Born in 1943, Vassilis Alexakis studied at the journalism school in Lille
(France) in the period 1961-1964 and then returned to Greece. Because of the Greek Military Junta
(The Regime of the Colonels) of 1967-1974, he went into exile to Paris in 1967. Currently he is
constantly travelling between France and Greece. Dumitru Tsepeneag was one of the founding
members of the Oneiric group, a surrealist Romanian literary group formed in Bucharest in 1964. He
did not hide his misgivings concerning the political life in Romania and was very vocal in his opinions

against the totalitarianism in the Romanian society and the lack of literary freedom. As a result of his

2 Maalouf, Amin. In the Name of Identity: Violence and the Need to Belong. English translation by Barbara Bray, New
York, Arcade Publishing, 2000, p. 1.

% lbid. p. 2.

4 Suleiman, Susan Rubin. Exile and Creativity: Signposts, Travelers, Outsiders, Backward Glances. Durham and London,
Duke University Press, 1998, p. 2.

® lbid. p. 1.
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dissident activity, Tsepeneag was placed under surveillance by the Romanian secret police, the
Securitate, and was formally indicted in 1975. The same year, while he was in France, Tsepeneag’s
citizenship was stripped through a presidential decree signed by Ceausescu, and the writer settled
permanently in Paris. Currently he resides in both Paris and Bucharest.

This enforced separation of the two writers from their countries due to political and ideological
disagreements with the authorities leaves a deep wound in their personal identity and greatly influences
their writing. As individuals who express themselves in two languages and within two literatures —
their native (respectively Greek and Romanian) and the French — they are subjects to literary criticism
by both sides. Because of that, one of the main topics explored in the works by Alexakis and Tsepeneag
is the awareness of the immigrant that he exists between two cultural and ethnical entities but
ultimately belongs fully to neither one of them.

At the very beginning of his autobiographical novel Paris-Athénes® [Paris-Athens], Alexakis
emphasizes his vague and ambiguous place in the modern literary history: « Je pensais que, si les
Frangais me considéraient comme auteur grec, mes compatriotes seraient davantage fondés a me
classer parmi les étrangers »’. His inability to assign himself exclusively to any of these two cultural
and literary domains, within which he functions as a writer, is clearly expressed in the novel Je
t'oublierai tous les jours® [I will forget you day by day]. Here, regarding his first published novel,
Alexakis writes the following: « Il n’appartient pas a la littérature grecque. Peut-étre n’appartient-il
pas non plus a la littérature francaise ? »° Dumitru Tsepeneag also suffers from such doubts and cannot
accept easily his imposed detachment from the Romanian literary space. Affected by the fact that some
of his compatriots*® marginalize him within the Romanian literature and do not let him out of the
imposed label of “writer in exile”, he seeks to re-establish himself as a Romanian author.

The characters in the novels by Alexakis and Tsepeneag are always immigrants, foreigners
trying to fit into the new environment. They feel like they do not belong fully anywhere — either in
France or in their homeland, however, they actively fight to protect their right to speak and write (or

be translated) in both languages and to be mediators between their two cultural and literary worlds.

6 Alexakis, Vassilis. Paris-Athénes. Paris, Seuil, 1989.

7 1bid. p. 20. “I thought that if the French consider me a Greek author, my compatriots could rightly attribute me to the
foreign writers*. [My translation]

8 Alexakis, Vassilis. Je t'oublierai tous les jours. Paris, Seuil, 2005.

% Ibid. p.96. “It [the novel] doesn’t belong to the Greek literature. Maybe it doesn’t belong to the French literature either”
[My translation]

10 Here, 1 allude to some of the Romanian writers, literary critics and historians, who are commonly known as “the
generation of the 80s years of XX century”. For example, lon Negoitsescu, a literary critic, historian, poet and novelist,
declines to accept Tsepeneag’s novels written in French language as part of the Romanian literature, with the argument
that “the language is the sole criterion for determining a literature”.
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The autobiographical novel Paris-Athenes by Vassilis Alexakis follows the writer’s journey
between Greece and France. It describes the experience of changing countries and languages and
explores the identity issues that arise from this complicated process. This work is perhaps the most
personal and intimate reflection of the inner struggle that torments Vassilis Alexakis, and it represents
a thorough psychological analysis of the inevitable crossroad position of the immigrant. Alexakis
writes not only about his personal feelings and experiences, but he is also very interested in meeting
other immigrants and observing their circumstances and levels of integration. He has the ability with
an astounding acuteness to recognize and point out the symptoms of the endangered and fragile identity
— especially when it comes to the next generation, the children of these immigrant families. In his
opinion, the parents have the privilege to remember their homeland and even to dream of a return that
will never take place, but the children have no such dreams anymore. They have been culturally
assimilated and Alexakis sees them as « tiraillés entre deux cultures qu’ils ne possédent le plus souvent
que partiellement »*L.

As implied by the very title of the novel Paris-Athenes, the mobility between France and
Greece, between Paris and Athens, symbolizes the psychological duality of the immigrant author. As
Alexakis himself admits — being always on the road makes it impossible to recognize a certain space
as really “his own”: « Ma fatigue est peut-étre due aux efforts que j’ai consentis depuis longtemps pour
conquérir une nouvelle identité sans perdre I’ancienne. [...] Mes déplacements incessants m’ont
empéché de m’habituer complétement aussi bien a Paris qu’a Athénes »*2. The writer is so tired of
this incessant geographical and spiritual travelling, and the internal conflicts it creates, that he even
considers going through the process of becoming a French citizen, but his Greek cultural and ethnical
consciousness and the loyalty to his childhood memories!® are too strong to allow him to do this. He
also fears that the French citizenship will fracture his dual identity even more and will leave him in a
state of no identity whatsoever. However, ultimately Alexakis does not give in to depression and does
not let himself be defined by either the French or the Greek side. He takes the decision to embrace his
duality and to learn to live with it, and even to see its positive sides: « J’avais décidé d’assumer mes

deux identités, d’utiliser a tour de role les deux langues, de partager ma vie entre Paris et Athénes »'.

1 Alexakis, Vassilis. Paris-Athénes. Paris, Seuil, 1989, p. 95. “Torn between two cultures they usually possess only
partially”. [My translation]

12 1bid. p. 212-213. “My fatigue may be due to the efforts that | have exerted for a long time to conquer new identity
without losing the old [...]. My constant movement prevented me from fully adjusting to either Paris or Athens”. [My
translation]

13 1bid. p. 58.

1% Ibid. p. 195. “I decided to assume my two identities, to use in turn both languages, to share my life between Paris and
Athens”. [My translation]
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As was pointed above, Alexakis feels deeply the need to reconnect with his Greek heritage.
Therefore, in his novel La Langue maternelle® [The mother tongue], which also intertwines
autobiographical and fictional, the author returns to his native Greek world, however, not without
emotional turmoil and increasingly complicated identity issues. The main character in the novel, the
Greek immigrant Pavlos Nikolaidis, after twenty years of living in France finally returns to Greece.
Pavlos takes as his project the deciphering of the meaning of the letter epsilon displayed at the entrance
of the temple of Apollo at Delphi. His coming back to his homeland coincides with the Easter holidays,
and the choice of this sacred time is not accidental. The religious calendar celebrates the resurrection
of Jesus Christ, while Pavlos experiences symbolic resurrection. He rediscovers his relationship with
the mother tongue, with the ancient Greek history and the abandoned homeland or, in other words,
undergoes specific cultural re-assimilation. However, this re-assimilation is not absolute and does not
occur without problems. Pavlos, as the representative of two cultural codes, the acquired French and
the native Greek, continuously compares and evaluates the two codes, which in itself is a sign that he
cannot belong to them completely and will always be more of an observer than a full participant in the

cultural and ethnical relationships:

Il était évident qu'ils se connaissaient tous trés bien, je n'entendais autour de moi que des prénoms,
Yorgos, Nicos, Socrate, Eléonora, Dimitra, Catérina. A Paris, dans les mémes circonstances, il me
semble que jaurais surtout entendu des noms de famille [...] J'ai été jaloux de ces démonstrations
d'amitié comme si je ne faisais pas partie de la méme société, comme si j'étais un intrus?®.

Similar are the topics and the problems that we meet in the novels by the Romanian writer
Dumitru Tsepeneag — especially in his series of books, including the novels Hotel Europa®’ [Hotel
Europe], Ponts des Arts®8, Maramures'® [Maramures] and Camionul bulgar? [The Bulgarian truck].
These four novels represent the fate of the Romanians who emigrated from their country before and
after the events of 1989 in search of a better life in the European West. The narrator of the story in all
four books is a Romanian dissident author who escaped from the totalitarian regime and settled in
Paris. It is obvious that this narrator is a literary counterpart of Tsepeneag himself, and through his

voice, we can see many of the aspects of the professional and personal life of the exiled author.

15 Alexakis, Vassilis. La Langue maternelle. Paris, Stock, 2006.

16 1bid. p.45. “It was obvious they knew each other very well, I could hear around me that they were on a first name basis:
Yorgos, Nicos, Socrates, Eleonora, Dimitra, Caterina. In Paris, in the same circumstances, I’d have heard mostly family
names... | was jealous of the friendly demonstrations, as if I were not part of the same company, as if | were an intruder”.
[My translation]

17 Tepeneag, Dumitru. Hotel Europa. Bucuresti, Albatros, 1996.

18 Tepeneag, Dumitru. Ponts des Arts. Bucuresti, Albatros, 1999.

19 Tepeneag, Dumitru. Maramures. Cluj Napoca, Dacia, 2001.

2 Tepeneag, Dumitru. Camionul Bulgar. Tasi, Polirom, 2010.
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In the novel Hotel Europa, multiple storylines are intertwined, united by the feeling of a
perpetual motion, a spontaneous and irreversible nomadism. The novel describes the escape of a young
Romanian, named lon, from his homeland and his difficult journey to the final destination — France.
During the tumultuous events in the Romanian Revolution of 1989, the migration was the chosen path
for many Romanians and was seen by them as the only possible salvation from the surrounding horror.
lon also believes in this imaginary dream, until he comes into contact with the new environment and,
instead of prosperity, he faces the criminal underworld, hiding in the shadows of the developed western
civilization. Ion is “the other”, “the outsider” in this new world, he is looked upon with suspicion (a
couple of times he is called disdainfully a “gypsy”) and very often is forced to seek help from other
illegal immigrants like himself who are part of the criminal underworld, which puts him in many
dangerous situations. In the second storyline, the novel Hotel Europa simultaneously follows the
efforts of the narrator, the already mentioned above immigrant dissident writer, to write a book about
what is happening in Romania, including in it even an account of Ion’s adventures throughout his long
journey (thus Tsepeneag actually writes about writing a novel). This Romanian dissident writer, as
opposed to lon, is a representative of the legal and intellectual migration group. He is well integrated
into the French community, and his work is accepted with respect, he is even married to a French
woman — Marianne (also a recurring character in Tsepeneag’s novels), but that does not mean that he
does not go through serious identity issues and insecurities. The writer has to defend constantly his
loyalty to the Romanian literary and cultural space, and in every conversation, he has to explain to his
French friends and even to his own wife the specifics of the Romanian mind-set and his own political
and social opinions.

In the novel Maramures Tsepeneag develops the theme about the complex role of the immigrant
writer as an intermediate figure between two literatures and two languages. He describes the
consequent problematic reception of his work by the French reader who is not familiar enough with
the Romanian literary trends. At the beginning of the novel, in a phone call with a French reader the
Romanian dissident author defends his role as a representative of the Romanian literature who, despite

living in France, writes in Romanian and has a Romanian consciousness:

- So, you are a Romanian author.

- Yes, I’'m a Romanian. And for some time I’ve been writing again in Romanian.

- [ didn’t even know that there are writers in Romania.

- And yet they exist. Look at the title page, there is written: translated from Romanian.
- Yes, of course, but who looks at the title page. Although, you live in Paris, right?

- Yes, I’ve lived in Paris for nearly thirty years.

- Yes, of course, now it’s getting clear...

- What exactly?

- You’ve lived in Paris since you were a little kid...
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- Not so little?!, [My translation]

In Maramures we meet again many of the characters from Hotel Europa, but this time the
journey is back to their roots — they travel from France to Romania. Here, we see that often the
imagined return to the homeland has very little to do with the real physical return. Despite that at the
beginning of the novel, the narrator, the immigrant dissident writer, defends passionately his Romanian
identity, when he is at last back in Romania, he remains misunderstood and alone, a little out of place.
His return to Romania is accompanied by many more personal and identity crises, and it is obvious
that even on his home soil the writer still considers himself a foreigner:

I hope it heals not only the rheumatism but also the mental pain, or at least assuages them, prevents them
from becoming deadly, such as the pain of exile, which has less to do with where you are, and more to
do with the bad habit of thinking of yourself as an individual detached from the community... individual
without an address, isolated and tormented by the longings. I want to say that here in Maramures, I don’t
feel more at home than in the foreign countries; maybe for me “at home” doesn’t exist... 22, [My
translation]

From all of the above, we could say that, although both Vassilis Alexakis and Dumitru
Tsepeneag experience the feeling of profound alienation from certain places or people and recognize
the specific “otherness” in themselves, they react in different and very personal ways. Alexakis
believes that by accepting his dual identity, he will reach some kind of harmonious coexisting between
his two “essences”, the French and the Greek, and will protect them both. Unlike him, Tsepeneag
passionately defends the priority of his Romanian identity, even when he feels estranged and displaced
from the Romanian cultural entity.

These different attitudes towards the immigrant situation are also reflected in the distinctive
aspects of their imposed bilingualism. This bilingualism does not occur in the same way by both

authors and is motivated by different ideas and beliefs. Because the use of two languages — French and

21 Tepeneag, Dumitru. Maramures. Cluj Napoca, Dacia, 2001, p.8.

- Sunteti roman agadar.

- Da, sunt si roman. lar de catva timp scriu din nou in roméaneste.

- Nici nu stiam cd exista scriitori in Romania.

- Existd totusi. Uitati-va, scrie pe pagina de garda: traduit du roumain.

- Da, sigur, dar cine se uiti pe pagina de garda. Insa locuiti la Paris, nu-i asa?

- Da, locuiesc la Paris de vreo treizeci de ani.

- A, sigur, atunci se explica...

- Ce anume?

- Locuiti la Paris de mic copil...

- Nu chiar asa de mic.

22 1pid. p. 300. “Sper sd nu lecuiascd doar reumatismul dar si bolile sufletului, ori micar si le aline, s le impiedice si
devina mortale, boala depeizarii de pilda, care n-are nici o legatura cu locul in care te afli, ci cu naravul de a te gandi pe
tine Tnsuti ca pe un individ rupt de colectivitate, oricare ar fi aceasta, individ izolat si macinat de doruri fara adresa. Vreau
s spun ca nici aici, in Maramures, nu ma simt mai acasd decat pe meleaguri straine; poate ca pentru mine nici nu mai
exista un acasa...”.

116



Colloquia Comparativa Litterarum, 2017

native (Greek or Romanian) — plays an important role in the life and work of the writers and in their
self-identification, it becomes one of the most discussed topics in their prose.

Vassilis Alexakis accepts and fully realizes his linguistic duality. At the beginning of his writing
career, he published his novels directly in French, but some of his compatriots criticized him because
of that and claimed that he had forgotten the Greek language. To prove them wrong and to assert
himself as a Greek author, he decided to return to writing in Greek language. His first novel, written
directly in Greek, was Tdlyo? [Talgo?!], followed by the novel H Mywpiui yidoca?® [La Langue
maternelle]. Alexakis self-translated TdAyo into French and since then has been writing simultaneously
in French and Greek: “tous les livres que j’ai écrits sont le fruit d’un dialogue tant6t avec la langue
francaise, tantot avec la langue grecque?®. The writer reveals different aspects of his character and
achieves various ideological goals depending on the language he uses. On the one hand, writing in
Greek symbolically returns the author to his childhood, to the world of memories and undisguised
emotion; on the other hand - French is the language of fantasy, fiction and creative recreation: « Le
grec m’attendrissait, me rappelait qui j’étais. Le frangais me permettait de prendre plus facilement
congé de la réalité »?’. However, coming to terms with this bilingual identity is invariably accompanied
by the fear that his increasing dependence on the French language could alienate Alexakis from his
native Greek: « Je me suis rendu compte que j’avais pas mal oublié ma langue maternelle. Je cherchais
souvent mes mots et, souvent, le premier mot qui me venait a 1’esprit était frangais [...] Mon grec
s’était sclérosé, rouillé »?8. Therefore, the rediscovering and reconnecting with the Greek language
become one of the main themes in his work — for example, in the novel La Langue maternelle, the
main reason for the return of Pavlos Nikolaidis to Greece is his craving to restore the lexical and
emotional fullness of his native language.

Dumitru Tsepeneag adopts a much more confrontational bilingual model. Even after his
permanent establishment in Paris, he initially continued to write in Romanian, and his works were
translated into French by the famous translator Alain Paruit. In the 1980s, however, Tsepeneag had
lost any hope that the totalitarian regime in Romania will ever fall and his place in the Romanian

literary life would be restored, and he decided to turn away from his mother tongue and to write and

B AdeEdxnc, Baciine. Tadyo. ABqva, EEavtag, 1980.

24 Alexakis, Vassilis. Talgo. Paris, Fayard, 1997.

5 AdeEdxnc, Basiane. H Mypixi yiwooa. Abqva, BEEGvtoc, 1995.

% Alexakis, Vassilis. Paris-Athenes. Paris, Seuil, 1989, p. 6. “All the books I've written are the result of a dialogue either
with the French or with the Greek language”. [My translation]

27 |bid. p. 249. “Greek moved me, reminded me who | was. French allowed me to escape more easily from the reality*.
[My translation]

2 |bid. p. 11. “I realized that I’d quite forgotten my mother tongue. | often searched for words and the French ones came
first to my mind [...] My Greek was getting sclerotic, rusty”. [My translation]
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publish three novels directly in French, under the pseudonym Ed Pastenague — Le mot sablier?® [The
word ‘hourglass’], Roman de gare® [A train station novel] and Pigeon vole! [Fly, dove!]. Tsepeneag
claims that the main reason for him to begin writing in French is that in the translation of his works
from Romanian to French he sees the words written by him “murdered” by the words of the translator®?.
Writing in French did not last long and in the 1990s years, after the fall of the Ceausescu’s regime, the
author returned to writing in his native language and started publishing his novels in both Romania
and France (again translated into French by Paruit). As opposed to Vassilis Alexakis, Dumitru
Tsepeneag does not believe that it is possible for a writer to belong simultaneously to two languages.
Explanation of this interesting phenomenon could be sought in the very ideological and theoretical
attitude of the author, who maintains that “belonging to a certain literature depends on the language
one is writing in, rather than on the ethnic or racial criterion3. In other words, according to Tsepeneag,
if you write in Romanian language you are a Romanian author, if you write in French that makes you
a French author. Therefore, choosing to write in Romanian, Tsepeneag actually reinstates himself as
part of the Romanian literary tradition and seeks to escape the imposed immigrant isolation. This desire
manifests itself as an integral thematic thread in his novels: for example, the nostalgia that the narrator
of Hotel Europa and Maramures experiences is directed not so much at the territorial and ethnic picture
of Romania as at the language that is spoken there: “[...] beyond the area of dissemination of the mother
tongue, the estrangement is felt more strongly”3*,

Despite the different aspects of their bilingualism, Alexakis and Tsepeneag create prose, deeply
influenced by the interaction of native and acquired language, and explore in depth the internal
fluctuations and turmoil that this bilingualism causes in the immigrant mentality.

The identity of the immigrant writers is a diverse and fragile structure subjected to continuous
attacks by external factors. The questions whether the authors feel “more French” or “more Greek or
Romanian”, and whether their affiliation to one or another literature is more strong, couldn’t lead to a
full and thorough response due to the simple reason that the process of self-determination is much
more complex and incomprehensible than one may think. To force them to choose one side over the

other would only deepen their feeling of alienation and otherness. Perhaps the only way to a better and

29 pastenague, Ed. Le mot sablier. Paris, P.O.L, 1984.

%0 pastenague, Ed. Roman de gare. Paris, P.O.L, 1985.

31 pastenague, Ed. Pigeon vole. Paris, P.O.L, 1989.

32 Tepeneag, Dumitru. Razboiul literaturii incd nU s-a incheiat. Bucuresti, Allfa, 2000, p.20.

33 Ibid. p. 192. “apartenenta la o literaturd e in functie de limba in care se scrie, nicidecum de criterii etnice sau rasiale”.
3 Tepeneag, Dumitru. Maramures. Cluj Napoca, Dacia, 2001, p. 300. “[...] dincolo de aria de circulatie a limbii materne
instrainarea e resimtitd si mai puternic”.
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more objective presentation of the role of the migrant author in our contemporary society is to assume

that identity with its multiplicity is not to be overcome by force but simply understood and appreciated.
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Margarita SERAFIMOVA!

Itinéraires européens dans la géographie littéraire bulgare : Sofia — Paris

Résumé

Au début du XX siécle Paris est la vraie patrie de I’art, la capitale intellectuelle européenne et la scéne
de I’art de vivre. Parmi les nombreux artistes et écrivains étrangers qui se donnent rendez-vous en ce lieu, les
Bulgares formaient une importante colonie. Pour ces jeunes artistes débarquant dans la capitale francaise, elle
est alors synonyme de féte et de liberté. L’attrait de Paris, le cosmopolitisme parisien, la place particuliére dont
jouit la Ville Lumiére dans I’imaginaire bulgare, joue le role d’un catalyseur pour leur talent créateur. Au travers
de leurs errances, ils servent de pont entre 1’Orient et 1’Occident d’une Europe depuis toujours a la fois unie et
tiraillée entre ses centres et ses périphéries. Fascinés, éblouis, hypnotisés aussi bien par la brillance de Paris que
par sa décadence, les écrivains bulgares vivent une quéte de leur identité — scripturale, existentielle, humaine —
dont I’article présent se propose de poursuivre les dédales.

Mots-clés : Paris ; mythe ; image ; Bulgarie ; lieu de I’écriture ; ’ailleurs et le texte

European Itineraries in the Geography of Bulgarian literature: Sofia — Paris
Abstract

At the beginning of the 20" century, Paris was the home of art, the intellectual capital of Europe, and
the scene of the art of living. Among the many foreign artists and writers, Bulgarians formed an important
colony. For these young artists who landed in the French capital, it was synonymous with celebration and
freedom. The attractiveness of Paris, its cosmopolitanism, and the special place the City of Light occupied in
Bulgarian imagination played the role of a catalyst for their creative talent. Their wanderings served as a bridge
between the East and the West of a Europe, which had always been both united and torn between its centres and
peripheries. Fascinated, dazzled, hypnotised by the brilliance of Paris as well as by its decay, Bulgarian writers
lived the quest for identity — literary, existential, human —whose meanderings have been examined in this article.
Keywords: Paris; myth; image; Bulgaria; place of writing; elsewhere and text

Ce bref apergu, se propose a recréer le cadre spatial de quelques chefs d’ceuvres de la littérature
bulgare qui portent ’esprit parisien. Paris (mythe urbain par excellence), le voyage (sensations
éphémeéres, images fugitives) et le texte (lieu de mémoire, gardien de réves) — dans leur ensemble —

permettent de cartographier 1’un des itinéraires de plus haute valeur littéraires.

1 Margarita SERAFIMOVA (Institut d'Etudes balkaniques) est l'auteur de deux livres et plusieurs publications sur la
littérature épistolaire, la géographie littéraire, les images poétiques de la ville, etc. M. Sérafimova a soutenu une thése sur
la poétique historique de la lettre (2000) et une autre sur le role de I’espace pour la construction du sens (2016). Ses
recherches actuelles (Pratiques littéraires de I’espace, Topographie de I’écriture, Poétique de la vision) portent sur 1’effet
des lieux dans le texte littéraire. Publications en rapport avec le sujet proposé : ,,[IbTyBaHeTO KaTo HapaTHBHA MaTpUIA®,
coopauuk Matpunara — Biactra Ha nogobmero, YU ,CB. Kmmment Oxpuncku“, Codwus, 2008, c. 135-144;
,,bruorpadpuaaoTo mpoctpancTBo®, JIureparypHa mucs, 2, 2010, c. 45-89; “L’Ailleurs comme révélation : la France dans
les poémes d’Elissaveta Bagriana”, in: E. Enderlein et L. Mihova (dir.), Ecrire ailleurs au féminin dans le monde slave au
XXe siecle, Paris, L'Harmattan, coll. “Des idées et des femmes”, 2013, pp. 139-154.
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Depuis La Belle Epoque a l'entrée dans la Seconde Guerre mondiale, Paris est la capitale
intellectuelle du monde. C’est la période ou la ville atteint l'apogée de son influence culturelle dans
tous les domaines : littérature, musique, science, recherche, mode... Appelé la « ville Lumiére » c’est
un lieu de rendez-vous des artistes.

Les intellectuels bulgares font partie de cette impulsion qui transforme Paris en un concentré
de I’énergie et du talent. Mais il y a aussi une préhistoire longue qui provoque cet élan vers I’Occident.
Il faut chercher les raisons peut-étre au Moyen Age, ou la proximité de Constantinople, 1’un des
grands pdles du monde médiéval, nourrit chez les Bulgares lettrés de I’époque le sentiment d’habiter
le centre. L’esprit d’émulation avec Byzance a joué certainement un réle décisif dans la création
d’une culture remarquable en Bulgarie médiévale. Seulement, au cours de I’histoire, ce centre se
déplace au fur et a mesure vers I’ouest : Rome tout d’abord, ensuite Paris... La frustration de ce
« centre perdu » et le manque qui s’installe, pourraient étre a 1’origine du mythe de 1’Occident et de
ces voyages dans les pays occidentaux et surtout a Paris, devenu une sorte de rituel obligatoire durant
les années 1920 et 1930 pour un grand nombre d’écrivains.

La Bulgarie est un petit pays. Dans son livre autobiographique Devoirs et délices, Tzvetan
Todorov écrit, en se souvenant de son débarquement a Paris :

Je ne me considérais pas comme un ignorant complet mais, quand on vient d’un petit pays, on
conserve toujours une certaine naiveté dans le regard.

Et plus loin :

La géographie ne joue pas non plus en notre faveur : la Bulgarie est un petit pays qui se trouve a
I’une des extrémités de 1’Europe. Nous disions toujours « aller en Europe »... ce qui évoquait pour
nous le voyage vers la civilisation !

Konstantin Konstantinov? note lui aussi dans son livre Chemin a travers les années
Pour nous qui venions d'une capitale en miniature, de la « province » balkanique de 1'Europe, Paris

¢tait tout un univers. Il n'est pas nécessaire, me semble-t-il, de souligner I'énorme influence que notre

séjour dans cette ville, exergait sur nous®,

Le choix de Paris par I’artiste comme destination de voyage et de réveries, comme lieu
d’aspiration et d’inspiration, comme terre promise, propice a 1’escapade et a 1’écriture, suscite des

questions plus profondes qui cherchent leur réponse, notamment : a quel décor I’homme de lettre

2 C’est un des grands noms de la littérature bulgare dont la prose (récits et mémoires) marque la culture nationale surtout
pendant la premicre moiti¢ du XX°®siécle (1890-1970). Lié a la France dans sa jeunesse, il reste I’un des traducteurs les
plus connus de la langue frangaise.

3 Konstantinov, K. Chemin a travers les années [Koucrantunos, K. ITom npes 2oounume. Codus, Bparapcku nucarern,
1981] : https://www.bulgaria-france.net/culture/auteurs-bulgares/konstantinov-a-l-etranger.php - 12.12.2016.
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attribue-t-il le réle de lieu d’initiation, a quel mythe confie-t-il le soin d’exprimer ses idées ? A quelle
scéne fait-il jouer ses personnages ou apparaitre ses images ?

L’éloignement (de sa culture et de celle des autres), la distanciation (le jeu des points de vue),
I’ailleurs (le confort et le déconfort de se sentir un étranger) — ouvrent un espace insoupgonné ou
I’expérience du vécu quitte la sphére proprement biographique pour devenir un procédé
épistémologique et poétique, cognitif et créatif.

Deux approches critiques permettent de mieux cibler les recherches sur le régime particulier de
I’écriture évoqué par ’ailleurs : celles de 1’« imagologie » et de la « géocritique ». L’« imagologie »
littéraire, qui étudie les représentations de 1’ailleurs en littérature, révele les manieres dont le monde
étranger nourrit la fiction. Ses méthodes de recherche permettent de déchiffrer ¢galement les illusions
qu’une société crée sur son altérité et de mieux comprendre comment s’élaborent et vivent les grands
mythes nationaux. Au lieu de parler d’influences culturelles, il faut plutot se poser la question quels
manques aspire-t-on a combler par ses voyages, quelles patries cherche-t-on pour ses réves ?

Or, s’il est vrai que « I’appréhension de la réalité étrangere par un écrivain n’est pas directe,
mais médiatisée par les représentations imaginaires de la société a laquelle il appartient »*, on pourrait
—al’aide de I’image de la France et de 1’étranger, en général — deviner le concept de 1’ailleurs pour les
Bulgares.

L’ailleurs est souvent une question de géographie : les lieux différents produisent des textes
différents. Et c’est ici que la « géocritique » intervient. Il s’avere que I’itinéraire d’un artiste entretient
des relations trés particuliéres avec ses créations, a tel point qu’on peut parfois affirmer, que sa vie fait
partie de son ceuvre. Seulement, a quel degré le lieu réel s’infiltre dans I’ceuvre, reste un coefficient
mystérieux et variable, difficile a définir. Tout cela suggere, que le contexte de 1’écriture, I’espace de
la naissance des impressions et des images intérieures, avant qu’elles ne se transforment en texte,
puisse cacher une clé possible de son interprétation. C’est pourquoi le voyage, 1’expérience corporelle
du déplacement, apparait comme un facteur a titre égal avec 1’écriture, qui mene directement vers
I’acte créatif.

Le premier acte est donc de partir.

Le voyage est une échappatoire, une rupture avec la banalité de la vie quotidienne et implique
un rythme différent : tout se déroule sous le signe de I’aventure. Il s’agit ici des artistes qui visitent
Paris, qui y vivent un certain temps, mais qui rentrent au pays natal enrichis de ce jeu de dépaysement,

de ce dialogue entre les lieux et les cultures. Ils profitent du dynamisme d’un point de vue changeant

4 Moura, J.-M. L ’Europe littéraire et I'ailleurs. Paris, PUF, 1998, p. 45.
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sur le monde, d’un approchement et d’un éloignement alternés qui cherchent la juste mesure pour
rendre visibles les détails qui autrement seraient restés inapercus. Il s’agit donc des itinéraires, des
départs et des arrivés avec le golit apre d’un équilibre instable, d’un présent fugitif, d’un instant fugace.
Cela résonne dans les genres : poemes, lettres, journaux intimes, essais — des formes bréves ou
fragmentées donc qui gardent 1’esprit volatil du présent, ou — plus rarement — des mémoires qui, plus
posées, prennent en compte la distance géographique et temporelle pour produire une distillation fine
du passé, nuancée par la lumiére et les ombres des souvenirs. Le songe de Paris®, I'impatience de partir
et la fragilité de tout projet®, donnent le gotit doux-amer de la lutte incessante entre ’esprit et les
entraves du réel. L’attente bascule facilement en nostalgie, de laquelle témoignent par exemple les
poémes « Plus jamais » (,,Hsma Beue”’) de Latchézar Stantchev et « Soir » (,,Beuep”) d’Athanase
Daltchev :

Quelque part a I’occident, s’éteint le soir.

Et le regard fixé sur lui, je me souviens

A cette heure, il brille aussi au-dessus de Paris.
On ferme le Jardin de Luxembourg.

Une trompette lance un appel sonore, passionné,
Et, comme pour y répondre, les ténebres
Descendent légérement sur les blanches allées.
Une bande d’enfants marche derriére le gardien
Et écoutent extasiés, dans une douce joie,

Le chant enthousiaste du cuivre

Et chacun d’eux désire étre

Plus prés du trompette magicien.

De toutes portes, largement ouvertes,

Sortent des gens, gais et bruyants —

Mais moi je ne suis pas parmi eux.

« Soir », 19308

Les subtils croisements entre ici et ailleurs, présent et souvenir, réalité¢ et image reflétent la
frustration humaine née de 1’ubiquité impossible, mais ils prouvent aussi le lien fort entre le poétique
et le géographique, le texte et le lieu : un besoin intrinséque a I’imaginaire qui le fait chercher une terre

pour s’accrocher.

5 Cf. par exemple : Heny6nukyBanu mucma Ha K. Koncrantunos no H. Jlunues, cii. Cenmemepu, 1985, N 11, ¢. 216-226.
® Paris hante tous les esprits, méme s’il demeure parfois uniquement dans les attentes, dans les espoirs, dans les fantasmes
des intellectuels qui n’y sont pas. Ainsi, par exemple, D. Debelianov, un poéte bulgare qui disparait trés jeune, n’arrive pas
de réaliser ses projets de le visiter : pour lui Paris reste un réve inaccessible.

" Hama Beue na BbpBs kpaii CeHa, / oclienen ot GecHanus rpajl, / HUTO BB Thimara kpaii Majyiena / ia ce Ty0s MallbK,
Herno3Har. // [la ce cripa npen Omnepara Beuep, / Aa pa3riexaaM HaHU3a KOJH, / KaKk OT TSAX U3JU3AT C TOIUIH peyr / B TEXKKU
JIpexu XyOaBH >KEHH...

8 Traduction du bulgare par Violéta lonova. In : Stefanova, N. (éd.), La poésie bulgare : anthologie des origines a nos
jours. Paris, Seghers, 1968.
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Le nom de Paris lui-méme est déja un générateur de textes et de réveries. Aprés Marcel Proust
on connait bien la charge métaphorique de ce « nom-valise », dont la simple évocation suffit pour
déclencher une avalanche de souvenirs et de sensations. Derriére le nom de Paris et ses hauts lieux se
cachent des espaces heureux autant réels, que fantastiques. Le Montmartre, le jardin du Luxembourg,
le quai Voltaire créent le décor d’une autre vie — plus intense, plus raffinée, plus fascinante — qui se
transforme rapidement — a peine vécu — en souvenir et en poésie.

La rencontre avec Paris offre toujours un sentiment de déja-vu. Au lieu de découvrir, on
reconnait les endroits familiers grace a une carte mentale préexistante, tracée par les lectures. « La
ville, mille fois décrite littérairement, s’est mise a incarner la littérature »°.

C’est pour cela, le voyage a Paris des écrivains bulgares apparait également comme un
pelerinage littéraire. Aux impressions immédiates se mélent les réminiscences littéraires et ainsi,
marcher dans les pas des hommes illustres suscite une profonde émotion. Dans la plupart des cas, ces
écrivains sont également des traducteurs de langue francaise et il s’agit donc de lecteurs avertis. Sur
leur imagination les constructions, 1’architecture dans son ensemble, les monuments historiques, les
musées, les rues et les passages, produisent un effet « d’opérateurs d’intertextualité » (Ch. Montalbetti)
et les impressions immédiates se confondent avec les images livresques.

Les écrivains bulgares arrivent pour tester in situle pouvoir créatif de cette ville mythique. Ils
connaissent déja la poésie de Paris, les symbolistes, Baudelaire, 1’expérience du flaneur qui erre dans
cette ville immense a la fois familiére et hostile, en se sentant chez soi et a I’étranger. Leur impulsion
scripturale s’exprime par la formule : je marche, j’écris, donc je suis. « J’éprouve un plaisir particulier
a me balader dans cette ville ou je connais tout et personne ne me connait », écrit dans une de ses
lettres le compositeur Lubomir Pipkovi®. Les poémes bulgares de Paris font un éloge du mouvement
et esquissent une mise en scene de la déambulation. On suit la pensée qui vagabonde, les descriptions
qui peignent des tableaux. D’apres les confessions de Konstantinov :

La ville, véritable chef-d’ceuvre par elle-méme, nous entourait jour et nuit. La beauté de ses rues, ses
places, ses parcs, ses ponts et ses quais, de ses antiquaires et bouquinistes, pouvait remplir de sens des
années entiéres d’une vie humaine®?.

Il n’est pas question pour autant d’un Paris monumental : nous sommes a la recherche plutot

d’un lieu vécu, a la rencontre d’une ville réelle, d’une destination possible.

% Casanova, P. Paris, méridien de Greenwich de la littérature, in : Ch.Charle, D. Roche (dir.), Capitales culturelles capitales
symboliques. Paris et les expériences européennes, XVIIIE-XIX® siecles. Paris, Publications de la Sorbonne, 2002, p. 292.
10 Lettre adressée au poéte Nikolai Liliev, le 26 nov. 1929, in : Koncrautunos, I'. Huxonaii Jlunues. Yosexvm. IToemvm.
Codusi, beirapcku nmcaren, 1963, p. 248.

11 Konstantinov, Chemin a travers les années, Op.cit. [Koucrantunos, ITem npes 2o0unume, p. 178].
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Les écrivains vont a Paris, comme on dit souvent, pour « Se retrouver », mais aussi pour « Se
perdre ». Cette ville qu’ils veulent ardemment connaitre, donne une ouverture, offre une autre échelle.
C’est pour cette raison que 1’on trouve autant d’images de I’étendue, de la liberté, de I’infini dans les
écrits des poetes (Liliev, Bagriana, Daltchev...). Cette ville immense les inspire a quitter le monde
vétuste du passé, trop étroit, étouffant, clos. Elle incarne et matérialise le songe poétique de nouveaux
méridiens, de nouveaux mondes. Paris, cette ville cosmopolite, que I’on appelle « 1’abrégé de
I’univers » est le symbole de la liberté de I’esprit. Une bonne partie des écrivains de 1’époque dont on
parle, partagent les idées de 1’unanimisme et sont des adeptes d’une communauté spirituelle des
peuples. On trouve dans la plupart des ceuvres la représentation de cette étendue sans bornes, comme
dans ce poeme de Nikolai Liliev :

Mon ame rejoint docilement
L’ame du monde entier®?,

Le voyage des poétes a Paris est aussi une quéte de reconnaissance. Dans les lettres, les
reportages et, plus tard, dans les mémoires des intellectuels, on trouve de nombreux témoignages de
I’attention que leur prétent leurs confréres francais, des invitations a l’occasion de grandes
manifestations internationales qu’ils recoivent de la part des associations des écrivains frangais, des
rencontres personnelles qui les ont marqués et 1’amiti¢ avec certains d’entre eux (Alain Bosquet, Paul
Eluard, Luis Aragon, Jules Romain) et qui culminent a une soirée mémorable dédiée a la poésie bulgare
et a la culture bulgare en général — au printemps 1939 — organisée par le PEN club frangais, qui attire
I’attention d’un public vaste et vari€ ; une soirée riche en promesses, en projets communs, en bonnes
intentions concernant la publication de livres et pour la plupart desquels 1’éclatement de la Seconde
Guerre mondiale malheureusement mettrait bientot fin'>. Un petit pays et une langue rare ont toujours
besoin d’un certain appui et d’encouragement.

Partir loin des siens propose toujours un regard nouveau et certainement plus critique sur sa
propre culture. Cette redécouverte du familier persiste dans la plupart des écrits des écrivains
voyageurs, mais elle est particuliérement curieuse dans les Lettres parisiennes de 1’écrivain humoriste
Tchoudomir. Les comparaisons comiques entre les Bulgares et les Frangais, le travestissement
ingénieux des avantages et des défauts des deux peuples, les effets droles produits par le choc des

cultures, contribuent au charme de ces tournures exquises. Prenons par exemple la constatation

12 .oywama wecmuma ce cruea ¢ dywama na yenus cesm (,,Bb3KpbCBAT B TylIaTa KUBEIH).

13 Latchézar Stantchev, correspondent de Paris pour le quotidien bulgare Zarya a cette époque, nous a laissé un reportage
emblématique de cet événement in : B. 3aps, 8.3.1939 : http://slance.eu/Publikacii/L S-s-PENvParis-Zarja-1939.htm
(18.12.2016).
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stupéfiante de découvrir que la langue francaise est fourrée de mots bulgares et par conséquent
I’hypotheése qu’a I’issue de la Grande guerre la Bulgarie a peut-étre été obligée de fournir au Francais
un wagon de mots!*. Ou bien, la visite des musées qui montre non seulement que pendant les guerres
les Frangais ont ramené a la maison tous ce qu’ils ont trouvé sur leur chemin mais aussi leur manque
de sens pratique : ils ont trainé des pierre d’Egypte, des divinités en bronze ou en argile de Perse, des
tableaux d’Italic ou de Flandre : des choses trés peu utiles donc, surtout quand on compare avec
I’esprit... utilitaire des Bulgares. Et Tchoudomir raconte 1’histoire d’un soldat qui porte une machine
a coudre volée sur son dos pendant trois mois en attendant le bon moment pour 1’apporter a la maison®®.

Il est passionnant d’essayer de reconstruire I’ambiance de cet espace bulgare a Paris®. C’est
une communauté d’étudiants, de professeurs, de musiciens, d’artistes peintres, de voyageurs ou tout
simplement, de « naufragés dans 1’océan mondial », qui forment toute une colonie et qui habitent dans
la plupart des cas le Quartier Latin, avec des soucis financiers constants, mais inspirés par la vie
culturelle intense qui continue jour et nuit. En essayant de ne rien rater, ils courent les musées et les
expositions, échangent des livres entre eux, suivent les nouveautés théatrales. Ils se retrouvent le soir
devant les caisses pour s’acheter des billets d’entrée aux théatres ou aux concerts, des billets les moins
chers, debout, pour lesquels il n’y a pas de vente préalable. Dans ces moments d’attente, Nikolai Liliev,
lui-méme 1’auteur d’une poésie trés douce et mélodieuse!’, donne « des cours » de poésie frangaise en
lisant a ses confréres bulgares ses derniéres trouvailles poétiques. Lui ¢’est 1’ame de la colonie bulgare.
L’interlocuteur et le correspondant préféré selon 1’image fournie par les lettres conservées de cette
époque qui ont circulé dans la communauté francophone bulgare, il est le connaisseur incontestable de
la langue et de la littérature frangaise. Quelques années plus tard, ce role serait joué par Latchézar
Stantchev, 1’'un des poétes bulgares les plus rayonnants'®. Parlant un frangais exquis, il allait
encourager ses confréres a le perfectionner eux aussi. Son cycle de poémes intitulé Paris au soleil

enregistre les effets surprenants de la grande ville sur I’€tre humain : fragile, vulnérable, perdu dans la

14 C’est une allusion ironique des contributions dont la Bulgarie étant du coté des vaincus est infligée de payer suite a sa
lourde défaite.

> Yypommp, IMucma ot IHapwx, Couumnenus 6 mpu moma, T. 3. Codus, Bwrrapcku mucaren, 1981,
https://chitanka.info/text/21315-pisma-ot-parizh (19.12.2016).

16 Cf. par exemple : Kpncres, K. C 6birapu B [apuk, B : Cnomenu 3a KyamypHus #cueom mexcoy 06eme C6emoeHU 60T 1.
Codous, beirapcku nmcaten, 1988, c. 280.

17 Sur la musicalit¢ de la poésie de N. Liliev voir par ex. les recherches de Galia Simeonova-Konach
http://www.academia.edu/29571709/Cultural_artefacts_Musical_Instruments_and_Music_in_the Bible. On_the questio
n_of the music_of poetry hymnography and the lyric poetry of Nikolai_Liliev In Bulgarian (3.04.2017).

18 En 1930 Latchezar Stantchev publie son premier recueil de poémes, Jours silencieux [Besmyman auu]. Aprés avoir
terminé sa maitrise de Langue et littérature frangaises a I’Université de Sofia, il poursuit ses études a 1’Ecole nationale des
langues orientales vivantes a Paris entre 1937 et 1939.
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foule, mais en méme temps, infiniment inspiré, capable d’apprécier la beauté autour de lui et d’en
jouir. Emerveillé par la ville dans tous ses états, il créé son Paris poétique : dans la pluie ou sous le
soleil, brouillant en été ou silencieux sous la neige.

Les Tuileries qui brillent me font signe ;
un blanc nuage au velouté de cygne

trés lentement dans le lac se renverse ;
et les jets d’eau qui jasent, se dispersent
en fine écume, en rayonnante averse.

Paris sous le soleil ! Brins de clarté !
Aux Tuileries se repose mon cceur.
Une quiétude azurée m’effleure.
Souffle de paix d’un univers réve.

« Paris sous le soleil »,1939%°

Ce soir, pour moi quelle étrange surprise !
Le noir Paris est devenu tout blanc.

Par un blanc pur les places sont conquises,
une clarté neigeuse se répand.

« Neige »?°

Malgré les désillusions qu’une ville immense avec ses contradictions inévitablement suscite —
rappelons le célebre « Paris, Paris, toi qui est le pére et l'assassin de mes espoirs » de Liliev ou
« Solitude » de L. Stantchev — c’est I’effet magique qui domine la poésie née du contact avec elle.
Ainsi, nous lisons chez Bagriana : « Dévoile-moi, Paris le magicien, tes secrets féeriques ! »?1 chez L.
Stantchev : « Paris ! Fais-moi connaitre tes mystéres ! »?? ou encore chez K. Konstantinov : « Ce qui
nous restait c’était la ville méme avec sa magie incurable ».

Dans I’attirance pour cette ville, il y a quelque chose presque sensuel. La ville, inconnue et
provocatrice, évoque, a la fois, de la peur et du désir. Séduits, les auteurs — hommes ou femmes —
multiplient les images érotiques dans leurs tableaux parisiens : « La-bas, comme une mer invisible,
pointillée par des lanternes pales, était la ville, allongée, révée comme une amante » — écrit K.

Konstantinov?®. « Me voici, je suis venue et je m’adonne a toi toute entiére »** — déclare la voix lyrique

1% Brectu npen men XKapaen zie Troitnepu.// Bt obnak, nmyxkas kato jiebes,/ BbB €3epoTo 6aBHO 1iasa. / U BogockouTe
ce pasromsaBar / BbB HEXHA Ms1HA U UCKPH. [...] [Tapmx moas cipHie! Bisiceim otBpex... / Bee Tioiinepu cbpuero Mu
OTABXBA, / CIIOKOMCTBHUE JIa3ypHO Me 00bXBa / ChC JIBX OT IPYT JKajayBaH, MupeH cBaT. Traduction de Anne-Marie de
Backer.

2 Tasu Beuep — KaKBa u3HeHaa — // Tos yepen [lapuk, mobensut! / benu, uncTH ca BCHYKHU TUIOMIA N, // CBETHI CHAT €
HaBpea HaBansul. Traduction de Anne-Marie de Backer, in : Stefanova (éd.), La poésie bulgare. Op. cit.

2L |bid. Le poéme « Paris ».

22 Dans le poéme « Soir ». Cf. http://booksbg.orgfree.com/Publikacii/L S-s-Dontchev-ParisSous-1940.htm

23 Koncrautunos, K. M36panu paskaszu u nemenucu. Codus, benrapcku mucaten, 1968, c. 363.

%4 Le poéme « Paris ».
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de Bagriana. Une autre poétesse, Dora Gabe, avoue étre amoureuse de Paris « comme d’un homme
»2°,

Il n'est donc pas surprenant que notamment Paris se révele le décor de connivence pour deux
histoires biographiques dont les traits romanesques sont connus par tous les Bulgares. La ville
transforme le réel et fonctionne comme un immense chantier de métamorphoses littéraires.

La premiére intrigue est li¢e au nom du poéte Peyo Yavorov (1878-1914), dont I’histoire,
dominée par ’amour et la mort, se déroule en partie sous le ciel de Paris. L’existence et I’ceuvre de ce
pocte aussi talentueux que malchanceux, sont marqués par deux femmes, Mina et Laura, les deux
Muses incontournables de sa poésie.

Mina, mi-enfant, mi-femme, meurt a Paris trés jeune. Cette fille de santé fragile qui avait
tellement admiré les merveilles de cette ville épatante, y reste, captivée pour toujours : dans les
cimetiéres de Billancourt. Bouleversé¢, désespéré, seul, le pocte consacre son temps parisien a porter
des fleurs sur la tombe de sa bien-aimée et a écrire. A Paris il compose sa piéce de théatre Au pied de
Vitocha, ainsi que son Journal Parisien. Il dévore avidement les recueils des poétes contemporains
francais, s’imprégne du symbolisme, s’enfonce dans les livres philosophiques et mystiques a la
recherche des réponses a ses questions troublantes sur les secrets de la vie et de la mort.

L’image de Paris pour lui s’exprime par le deuil, I’absence et le vide. Dans son Journal il écrit :
« Quand je suis entré dans cette ville maudite, tu mourrais... ». Tenu a I’écart par la famille de Mina,
qui s’était opposé farouchement a leur liaison, il n’arrivait pas a faire ses adieux, ce qui causait chez
lui un manque encore plus aigu, insupportable.

J*étais au bord de la Seine. Un brouillard fin et bleu la couvrait dans cet aprés-midi automnal. La Seine
que je devais traverser chaque jour et que je traversais toujours avec la méme sensation d’un mal flou
et d’un désir ardent. Et toi, tu étais dans mon esprit...

Je vivais seul avec ma douleur et je ne voulais pas la guérir. Elle restait la seule chose qui me reliait au
monde.

Son Journal, un mélange de poésie et de prose, donne libre cours a son imagination

hallucinante :

Dehors était cette grisaille sans fin, avec son bruit vague, avec ses mouvements fantomatiques, avec sa
vie cauchemardesque?®.

% [Terpos, M. Tpuma om zonemume. lllymen, Axcuoc, 2001, c. 52.
% Apuaynos, M. Asopoe — nuunocm, meopuecmso, cb06a. Codus, brarapcku nucaren, 1970, c. 331.
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Paris reste pour lui une ville hostile. Il désire la mort, il appelle la mort et ... elle vient, sous
I’apparence d’une belle femme, Laura. Si le mal jusqu’alors a été plutot clément, il deviendra bien réel
avec l’arrivée de Laura.

Elle jouit pleinement de Paris : un allié fidele dans les démarches amourecuses de cette femme
possessive. Bien qu’elle la décrive comme « déserte » en absence de Yavorov, une ville ou régnent
« la pluie, la foule et la tristesse », pour elle Paris exerce une attirance magnétique. Dans ses lettres la
ville apparait comme une « complice stratégique »?’. Elle correspond parfaitement a sa nature ambigug,
docile et imposante a la fois. Paris est un sanctuaire qui réveille son extrémisme amoureux. Un amour
fort, mais capricieux et cruel qui allait les entrainer tous les deux dans le colimagon d’un amour vorace
et fatalement jaloux.

Une telle présence, une telle capacité de variation, de rebondissement sont exceptionnelles, et
Paris n’en a pas d’égal. On pourrait le déceler aussi a travers la seconde histoire biographique, celle de
la poétesse Elissavéta Bagriana.

Son itinéraire dans le monde et dans la littérature commence en 1925, par une escapade en
France. Ce voyage, qui joue le role de déclencheur de son don poétique et dont les détails significatifs
contribuent a I’interprétation de son premier recueil de poémes L 'Eternelle et la Sainte®®, témoigne de
I’importance du lieu pour I’épanouissement du talent.

Monter dans le train a destination de Paris représente un moment décisif dans la vie de
Bagriana®. 1l reléve a la fois de I’impulsion (1’accélération du pouls, le vertige, la conscience de
transgresser une interdiction) et du raisonnement (« je révais de partir hors de la patrie et de revenir
plus riche, plus mire »*°). Dans sa poésie, le départ correspond au réve de s’échapper de la maison («
de trois portes fermée»), de briser les « verrous rouillés» et de fuir loin des « couloirs obscurs voutés»
(« Cri »). Paris devient le synonyme de cet ailleurs révé. Un détail significatif : elle part en femme
amoureuse. Elle et lui se précipitent vers ce voyage €nigmatique, vers Paris, mais aussi [’un vers
autre. Ils ne connaissent pas encore les habitudes I’un de I’autre, ni leurs caracteres respectifs. C’est
un élan pour I’inconnu, une aventure. Chacun prépare le voyage pour soi ; le rendez-vous est prévu

dans le train.

27 Cf. KysmoBa-3orpadosa, K. Sleopos ¢ meamwvpa na enucmonaprwume ouckypcu: http://chirpan.start.bg/ ; Halinenosa-
Crounosa, I'. I1. K. fléopos. Jlemonuc 3a srcueoma u meopuecmsomo my. 13n. na BAH, 1986.

28 Beynama u ceamama, 1927.

29 Cf. mon article L’ Ailleurs comme révélation : la France dans les poémes d’Elissaveta Bagriana, in : Enderlein, E. et
Mihova, L. (dir.), Ecrire ailleurs au féminin dans le monde slave au XX® siécle. Paris, L'Harmattan, 2013.

%0 Nenues, b., Cyntanos, C. (pen.). Bvaeapckume nucameny 3a cebe cu u 3a céoemo meopuecmso. Codust, briarapcku
mucaren, 1970, ¢. 370.
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Bien que séparée de son mari, Elissavéta Bagriana reste une femme mariée aux yeux de la
société bulgare qui est encore trop conservatrice en cette époque. Elle est célébre et brillante. Elle est
talentueuse et entourée de jalousie. Lui, ¢’est Boyan Pénev, érudit, professeur a 1’'université, critique
littéraire, essayiste, un grand nom dans la culture bulgare. Ils partent dans deux wagons différents. Le
train passe quelques gares avant qu’ils n’osent se retrouver.

Paris est une scéne formidable pour toutes les escapades, elle enflamme I’amour. C’est aussi
une tentation intellectuelle. Pour quelques jours a Paris, ils espérent retrouver tout ce qui leur manque
a Sofia. Bagriana gardera toute sa vie le souvenir de leur arrivée, le petit déjeuner dans un café qui fait
I’angle de la Seine et du boulevard Saint-Michel. La toute premicre impression : le gotit de Paris dans
le café créme et dans le croissant chaud, fondant, inoubliable.

Ils trouvent, a Paris, toute une colonie de compatriotes. Plus tard, ils apprendront que les
rumeurs les ont devancés a Sofia : la poétesse et le professeur ensemble a Paris !

IIs visitent les musées, les théatres, I’opéra, passent des jours entiers au Louvre. Le soir, Boyan
Pénev prépare soigneusement le programme du lendemain a 1’aide de guides et de livres. Pendant les
soirées les sorties aux théatres s’enchainent : Comédie Francaise, Grande Opéra, Odéon... Pendant
tous ces jours et ces nuits a Paris, Elissavéta Bagriana n’écrit pas, elle vit Paris. Pendant tous ces jours
et toutes ces nuits elle ne compose pas de poémes, elle accumule des souvenirs. Mais ces souvenirs,
des années plus tard, se transformeront en poémes. Et méme ce qu’elle n’a peut-Etre pas apprécié
pleinement et a sa juste valeur au moment de 1’expérience immédiate, recevra, plus tard, une douce
coloration nostalgique.

Comme beaucoup d’autres, Elissavéta Bagriana a son tour tombe amoureuse de Paris. Le
spectacle de cet univers, inconnu auparavant, exerce sur elle un pouvoir fascinant. Elle se sent chez
elle dans cette ville immense, protégée par son incognito, invitée par les trajectoires multiples,
séduisantes et infinies :

J’aime tes innombrables rues grises.

J’aime [...]

Errer au hasard, étrangeére et lointaine,

Perdue dans les quartiers inconnus,

Ou regarder depuis 1’une des terrasses

Le fleuve de la foule qui englouti les boulevards.
« Paris »%

31 O6uuam TBOMTE G€306pOiiHM cuBM yaulM... // Jla ckutam 6e3 mocoka, dyskaa U jajiedHa, / 3aayTaHa M3 HENO3HATUTE
KBapTany, / Wi OT HAKOsI Tepaca Jia moriie[iam Beuep / pexata Ha Thimara, oynesapaute 3amsuia (,,[Tapmk’™).
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Pendant leurs promenades parisiennes avec Boyan, les impressions personnelles se confondent
avec les images livresques. La ville, une gigantesque ceuvre d’art, leur offre son spectacle riche et
généreux ou leurs propres pas suivent les descriptions hugoliennes ou bien réveillent les paysages
baudelairiens. Ils ont atterri dans une autre dimension et vivent intens€ément ce moment exceptionnel
d’un dépaysement esthétique et intellectuel. C’est une vie entre parentheses. Ils découvrent la beauté
du monde extérieur mais aussi la profondeur invisible de I’ame humaine. Les visites des musées sont
doublées par la lecture de la poésie ; les balades dans les rues hantées par les personnages et les histoires
de la grande littérature reflétent, dans leurs longues discussions, 1’étrange croisement des destins et des
ceuvres.

Les révélations suscitées par la ville des vivants se poursuivent dans les villes des morts :

Nous nous baladions dans les cimetiéres. Boyan voulait voir les tombeaux des hommes illustres.
C’était une drole d’impulsion ; plus que cela : ¢’était un besoin. Le soir en feuilletant les guides, il
repérait tout d’abord les cimetiéres et notait ceux qui I’intéressaient. Il avait un penchant pour ces
visites, comme s’il cherchait I’esprit vif des morts®2.

Puis elle raconte ses impressions, ses réflexions, mélées a celles de Boyan Pénev devant les
tombeaux d’Oscar Wilde et de Baudelaire a Montparnasse, de Musset et de Chopin au Pére Lachaise,
de Balzac et de Zola a Montmartre. Les cimeti€res exercent une attirance hypnotique sur Boyan Pénev
comme un pressentiment3,

Son premier livre La sainte et [’éternelle scelle I’esprit rebelle de Paris. Le voyage s’avére une
fin en soi (changer d’horizon, donner une ampleur de la vie), mais aussi un moyen d’atteindre une
maturité d’esprit. Paris pour elle est la découverte d’un espace de liberté, le nom d’un dépaysement
intérieur propice a I’écriture, une révélation qui donne un sens profondément symbolique a son voyage.

Paris, la ville de sa jeunesse, de son grand amour, de son bonheur, comble son étre entier et
devient non seulement une topographie réelle, mais aussi un topos poétique, lieu de 1’éternel retour,
tableau récurant dans ses poemes :

Loin de toi, il y a des moments soudains
[..]
Et souffrante de nostalgie, je pars et je reviens
Comme si ¢’était une patrie d’une vie précédente.
« Paris »*

%2 Jumutposa, b. u 1. Bacunes. Juu uepnu u 6enu. Codus, Hayka u uskyctso, 1975, c. 116.

33 e bonheur de Bagriana sera bref : quelques mois plus tard Boyan Pénev meurt.

34 Jlaneu ot Tebe, M3BEIHBK HACTHIBAT MUTOBE [...] / 1 GONHA OT HOCTAIUs, C€ BAUIaM U NMPHCTHraM / KaTo B POJMHA,
MOe O OT JPYT KUBOT MPETUIICH.
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Ainsi, voit-on facilement les traces de Paris dans les ceuvres et dans les itinéraires des écrivains.
C'est un décor unique qui exprime le moment, I'état d'esprit, la couleur du temps, et qui pour toute une
génération de poctes du monde entier restera le plus intelligent des interpretes. Marcher dans les pas
des écrivains — passages, paysages, ambiances, qui envahissent leur monde de fiction — nous guide
comme une « Carte du Tendre » a la recherche des points d’intersection entre I’espace vécu et les lieux
de pure invention, sans savoir parfois ou nous sommes : encore dans la vie ou déja dans le texte.

Mais une autre question moins visible et plus subtile nous fait penser au reflet des textes sur le
lieu. L’enveloppe douce de I’art, évoquée par les couvertures éphémeres des paysages de Christo
(comme celui du Pont Neuf en 1985), pourrait étre vue comme une métaphore de I’empreinte de
I’imaginaire sur I’espace réel et de maniére ou les ceuvres, engendrées par le lieu, y inscrivent leur
propre histoire.

Les artistes bulgares ont-ils laissé une trace de leur passage a Paris ? Paul Valéry rappelle
qu’une trés grande ville a besoin du reste du monde®. Sans doute, en écrivant leurs propres ceuvres
inspirées de I’image de Paris, des générations d’écrivains étrangers ont contribué a sa transformation

d’un fantasme qui suscite 1’écriture — en ceuvre d’art a part entiere.

35 « Fonction de Paris » in : Valéry, P. Euvres Tome Il. Paris, Gallimard, Bibliothéque de la Pléiade, 1960, p. 1007.

132



Colloquia Comparativa Litterarum, 2017

Aglika POPOVA!

Eve nouvelle.
Observations sur le roman européen moderne de I’entre-deux-guerres

Résumé

Dans les limites de cette analyse, la littérature roumaine et la littérature bulgare — pris comme exemples
des littératures balkaniques — font I’objet d une étude comparative avec des exemples de la littérature frangaise.
Le cadre thématique du mythe de la création biblique et en particulier la figure d'Eve nous donnent I'opportunité
d'y identifier des perspectives communes. Depuis I'Expulsion du Jardin d'Eden, I'humanité suit le chemin pré-
ordonné de la mortalité. Néanmoins, le récit biblique ne se termine pas par la chute de 'homme. La naissance
du Sauveur expie le péché de désobéissance de la premiére femme et la Vierge Marie devient la Nouvelle Eve,
mére des vivants. Les représentations modernes d'Eve changent le décor de ’action et a la place du temps sacré
se situe la réalité matérielle ou le caractére se construit avec hésitation dans la phase du salut. La Nouvelle Eve
littéraire prend parfois les caractéristiques d'une fugitive et d'une meurtriére. C'est a partir de I'ensemble des
ouvrages étudiés ici (de Tchavdar Moutafov, d’Anna Kamenova, de Liviu Rebreanu et de Mircea Eliade) que
nous distinguons plusieurs messages contemporains du roman européen. Les écrivains de la littérature
Mots-clés : mythe biblique ; couple humain originel ; Eve ; roman moderne ; littérature de I'entre-deux-guerres

The New Eve.
Observations on the Modern European Novel of the Interwar Period
Abstract

Within the scope of this article, examples from Bulgarian and Romanian literature, which are
representative of Balkan literatures, have been used as the subject of a comparative study alongside examples
from French literature. The thematic framework of the Biblical creation myth, and in particular the figure of
Eve, allow for the identification of common perspectives. Ever since the Expulsion from the Garden of Eden,
humankind has been following the preordained path of mortality. However, the Biblical narrative does not end
with the fall of man. The Savior's birth atones for the first woman’s sin of disobedience, and the Virgin Mary
becomes the New Eve, mother of the living. Modern representations of Eve require a change of scene as the
common sacred time setting is reversed to actual reality, where the character building is done through the issue
of assurance of salvation. The New Eve takes on the characteristics of a fugitive and a murderess. Based on the
cited body of works by Tchavdar Moutafov, Anna Kamenova, Liviu Rebreanu, and Mircea Eliade, this is the
point where we begin to single out the contemporary messages of the European novel. The French writers who
have been selected as object of comparison are Francois Mauriac and Jean Giraudoux.

Keywords: Biblical myth; first human couple; Eve; modern novel; literature of the Interwar period

! Aglika POPOVA est doctorante en cotutelle entre 1’Université de Sofia « Saint Clément d’Ohrid » et 1’Université
Clermont Auvergne. Son projet de recherche fait partie du programme francophone du Doctorat d'Etudes Supérieures
Européennes et le cycle thématique sur la présence de la Bible dans la littérature. Publications récentes : Adam et Eve —
consubstantiels. Mythe et modéle du couple dans le roman bulgare de 1’entre-deux-guerres — Slavia Meridionalis, Vol. 16
(2016). Varsovie, Instytut Slawistyki PAN 2016, p. 422-437 (en bulgare) ; Répétition et transgression dans les
représentations modernes du premier couple biblique. In : Transgression : Journée d’études des doctorants du CELIS,
Université Blaise Pascal, 2014, <http://celis.univ-bpclermont.fr/IMG/pdf/AGLIKA_POPOVA-
Repetition_et_transgression_dans_les_representations_modernes_du_premier_couple_biblique_sur_les_exemples_du_ro
man_europeen_de_|_entre-deux-guerres_.pdf>.
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Unies sous le titre présent, trois littératures européennes se rencontrent dans 1I’objectif de
marquer le fonctionnement du mythe biblique de la Création dans le roman de 1’entre-deux-guerres.
Les littératures frangaise, roumaine et bulgare sont mises en paralléle autour la figure d’Eve : la mére
et la femme, I’incarnation de I’innocence et de la faute?.On se propose tout d’abord de circonscrire
quelques aspects préalables des littératures qui s’ouvrent pour la Bible pendant I’entre-deux-guerres.
Un intérét particulier sera porté sur I’image d’Eve et les lignes de démarcation entre le mythe religieux
et le mythe littéraire, afin qu’on puisse indiquer les représentations modernes de ce mythe féminin

dans le roman.

Contextes d’accueil pour le mythe originel

A D’époque de D’entre-deux-guerres, la littérature francaise vient de se détourner de la
récente« Crise du roman » — le genre, appuyé naguere sur la base du positivisme, subit un ébranlement
considérable. L’€cart par rapport aux courants précédents ne produit pas une simple confrontation entre
les théories littéraires, mais implique la méfiance dans le roman, exprimé le plus explicitement par
André Breton dans le Manifeste du surréalisme en 1924. Pourtant, le mépris du manifeste envers le
positivisme réaliste ceéde, afin de donner place aux possibilités du merveilleux a féconder le roman.
Cela comprend une fiction qui aspirerait a quitter le sol, animée par un personnage qui ne se heurte
pas aux contraintes temporelles ; une fiction qui repartirait du féérique car « il y a des contes a écrire
pour les grandes personnes »°. Publiées sur les pages d’un manifeste qui excite les milieux littéraires,
ces visions prouvent la présence d’un intérét réveillé et centré sur les sources religieuses, les littératures
du Nord et de I’Orient ou bien, sur la narration mythologique saturée de themes métaphysiques.

En second lieu, le déclin qui suit la Premicre guerre mondiale renvoie vers la nécessité urgente
d’étre réexaminé le systéme de valeurs, y compris les principes des littéraires qui partagent eux-aussi
la responsabilité devant 1’écroulement des idéaux du temps moderne®. Les piliers traditionnels de la
morale deviennent 1’objet d’un approfondissement critique. Une nouvelle expérience littéraire surgit
qui opte a retrouver dans les messages bibliques des positions refoulées par les derniers siecles, pleins

d’une foi différente, la foi dans le progrés humain. Cette nouvelle tendance réunit des écrivains qui ont

2 \/oir Struve-Debeaux, Anne. « Eve ». In : Dictionnaire des mythes féminins. Sous la direction de Pierre Brunel, avec la
collaboration de Frédéric Mancier. Monaco, Ed. du Rocher, 2002, p. 718.

3 Breton, André. Manifeste du surréalisme. http:/finventin.lautre.net/livres/Manifeste-du-surrealisme-1924.pdf
(13.12.2015), p. 5.

4 Un exemple éloquent & ce sujet représente le fameux essai de Paul Valéry La crise de [’esprit (1919). 1l annonce
I’évanescence d’une civilisation et de ses créateurs et souléve a son tour la question pour le redémarrage qui suit. Valéry
Paul. La crise de I’esprit. Collection « Les classiques des sciences sociales ». Fondée et dirigée par Jean-Marie Tremblay.
Bibliothéque Paul-Emile Boulet de 1’Université du Québec a Chicoutimi.

http://classiques.uqac.ca/classiques/Valery paul/crise_de_lesprit/valery esprit.pdf (13.12.2015), p. 4.
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parcouru un chemin singulier, mais qui se rassemblent autour de leur inspiration catholique : Georges
Bernanos, Francois Mauriac et Julien Green.

En tant que période de discussions animées et de prise de conscience pour I’identité de la
littérature nationale, pendant 1’entre-deux-guerres en Bulgarie et en Roumanie redevient actuel le
mysticisme des 1égendes et des chansons populaires ; les écrivains sont de plus en plus tentés par le
courant théosophique, le bogomilisme et les croyances chrétiennes. Ce type de représentations
témoigne de la recherche d’une continuité entre tradition et innovation qui doit résulter a son tour dans
I’authenticité de I’écriture®. A cette étape sont publiés deux apercus critiques notoires. Nous visons
I’essai « Traits généraux de notre littérature d’aujourd’hui » (,,OCHOBHM YBPTH Ha JHEIIHATA HH
mateparypa”, 1921) de Boyan Penev qui reste profondément gravé dans le développement ultérieur de
la critique bulgare. Dans un contexte pareil se manifeste la formulation d’une nouvelle question dans
la littérature roumaine : « Pourquoi n’avons-nous pas de roman » (« De ce nu avem roman »),
exprimée par Mihai Ralea en 1927.

L’adoption d’une approche sociologique face aux facteurs qui générent les processus littéraires
est parmi les premiers points communs de la critique littéraire dans les deux pays. L’écrivain-créateur
est vu comme un phénomene faisant partie de la société ou il se développe. De cette manicre sont
stigmatisés le fétichisme et la superstition du peuple, selon les mots de Mihai Ralea® ; I’ambiance de
vénération devant les rites, mais 1’indifférentisme religieux, d’aprés Boyan Penev’. Ces reproches
partent de la persuasion dans la nécessité d’étre introduites de nouvelles directions esthétiques et
résultent dans la comparaison avec les littératures européennes. Parmi les références partagées se
rangent le roman frangais du XIX® siecle et I’ceuvre de Dostoievski. Mihai Ralea admire le role du
catholicisme et du protestantisme pour la réalisation du potentiel intellectuel de 1’Occident. De son
coté, Boyan Penev, (pareillement a Dorothy Penn qui apergoit une réaction a la fatigue du réalisme et
du naturalisme dans le retour aux mythes bibliques du roman frangais®), lui, il cherche dans le
mysticisme une variante hors des limites du réalisme sobre.

Les deux critiques littéraires du Sud-Est creusent I’hétérogénéité de 1’écriture romanesque

locale et bien qu’ils ne connaissent pas 1’exemple de la littérature voisine, leurs arguments semblent

% Jlukosa, Pozanus. JTumepamypen sicusom meancoy oeeme eotinu. Knuea |l. Codus, Usn. Kbima ,,Asan Basos”, 1996, c.
7-8.

6 Ralea, Mihai. Fenomenul romdnesc. Bucuresti, Ed. Albatros, 1997, p. 244.

" Ilenes, bostH. OCHOBHY YbPTH Ha JHEIIHATAa HU JuTeparypa. B: Hsxycmeomo e nawama namem. Coerasuten Upan
Panes. Bapna, Uznarencrso ,,I'. bakanos”, 1978, c. 153.

8 Leur contemporaine, Dorothy Penn publie un article qui repart des conditions préalables pour I’engendrement de la
vocation chrétienne, présente chez Frangois Mauriac, Georges Bernanos, Henri Ghéon. D’apres ses observations, le XIX®
siecle et I’analyse scientifique qu’il a soutenue, la mise au premier plan de la « béte humaine » et la négation des idéaux a
suivre, ont causé un pessimisme morbide et une désillusion choquante. « Les écrivains catholiques » suivent avec leur
role de répondre a la condition discernable dans la littérature, de méme que dans la société, dénommée ici : « searching

135



Colloquia Comparativa Litterarum, 2017

assez proches. Chacun d’eux supporte un détachement des pratiques précédentes et la nécessité d’étre
¢tabli un canon littéraire national. Mihai Ralea et Boyan Penev cherchent a prouver que la facon de se
référer a la Bible est utile a cet égard. D’une part, en tant que composant inhérent de la mémoire
culturelle et d’autre, a travers la réception de la littérature occidentale.

Sur cette base notamment se projettent les perspectives de proximité avec la littérature
francaise. L’apparence du mythe biblique se dissout dans I’ensemble des techniques narratives qui
cherchent a communiquer des nouveaux contenus avec des figures connues, mais privées de théses
immanentistes. L’univers institué sur les principes traditionnels, du folklore au christianisme, est
menaceé et se dégrade. La réalité directe nourrit des visions apocalyptiques dont une réaction possible
consiste dans le retour de I’imagination aux régles primordiales et la quéte de leurs rapports avec le

mode de vie concret.

La figure d’Eve — lignes de démarcation

La figure d’Eve fait ’objet d’un creusage considérable depuis les premiéres exégéses qui lui
ont attribué une image antithétique mélant « le religieux, I’idéologique et I’affectif »°. Le texte biblique
introduit les figures du premier couple, Adam et Eve, sans particulariser exclusivement leurs
caractéristiques. L’apparition de la femme est celle qui donne I’impulsion au développement de
I’histoire du paradis et sa présence ordonne la séquence des événements qui suivent. Dans la deuxiéme
version du mythe de la création (yahviste), les deux parties du couple se personnalisent lors de leur
premiére rencontre qui produit I’acte mutuel de différenciation de type miroir et qui fait apparaitre la
notion de sexe'®. Eve est envoyée par le Seigneur et admise par I’homme sous le signe d’« une aide
qui lui soit assortie » (Gn 2, 18). Cet extrait rappelle que méme si le genre féminin est second et
provient de ’homme, la volonté divine a donné une femme égale a I’homme, parce que bien évidement
il n’a pas pu trouver parmi les animaux cette aide. Adam ne lui donne pas un nom (comme il a d’ailleurs
procédé avec les animaux créés), mais I’appelle avec les mots « I’os de mes os et la chair de ma chair »
(Gn 2, 23).

L’ambigiiité accompagne la femme depuis sa naissance ; une traduction suggérée du passage

ou elle apparait pour la premicre fois, lui accorde le nom « hommesse ». Elle est conjointe et semblable

for a centralizing force ». Penn, Dorothy. Three French Writers of Contemporary Catholic Realism: The Inner
Consciousness Studied by Georges Bernanos, Henri Ghéon and Frangois Mauriac. — The French Review, (Dec., 1938),
Vol. 12, No. 2. http://www.jstor.org/stable/381500 (14.12.2015 ), p. 129.

9 Struve-Debeaux, Anne. Op. cit., p.719.

10 Kuposa, Munena. bubaeiickama sicena: Mexanusmu na KoHcmpyupare, noiumuxu na usobpasasane 6 Cmapus 3aéem.
Codust, UK ,,Cturmarn”, YHUBEpCUTETCKO U3aTeicTBO ,,CB. Kimmment Oxpuacku”, 2005, p. 38.
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a I’homme, sa moitié unique et en méme temps, elle est 1’autre et distincte!. Le baptéme populaire
«la mere de tout vivant » coexiste avec I’empilement des interprétations de la séductrice, la
responsable pour I’arrivée des maux et de la mort dans la vie humaine.

La création fait partie du paradigme chrétien qui s’achéve avec 1’arrivée du salut et dans ce
sens, la désobéissance de la premiére femme ne renferme pas I’étre humain dans un cycle de la
naissance jusqu’a la mort. Les évocations plus tardives du couple dans la Bible sont déja marquées par
I’importance du lien matrimonial. L ’unité primaire est mélée avec 1’unité en famille dans 1’épitre de
St Paul et la parole de Jésus Christ qui affirment le cadre de la vie en communauté. Les deux sexes
sont d’un statut égal, mais leurs rdles et prédestinations sont bien particularisés. La famille, formée par
la spécificité de chacun des deux, fait analogie aux rapports dans la communauté chrétienne — de la
méme maniére que la femme est tirée de la cote de I’homme, 1’Eglise provient du flanc transpercé de
Jésus Christ. La formulation de la famille trace une perfection du complétement qui n’est pas
dissociable (Ep. 5, 21-33) et cette compréhension de 1’union se transmet & 1’organisation sociale.

Le mythe religieux trouve son élargissement dans la littérature et survit plusieurs modulations
au cours de I’histoire. La confusion entre les messages de 1’ Ancien et du Nouveau Testament est visible
depuis la premiére paraphrase frangaise du XII® s. — Le jeu d’Adam, et persiste dans des ceuvres
représentatives des littératures européennes comme Le paradis perdu (1667) de John Milton, Cain
(1821) de Lord Byron, le poéme Le sacre de la femme?? de Victor Hugo. Ces exemples de la littérature
européenne développent les roles primaires d’Adam et Eve déclarant au préalable des rapports entre
un époux et une épouse.

Précédant la période concernée dans cette analyse et symptomatique dés son titre, en 1886 est
publié le roman L Eve future (1886) de Villiers de L’Isle-Adam. Au sujet de ce texte et de La faute de
1’abbé Mouret (1875) d’Emile Zola, Robert Couffignal observe la nouvelle approche par rapport aux
mythes provenant de la Genése dans la littérature européenne. Il part des tendances frangaises du XIX°®
siecle afin de désigner le roman comme terrain d’expérimentations diverses avec la parole biblique.
La structure du mythe pour le premier couple se présente dé-phasée'® face a 1’empilement des
interprétations littéraires. Le paradigme complexe de la Bible établit I’arrivée du salut et dans cette
perspective la figure d’Eve se cerne comme 1’anti-type de la Sainte Vierge — la Nouvelle Eve de
I’humanité. Le roman du XIX® siécle instaure son image modifiée, la Nouvelle Eve céde devant la

suggestion pour Eve qui appartient & un futur du soupgon dans la phase du salut. De telle maniére, on

11 Struve-Debeaux, Anne. Op. cit., p.718.

121 e premier poéme de la Légende des Siécles (1859).

13 Couffignal, Robert. Eden. In : Dictionnaire des Mythes Littéraires. Nouvelle édition augmentée. Sous la direction de
Pierre Brunel. Monaco, Ed. du Rocher, 1988, p. 549.
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s’approche peu a peu au XX°siécle, quand les écrivains regoivent en héritage cette figure afin de la
recréer a leur tour comme symbole de la femme éternelle. L’image totale d’Eve biblique se dissout
dans le récit romanesque et avec [’écart de ses contours traditionnels commencent les traits

d’identifications de la femme moderne.

Eve nouvelle entre I’image de la fuyarde et de la meurtriére

Les études citées permettent d’observer une continuité dans les représentations de la premicre
femme biblique au milieu des tendances frangaises. De leur coté, la littérature roumaine et la littérature
bulgare traversent leurs propres processus intérieurs. Mais les points communs existent — les deux
littératures vivent leur Renaissance nationale en s’appuyant sur les idées des Lumiéres et a une étape
plus tardive, on y trouve les tendances du symbolisme. Pendant 1’entre-deux-guerres, les romanciers
balkaniques sont également tentés par le récit de la Genése et signalent aussi une nouvelle individualité
de la femme sur le plan du mythe.

L’étude s’attarde sur six romans, deux textes de chacune des trois littératures comparées, qui
s’inscrivent dans un courant distinct en ce qui concerne I’histoire littéraire de chaque pays et par
rapport a la recréation des messages bibliques. Avant de mettre en place 1’analyse textuelle, il est
instructif de mentionner que les expressions modernes du mythe quittent le lieu et les temps bibliques
afin de se focaliser sur la vie et les tourments des personnages pris dans le temps réel. La totalité des
univers romanesques n’est plus orientée vers le temps sacré des origines, mais vers les conceptions et
les stéréotypes qui déterminent le présent. Cet ¢loignement de la paraphrase directe est évident depuis
les exemples frangais du XIX® siécle et dans les nouvelles circonstances articule I’équilibre menacé au
milieu du couple. Plusieurs détails notoires se sont accumulés par rapport a la condition de la femme
actuelle, elle a acquis des droits qui lui attribuent une différente place dans la société. Néanmoins, sa
nature et sa vocation représentent une vraie énigme pour les écrivains qui €tudient et cherchent a percer
ses nouvelles caractéristiques. A la base du corpus textuel, les développements principaux de I’image
d’Eve proposent un regroupement autour deux axes provisionnels : celle d’Eve qui précipite ’homme
dans la mort et celle d’Eve qui est fuyarde.

Les interprétations mentionnées de la figure mythique se croisent dans le roman bulgare
Dilettante ou Le jardin aux mannequins (1926) de Tchavdar Moutafov. Dés son titre devient
perceptible la substitution du jardin édénique aux objets artificiels qui entourent ’homme moderne,
habitant la mati¢re grise de la grande ville. Ici les femmes ont une allure de journal, font des gestes

capricieux et prononcent des paroles d’une gravité théatrale. La rencontre imprévue du personnage
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avec la Dame est I’occasion pour I’énumération des visions stéréotypées pour la nature féminine. Elle

est piétre et détruit I’autre :

Elle nait méchante. Elle est négatrice de nature, elle est par conséquent la négation de tout ce qui est
humain. La femme engendre des malheurs, fécondée par la peine de ceux qui I’aiment. La femme ne
chérit que ceux qu’elle tourmente.*

Les détails négatifs débordent du caractére et forment une grotesque qui joue avec la poétisation
de la femme fatale. A chaque attaque contre son sexe, la Dame répond simplement : « finalement, il
(’homme) emploie la femme comme une feuille de vigne pour ainsi cacher la nudité de son ame »*°.

Cette Eve possible, élaborée par Tchavdar Moutafov, est privée de son vrai prénom et de
contours réels, a la manicre expressionniste, mais malgré cela elle représente le miroir unique pour
I’homme. La connaissance de la femme est la voie vers les vérités pour soi et pour I’existence en
générale’®, Utilisée comme une feuille de vigne, la femme cache la tension entre le monde intérieur et
le monde extérieur dans 1’ame de I’homme s’approchant lentement de 1’autodestruction. Elle se replie

et file comme un serpent, son aide perfide ouvre devant le Dilettante les coins sombres de I’existence

banale :

Le Dilettante entrevit brusquement en lui le corps d’une femme — cette uniformité insensée de la chair

éternelle, éparpillée sur les tables, voilée de lascivité, se tordant dans le péché. Que cherchait-il ici, outil

aveugle de quelque force cruelle et lubrique qui noyait en vain son secret honteux dans les reflets de la
magnificence ?*

L’initiation du Dilettante au monde réel le meéne a I’épreuve d’un échec et I’issue des
conventions matérielles est vue dans I’abandon de leur réglement!®. L’ultime possibilité devant
I’homme est le néant de la mort et cette conclusion reprend I’intitulé du dernier chapitre du roman
« Possibilité aucune : Le rien ».

Dans cet exemple, I'interprétation du mythe efface chaque continuation, non pas seulement
celle du salut. Une pareille accentuation sur le stade de la mort, amené par I’arrivée de la femme dans

la vie masculine, se produit dans le roman de 1’écrivain roumain Liviu Rebreanu Adam et Eve (1925).

Il raconte sept histoires localisées en différentes époques historiques. Plusieurs personnages, intrigues

14 Moutafov, Tchavdar. Le Dilettante ou Le Jardin aux mannequins : roman décoratif. Traduit du bulgare par Krasimir
Kavaldjiev. Paris, Editions Le Soupirail, 2016, p. 27.

15 1bid, p. 28.

16 1bid, p. 28.

" ouesa, Hanexna. Yasoap Mymagos u 6wnzapckama Kynmypa mexcoy oeeme ceemosHu éotinu. Codus, Usn. ,,3Tox
- 3aman”, 2007, c. 196.

18 Credpanos, Banepu. ”JluneTant” v HalMOHAIHATA POMAHOBA POMAHTHKA. — JIumepamypen éecmuux, 4-10.10.1995, 6p.
31,c.12.
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et topoi se succédent, réunis selon un schéma répétitif : I’homme vit pour la rencontre prédestinée avec
la femme qu’il reconnait comme 1’unique moiti¢ de son ame. Leur relation est interdite par diverses
coutumes et différences de classe et la retrouvaille finit par le meurtre atroce de tous les personnages
masculins, devenus victimes aux obstacles politiques et sociaux. Les sept types de tortures au nom de
I’amour forment les cercles passés par I’ame du jeune philosophe Toma Novac qui est blessé par son
rival et meurt a son tour.

La répétition du méme finale tragique pour chaque incarnation de 1’ame accorde au texte une
nuance de condamnation primordiale. La séparation prévue et la mortalité¢ jettent de I’ombre sur
I’existence et cependant gardent son message. Bien que Toma Novac fasse échouer a chacune des
¢tapes vers sa réunion avec la femme, quand il passe d’un avatar a I’autre, son ame perd la mémoire

pour I’existence banale et s’immerge enfin dans un état d’harmonie originaire et de savoir supréme :

Enfin il se dit que le moment de la vérification supréme dont Aleman lui avait tant parlé pouvait venir
mais sa pensée se brisa, comme si son ame s’était obscurcie, cédant la place a une conscience hors du
temps et I’espace...

Alors, la fin du roman peut étre vue comme ouverte et I’achévement des sept cycles que 1’ame
humaine doit traverser en tant que jaillissement des « noces au paradis »*° qui suivent aprés les
souffrances terrestres. La femme fait partie de 1’existence de la douleur, mais les noces signifient de
plus I’union entre I’homme et 1’infini.

L’observation du Dictionnaire analytique des ceuvres roumaines littéraires, qu’on vient de
citer, suscite 1’analogie évidente avec le roman de Mircea Eliade Noces au paradis, publié en 1938. 11
propose une représentation du couple qui s’appuie a un dénouement inverse du destin féminin. Une
femme, Lena-Ileana, se grave profondément dans la vie de deux hommes différents avec le méme
signe de I’amour unique. Pourtant, elle disparait des deux histoires sans laisser aucune trace a chaque
fois quand elle se retrouve dans le piége de 1’orgueil masculin. Le roman est basé sur les récits
rétrospectifs des personnages masculins et quand Barbu Hasnas s’approche a la conclusion, il avoue
gu’apres la séparation il ne garde plus de souvenir pour Lena. Elle n’appartient plus a la mémoire
puisqu’elle s’est incorporée dans la compréhension pour soi qu’il porte aussi comme son nom

personnel :

La mémoire passionnelle n’est pas une qualité de male. Certes, je me rappelais bien que j’avais aimé,
que la seule femme que j’eusse aimé réellement ¢’était Lena. Ce détail je n’ai jamais pu effacer de ma
mémoire, a savoir que j’avais connu 1’amour, que toutes mes autres aventures n’avaient été que des

19 Rebreanu, Liviu. Adam et Eve. Traduit du roumain par Jean-Louis Courriol. Paris, Editions Cambourakis, 2015, p. 269.
D Dictionar analitic de opere literare romanegti. Vol. 11. Coordonare lon Pop. Cluj-Napoca, Casa cirtii de Stiintd, 2007,
p. 17.
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épisodes passagers. Mais ce n’était pas vraiment un souvenir de mon amour, exactement comme je ne
peux pas me souvenir que je m’appelle Barbu Hasnas...?

A cause de cette identification avec ’autre qui se produit dans la vraie relation, chacun des deux
hommes ressent instinctivement que la fuyarde n’est plus vivante??,

Les deux ceuvres mentionnées ci-dessus accusent la contemporanéité pour les souffrances
masculines, sans pourtant montrer une issue. Liviu Rebreanu et Mircea Eliade se laissent a une
contemplation mystique de 1’éternité ou la reconstitution de 1’étre appartient a 1’ordre cosmique. Ils
permettent au miraculeux de percer la réalité matérielle, mais les figures imaginaires d’Adam et Eve
deviennent victimes de cette méme réalité et des passions terrestres. L’auteur sacrifie ses personnages
afin d’atteindre le point culminant de la narration. Le bonheur éternel n’est pas possible dans ce monde
et il reste au-dela de I’humain, dans ’infini céleste.

Un exemple particulier parmi ces visions appartient a la seule femme écrivaine dans cet exposé
— Anna Kamenova. Son roman Le péché de Haritina (1930) est considéré par 1’'un de ses premiers
analyseurs, Maltcho Nikolov, comme glorification et doléance pour le destin chagriné de la femme
dont la nature est passive?3. Cependant, les figures centrales méritent ’attention parce qu’elles tentent
a reproduire deux antipodes de 1’Eve actuelle. Haritina et Naida vivent dans une ville en déclin®, la
premiére d’entre elles stylisée comme la fille bulgare typique des chansons populaires, douce et
paisible, la deuxiéme, Naida, de sa part, étant ardente et hors du stéréotype provincial. Naida est la
fuyarde dans ce contexte, elle quitte les restrictions de la petite ville ou le futur des femmes est connu
a I’avance et elle se perd a I’étranger sans réussir a trouver une nouvelle vie. D’un premier regard,
Haritina incarne notamment la passivité distinguée, elle tisse et attend patiemment ’homme de sa vie.
Mais sous cette apparence se fait voir sa détermination de défendre fermement son choix. Elle rejette
la proposition de mariage d’un autre homme et devient inconsciemment la raison pour la mort de celui
qui voudrait 1’épouser?® pour qu’elle triomphe 4 la fin et regoive la proposition de mariage de celui
dont elle est amoureuse.

L’observation de ces quatre exemples des littératures balkaniques prouve une participation
involontaire dans la mort du partenaire. Les romans de la littérature francaise, qu’on joint en
comparaison, illustrent la saturation beaucoup plus perceptible de culpabilité et de violence. Le roman

Thérese Desqueyroux (1927) de Francois Mauriac rend témoignage de la tentative d’une épouse

2L Eliade, Mircea. Noces au paradis. Traduit du roumain par Marcel Ferrand. Paris, L’Herne, 1981, p. 259.

22 |bid, p. 264.

23 Hukonos, Mauo. XaputuHuHUAT rpsix. Poman ot A. Kamenosa. — 3namopoz, 1930, Ne 3, ¢. 167.

24 Milena Kirova propose le traitement de ’appariement « Ville-femme » dans son article: Kuposa, Munena. Pomaast
Xapumununuam 2pax 1 TPEXOBETe Ha IUTepaTypHaTa Kputuka. B: Heciyuenuam xanon. bvneapcku nucamenku om
Bwspasicoanemo oo Bmopama céemosna gotina. Penaxrop Munena Kuposa. Codust, Anrepa, 2009, c. 331-357.

% Kamenosa, Anna. Xapumununuam 2psax. Codus, Ileuarnuna Kaunerpad, 1930, c. 97.
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d’empoisonner son mari. Maléna du Combat avec [’ange (1934) de Jean Giraudoux se laisse aux
pensées suicidaires apres avoir deviné qu’elle n’est pas et ne peut pas étre égale a I’homme. Jusqu’ici,
la répartition des motifs montre la présence des traits d’Eve « fuyarde » dans la moitié des romans. Le
sujet des ceuvres Thérése Desqueyroux, Le péché de Haritina et Noces au paradis inclut le détachement
de la femme de la maison ou du milieu social concret. Cette ligne narrative s’entrelace avec le théme
de la mort qui envahit tous les récits sans exception. Pourtant, le développement extréme des caractéres
frangais fait partie de la construction d’un nouveau modele ou les écrivains aspirent a découvrir
I’avenir pour leurs personnages féminins.

Thérése réve de quitter le pays des Landes et a la fin du récit elle est libre de partir pour Paris
ou son histoire recommencera, suivie des priéres de I’auteur qui protégent les étres créés de la boue?.
Jean Giraudoux accorde la méme attention a son personnage, I’auteur prend la forme de voix divine

qui disculpe la race des femmes en déclarant :

Tu es blanche a I’eeil de Dieu, douce a I’ceil de Dieu, douce — assurons-nous en aussitot — a ses mains.
Te voir me rappelle a quoi j’ai pensé en te créant. Le jour de ton jour j’étais tendre, distrait ; mes erreurs
sur toi viennent justement de ce que je pensais a toi.?’

Les derniéres paroles du roman disent : « Ceux qui ne viennent pas au monde ne connaissent
pas les malheurs de la vie, ceux qui viennent au monde en connaissent les joies »%.

Thérése, Maléna, Ileana, Haritina ou simplement la Dame, elles se confrontent toutes aux
prescriptions accumulées de la tradition biblique et littéraire qui situe leurs roles au milieu du couple
et de la famille et qui travaille avec ’ambigiiité innée de leur caractére. Dans le roman de I’entre-deux-
guerres, elles représentent aussi bien I’indicateur inquiétant d’une crise qui s’approche. A cet égard,
les trois littératures se rapprochent et se servent d’une méme conviction avec la plasticité de cette
figure biblique. Privée des identifications a la meére et a 1’épouse dans la plupart des cas littéraires
envisagés, la femme moderne est pour I’homme un miroir qui refléte un futur indécis. Les aspects de
la fuyarde, de I’innocente et de la meurtriére se croisent dans la recherche commune du couple pour le
savoir. Tout comme la scéne du jardin d’Eden, Eve offre a I’homme le fruit de la connaissance pour le
bien et le mal. Menagante dans sa révolte ou libérée et ainsi imprévisible, 1’Eve Nouvelle du roman
moderne représente le seul vrai chemin vers les profondeurs du Soi, nous suggerent les écrivains
européens tout en s’appuyant sur le mythe biblique.

Pour conclure, Eve peut étre définie comme « la seule qui nous reste », empruntant le titre du

2 Mauriac, Frangois. Thérése Desqueyroux. Paris, Bernard Grasset, 1989, p. 7.
27 Giraudoux, Jean. Combat avec I’ange. (Euvres romanesques complétes 1. Paris, Gallimard, 1994, p. 412.
28 |bid, p. 475.
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méme nom d’un tableau de Max Ernst de 1926. Avec des cheveux coupés, étrangere aux images
connues de la féminité et d’un visage invisible, Eve jette son ombre telle qu’elle est a présent et avance

parmi les repéres perturbés dans un monde hachuré en noir et blanc.
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Adina MOCANU!

Stories of Suffering.
Bodies and IlIness in Post-communist Romanian Literature

Abstract

The fall of communism means liberty of expression, among other things. Contemporary writers tackle
topics that were either considered taboo, or were censored under communism, and they portray an immediate
reality that reflects everyday society. One important element is the depiction of disease in the works written
after 1989, namely from a perspective that pays great attention to the body. Diseases such as AIDS and syphilis
terrify people, even though they are treatable and being kept under control. Departing from Susan Sontag's main
idea from her essay Iliness as Metaphor, in this article | explore the role of disease in contemporary society as
depicted in two recent novels: Cruciada copiilor by Florina Ilis and Lizoanca la 11 ani by Doina Rusti.
Romanian post-communist society still avoids speaking about disease, because it is considered taboo. This
avoidance most often frustrates the people afflicted by disease. One of the novels discussed in the article
observes the relation between the disease and its symbolical meaning in post-communist society, and this is
indicative of the problems people run into in their everyday lives. Thus, | demonstrate why disease is an
important element in the reality depicted in the aforementioned novels, and | also highlight how illness becomes
more than a metaphor. It shows the institutionalized or structural arrangements in society.

Keywords: illness; vulnerability; post-communist Romanian literature; women

Histoires de souffrance. Corps et maladie dans la littérature roumaine postcommuniste
Résumé

La chute du communisme signifie, entre autres, la liberté d'expression. Les écrivains contemporains
s'attaquent a des sujets qui étaient tabous ou censurés sous le communisme, et ils dépeignent une réalité
immédiate qui reflete la société au jour le jour. Un élément important est la représentation de la maladie dans
les ceuvres écrites apres 1989, a savoir d'une perspective qui accorde une grande attention au corps. Les maladies
telles que le SIDA ou la syphilis terrifient les gens, méme s'ils sont traitables et gardés sous controle. A partir
de 1'idée principale de Susan Sontag dans son essai Illness as Metaphor, on se propose d'explorer le rle que la
maladie joue dans la société contemporaine dans deux romans récents : Cruciada copiilor de Florina Ilis et
Lizoanca la 11 ani de Doina Rusti. La société post-communiste roumaine évite toujours de parler de ces
maladies car elles sont considérées taboues. Cette fagon d’éviter la réalité frustre, trés fréquemment, les
personnes touchées par la maladie. Dans les romans sur lesquels on discute dans l'article on peut observer la
relation entre la maladie et le symbolisme qu'elle porte dans la société post-communiste, et cela parle des
problémes auxquels se heurtent les gens au quotidien. Ainsi, on va montrer pourquoi la maladie est un élément
important dans la réalité décrite dans les romans susmentionnés, et on va également souligner comment la
maladie dans les deux romans devient plus qu'une métaphore. Elle montre aussi les arrangements institutionnels
ou structurels dans la société.

Mots-clés : maladie ; vulnérabilité ; littérature roumaine postcommuniste ; femmes

1 Adina MOCANU is a graduate student in Literature at the University of Barcelona. She holds two master’s degrees: in
Romanian studies from the University of Craiova, Romania, and in Construction and Representation of Cultural Identity
from the University of Barcelona, Spain. Her research project and articles deal with the female body in post-communist
Romanian literature (Florina Ilis, Doina Rusti, Nora Iuga, Liliana Corobca), and she is interested in themes such as
sexuality, vulnerability, illness, and violence. Adina Mocanu is also editor of the Romanian cultural review “Pravalia
culturald”. E-mail: calinaluna@gmail.com
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Romanian literature underwent a transformation concerning the portrayal of political and social
change brought by the fall of Communism in 1989 and the subsequent transition to a capitalist society.
The first ten years up to 2000 were relatively uneventful literature wise (recuperation of prohibited
literature, exile writings, or dissident memories)?. However, after the year 2000 the goal was to find
new ways to draw attention to themes that were forbidden or heavily censored during the Communism.
Writers have begun to tackle controversial subjects such as the role of the individual in society, which
helps to restore the authenticity of communication and emphasize social issues such as power, wealth
and poverty. Florina Ilis and Doina Rusti are two of the most important writers who emphasize the
importance of female strength and friendship through violent circumstances, and provides important
insight into Romanian culture. Ilis attempts to illustrate the dynamic themes of race, class, gender and
cultural change during the Post-communist transition. Rusti writes an expansive novel in which a girl
resists violence and discrimination in the rural part of Romania. Her writing is insightful, honest,
unpretentious, and eye opening.

One of the most important characteristics of the Romanian literature is the representation of the
crippling STDs. In the novels written by Florina 1lis3(2005) Cruciada copiilor (Chidren’s crusade) and
Doina Rusti* (2009) Lizoanca la 11 ani (Lizoanca at eleven years of age), illness is used as a metaphor
for most of the changes occurred after the fall of the regime in order to critique the social issues inherent
in a culture based on taboos and prohibitions.

In this article, I will argue that the girls who are ill (Irina is diagnosed with HIV infection and
Lizoanca is infected with syphilis)are depicted both as victims and agents of change; they make use of
their vulnerable condition in order to survive in their specific communities and they reinvent new
spaces of habitation where they can act free or at least without always being considered victims. In
this sense, vulnerability is not a hierarchic position and the persons who are vulnerable should not be
seen as passive victims, who are weak and submit to aggressor’s demands, but subjects endowed with

capacity of resilience and resistance.

2 Simu, 1. “Ce s-a intAmplat cu literatura romand in postcomunism — Simptomatologie generald”, in Romania literara,
nr.62008,http://www.romlit.ro/ce _sa ntmplat_cu_literatura_romn_n_postcomunism - _simptomatologie general,
(22.02.2017).

% Florina Ilis is a contemporary writer who has published haiku volumes and novels:

Haiku si caligrame (Haiku and Calligrammes), 2000, Cobordrea de pe cruce (The Descent

from the Cross), 2001, Chemarea lui Matei (The Calling of Matthew), 2002. Her well-known Cruciada copiilor (The
Children’s Crusade), 2005, was awarded numerous prizes, including Book of the Year 2005. Her latest work is Vietile
paralele (Parallel lives), 2012.

4 Doina Rusti is writer, screenwriter and film director. Her novels are very famous: Fantoma din  moard (The Ghost of
the Mill), 2008, Zogru, 2006, Lizoanca la 11 ani (Lizoanca at the age eleven), 2009, received the Romanian Academy
Award lon Creanga. The latest novel is Manuscrisul fanariot (The Phanariot Manuscript), 2015.
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IlIness and vulnerability. Some theoretical aspects.

IlIness is one of the oldest themes in literature. There are many examples of works that portray
diseases in detail. Some Romantics were particularly fond of morbidity, and they understood literature
as a wound. The modern aesthetics promoted by Charles Baudelaire is associated with illness through
writing which implies an explicit subversion of the classical beauty. In her well know IlIness as
Metaphor, Susan Sontag®analyses the metaphors that describe serious illnesses like cancer, AIDS, or
tuberculosis. She argues that the metaphors and mythology created around these diseases make the ill
people seem evil and mysterious. Sontag disagrees with the use of illness as metaphor and seeks to
prove that cancer or AIDS are not curses or punishments for bad character but simply diseases who
can be perceived mainly from a medical point of view. Sick people are considered vulnerable and they
are reduced to a condition where they need to depend on someone else. Judith Butler®writes about the
body vulnerability as a starting point to think on issues such as moral responsibility. Generally, the
subject who suffers from a disease is reduced to a marginalized minority and occupies a subordinate
position.

In this context, | will explore the particular case of girls, especially the case of one girl who was
infected with HIV, which is portrayed in Florina Ilis’ novel Cruciada copiilor (Chidren’s crusade) and
the main character from Doina Rusti’s novel Lizoanca la 11 ani (Lizoanca at eleven years of age)who
suffers from syphilis. The people close to the girls try to reduce them to silence, but the girls are also
overprotected because of their age and illness status. In the first novel, I will analyse the particular case
of a girl who perhaps contracted the virus from injections with improperly sterilized equipment.

The girl comes from a poor and religious family who considers her daughter as something
magical, an angel sent by God. To this day, thousands of Romanian children and youth living with
HIV face discrimination’. They do not have access to education, health, privacy and many times their
parents have to take care of them. More often than not, they are kept in their homes and they are not
allowed to be seen on the streets not even nowadays. This situation became a serious problem when
Ceausescu took power; Romania had a declining birth rate and one of the highest rates of abortion and
divorce in Eastern Europe. To counteract these undesired situation, this Romanian dictator instituted a
number of radical policies including banning abortion, restricting divorce and providing financial
incentives for working mothers. Through these measures, Ceausescu managed to increase his control

of the population, especially of women’s bodies in order to boost the birth rate. However, the

5 Sontag, S. IIness as metaphor and AIDS and Its Metaphors, Picador, United Kingdom, 2001.
& Butler, J. Precarious Life: The Powers of Mourning and Violence, VersoBooks, 2006, p.13.

TUNICEF : “HIV and AIDS in Romania : taking stock”, The quarterly newsletter of UNICEF
Romania, nr.3, 2009.https://www.unicef.org/romania/United_for_children_3.pdf (22.02.2017)
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implementation of his policies resulted in many infants born with disability or infected with
HIV.8Thus, a combination of unsound medical practice, the absence of single-use syringes, ignorance,
completed by a refusal of the regime to acknowledge the presence of the virus resulted in an
unprecedented epidemic. Even after the fall of the regime, many of these problems were not solved.
Immediately after 1990, these cases were brought to light, but even then, because of sheer ignorance
the fear of infection was blown out of proportion. Thus, the children were over-sheltered and isolated
by their families, partly because of the stigma associated with their disease.

In her novel, Lizoanca la 11 ani, Doina Rusti plays with the cultural subtext of the disease and
what it means to be healthy(thus normal) or ill (abnormal) from society’s point of view. She makes
use of a sexually transmitted disease, syphilis, as a metaphor though which she showcases the social
and moral problems in contemporary society. Susan Sontag explains that anytime an illness is
demonized, the person suffering from that illness is inevitably equated with the “evil” represented by
the illness, and sick people are thus blamed and stigmatized for their condition. Sontag argues: “What
makes the viral assault so terrifying is that contamination, and therefore vulnerability, is understood
as permanent. Even if someone infected were never to develop any symptoms —that is, the infection
remained, or could by medical intervention be rendered, inactive — the viral enemy would be forever
within®. Rusti’s novel presents a girl who is forced to adopt a libertine lifestyle with the complicity
of adults in order to escape from the domestic violence in her household. Once people find out that the
girl has syphilis, she becomes a danger to society in the villagers’ eyes.

Judith Butler criticizes the fact some individuals matter in our cultural, political and historical
field more than the life of others, and some of them are judged to be healthy or sick, normal or
abnormal, beautiful or ugly, powerful or week. She asks: “How, then, can one think through the matter
of bodies as a kind of materialization governed by regulatory norms in order to ascertain the workings
of heterosexual hegemony in the formation of what qualifies as a viable body? How does that
materialization of the norm in bodily formation produce a domain of abjected bodies, a field of
deformation, which, in failing to qualify as the fully human, fortifies those regulatory norms? What
challenge does that excluded and abjected realm produce to a symbolic hegemony that might force a
radical rearticulation of what qualifies as bodies that matter, ways of living that count as "life,” lives

worth protecting, lives worth saving, lives worth grieving?”’1

8 There are few articles about this topic. After 30 years, a Romanian public television researched about this issue. More
than 13.000 of children were infected with HIV from 1988 to 1992. More details about this are in this tv report:
http://www.digi24.ro/Stiri/Digi24/Special/Reportaj/Generatia+HIV+Criza+secreta+a+Romaniei (January 2017)

% Sontag, S. IIness as metaphor and AIDS and Its Metaphors, Picador, United Kingdom, 2001, p.108.

10 Butler, J. Bodies that matter. On the discursive limits of “sex”’, Roudedge, New York, 1993, p.16.
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In order to see the construction and representation of the female children as “bodies that matter”
(Judith Butler), I will take a very close look at the figure of the girl in the two novels and | will argue
that female vulnerability is a social construct. Many times, female subjects are considered weak and
submissive and that is how society expects them to be. This holds true in the context of childhood as
well. In these novels, vulnerability is a social construct rather than being something inherent in the
characters’ physical or cognitive constitution. This makes little girls confront society’s power over
their lives each day as they are expected to fulfil abridged choices and blocked access to resources

because they fulfil the condition of “adult”.

Between religion beliefs and contagious illness.

Published in 2005, Ilis’s novel depicts the Romanian society after the Communist regime. The
novel is constructed from bits of life, suggesting a transversal analysis of a nation at the beginning of
the 3" millennium. Cruciada copiilor (Children’s crusade)!! is about a group of children accompanied
by their teachers on a trip to the seaside by train. Each compartment of the train describes the issues
each person has to have to deal with. In this presentation, I am particularly interested in Ilis’ depiction
of illness and her vision on the relationship between religion and disease. Irina, a young girl infected
with HIV, was raised by her parents who overprotected her until she became convinced that she is the
messenger of God. She believes that her mission is to go to a church far away in the mountains because
Mary, Mother of Jesus, appeared to her in a dream and promised her that she will be cured in heaven.
But before that she has to endure many hardships, because she has been chosen one to suffer for the
people:

“Irina’s parents from Moinesti would not just sit around and wait helplessly for their 16-year old
daughter to die, they would carry out the girl’s wish and the Holy Mother’s commandment to bring the
girl to that secret place in the mountains that, according to the Virgin, will drip with pure and innocent
blood, where their daughter will be cured, these were the words spoken by the Mother of God, as She
appeared in the dream of Irina from Moinesti.”'?

In post-1989 Romania, religion has played an increasingly important role in the society. The
deliberately orchestrated absence of any religious elements during the communist times sparked a
powerful return of the Church after the fall of Ceausescu’s regime. The sudden shift from an existence
where God was banned from people’s life by the communist government, to post-1989 found spiritual

dimension where God became omnipresent is because society equated communism with atheism, and

11 Both novels are not translated in English. Unless otherwise indicated translations of the paragraphs are mine.

21lis, F. Cruciada copiilor, Polirom, Tasi, 2005, p.28 “Périntii Irinei din Moinesti nu puteau sta cu méinile in sin si astepte
neputinciosi moartea fiicei lor de saisprezece ani, vor indeplini dorinta fetei si porunca Maicii Sfinte de a o duce 1n acel
loc nestiut dintre munti care, dupa spusele Preacuratei, va picura de sdnge nevinovat si curat, acolo se va vindeca fata lor
de boala, erau cuvintele rostite de Maica Domnului, asa cum i aparuse Irinei din Moinesti in vis.”
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in order to banish any trace of communism the belief in God had to be reintroduced. The girl is
considered extremely vulnerable because she readily accepts the fact that her destiny is organized by
a higher being.

Ilis explores the combination between religion and illness in a slightly irreverent way from the
Church’s point of view. She uses irony to make the reader ask questions about sensitive issues that are
traditionally unchallengeable. Ilis’ scope is not to describe the girl as a weak person, but rather to try
to point out an ethical dilemma; society is portrayed as lacking the sense of responsibility. In Judith
Butler’s words: “[...] if one seeks the resources for moral response in the self, then we assume an inner
world that is composed of moral fibre or moral capacities. (...) My understanding is that our
«resourcesy are to be found in our responsiveness, and that this is not an «internal» resource, but a
feature of our relations to others™*?,

On the other hand, Ilis creates a political space to discuss some issues considered taboo before
the fall of Communism (religion, sexuality, talking about body disease etc.).People traditionally
expected that institutions (religion, the Party) would solve their problems, and thus they lack the sense
of responsibility and lack initiative. As Boris Buden points out: “Eastern Europe after 1989 resembles
a landscape of historical ruins that is inhabited only by children, immature people unable to organize
their lives democratically without guidance from another. They see themselves neither as subjects nor
as authors of a democracy that they actually won through struggle and created by themselves”*. In
this sense, the girl infected with HIV is taught to consider herself as a pure, innocent human being
because of her disease. The infection was transmitted through contaminated blood products, syringes
and needles and potentially by unsterilized instruments and this was done by the Romanian nurses in
the hospitals without knowing that they were infecting the children. Lack of information about risk
and preventive measures increased the rate of transmitted infections. This was a major problem
because not even parents knew what kind of disease was HIV. Thus, HIV/AIDS has long been a taboo
topic in Romania during and after Communism and this lack of creative output has left its imprint on
the academic field and literary writings. The virus and the syndrome have been imbued with meanings
in everyday lifeand most of the people still skirt their way around the issue rather than confront it
directly:

“The Holy Mother always told her in her dreams that she will be healed. When She had spoken the word
healing the girl’s gaze betrayed an impossible hope that she secretly hoped would be confirmed by the
monk, Did She actually say that you will be healed? asks soft-spoken brother Emanuel, and the girl tries

13 Butler, J. “Vulnerability as a strength”, in Reset Doc, interviewed by Elisabetta Ambrosi, 2007,
http://www.resetdoc.org/story/00000000307 (23.01.2016)

14 Buden, B. “Children of postcommunism”, in Identity. Move! Research Platform for Contemporary Dance in the Eastern
Belt of the European Union, 2014, p.7 http://identitymove.eu/boris-buden-children-of-postcommunism.html (8.01.2016)

149


http://www.resetdoc.org/story/00000000307
http://identitymove.eu/boris-buden-children-of-postcommunism.html

Colloquia Comparativa Litterarum, 2017

to recall her suffering “if I went to a specific place, Yes?! A place surrounded by big mountains, a place
where evil cannot enter and innocence will bleed, this is what She told me!”’®

In this case, the girl finds solace in religion. On the other hand, her character’s purpose is to
make the reader question what we feel and what we perceive regarding these hidden subjects. In order
to find resources to fight prejudice against those infected, most people ignore the problem altogether
and look for a spiritual cure. The writer uses the infection to show the impact of religion in society,
and people’s behaviour concerning the fact that HIV is a taboo topic. Instead of treating children as
vulnerable and “special” by offering them too much protection, it should provoke a reflection on roles,
attitudes and behaviours towards silence and occultation of the truth about this illness. Thus, the body
is discursive, in the way in which religion and illness are interlinked as proof of resisting against social
death. This means that is a precondition for the development of resources that are necessary for
transforming visions of how it is possible to live. In the novel, Irina’s body is also understood as a site
of death and contagion, an entity suspended between health and sickness. This is why many times, a
body living with HIV is perceived as an invasive agent in a “healthy” society'®. Taking into account
this duality one can explain why Irina’s parents make her to believe that she is “special”, so she does
not perceive herself as a threat to others. Moreover, for this girl, living with AIDS is to imagine the
possibilities of constructing a life contemplating the meaning of divinity, to imagine new ways of

relating that can incorporate other “realities”.

Sexual disease in the contemporary discourse.

In the second novel, Lizoanca la 11 ani (Lizoanca at eleven years of age), the main character
is infected with Syphilis, a sexually transmitted disease that has always been directly related to
something forbidden, often associated with adultery, sin or divine punishment. The action of the novel
takes place in a village with strong traditional values (heterosexual family, religious background, strict
education). When the girl goes to the doctor for a check-up, she finds out that she contracted a very
dangerous disease. The doctor suddenly triggers all the alarms and the girl becomes the centre of
attention in her community. Doina Rusti explains the idea of the story on the cover of the first edition
of the book: “I read this horrendous headline in a newspaper: Eleven-year-old prostitute infects entire

village with syphilis. Then I saw the same story in all the rest of the press. The girl, who had parents

15 1lis, F. Cruciada copiilor, Polirom, lasi, 2005, p.142 “Maica Sfanti ii spunea mereu in vis ci se va vindeca cind rostise
cuvantul vindecare privirea fetei trdda o sperantd imposibila a carei confirmare o astepta parca de pe buzele calugarului, a
spus chiar asa, ca te vei vindeca? o intreaba fratele Emanuel cu glasul bland, si fata incearca sa-si aminteasca de suferinta
daca voi merge intr-un loc anume, Da?! Un loc inconjurat de munti mari, un loc unde raul nu va putea sa intre si inocenta
sangera, asa mi-a spus!”

16 Bunting, S. M. “Sources of stigma associated with women with HIV. Advances in Nursing Science”, PubMed.Bethesda:
1996; 19(2): 64-73.
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and an average standard of living, was held responsible for almost all the cases of syphilis in her
village. The tone of the newspaper articles, the unanimity of the accusations, and the repetition of the
same headline from one newspaper to the next determined me to investigate the situation and to write
this novel”"’.

Modern society has established medical standards that encourage individuals to take some
responsibility for body care. Raising awareness to personal hygiene has helped society progress and
control itself. Both biomedicine and bioethics play pivotal roles in this constitution and normalization
of society. Foucault sustains that “the health and physical well-being of population” appeared in the
eighteenth and nineteenth centuries “as one of the essential objectives of political power”?8.

Syphilis is the direct result of lack of protection in sexual relationships, implying abuse and
exposure to poor sanitation. This is a clear alarm that something has gone wrong. As Deborah Hayden
argues:

“Syphilis was life's dark secret. The word was taboo, with the terrifying diagnosis at most
whispered to an intimate friend, and then only with assurances of utmost secrecy. It was too
shameful to record by name in a diary and was alluded to in correspondence only in code™®®.

After having sexual contact with nearly every man in the village, all the men discover that the
“innocent” girl has syphilis. The problem is accentuated when the men realize that the illness of the
child (apparently invisible) is about to reveal all the secrets concerning their sexual relations with her.
Thus, the only doctor in that village takes advantage of the situation: she starts looking for the guilty
persons by making a list in which she tries to identify those who may have contracted the disease, but
she also wants to discover who has been the girl’s “lover”. Although she represents the medical
authority, she compromises her professional ethics to pursue her personal vendetta against one of her
former lovers. An important feature of the village is that everybody knows everybody, and this helps
create connection between the unexpected illness of the girl and the men involved in this situation. In
this sense, Lizoanca is presented as a very vulnerable victim who needs protection and care, firstly
from her parents. However, instead of protection she only receives savage beatings from her father,
Cristel.

“Cristel had reached the front door and he opened it, pushing Lizoanca against the rather musty
wood planks. Florenta, who was in the courtyard, hurried to open the house door. ‘Bring some rope,
woman, to tie up the demented!” It was dark in the house, and the child whimpered, unseen. Lizoanca
felt the rug on the wall against her back. Her father let her go for a moment to switch hands, and as he
went on he smacked her. Presently he grabbed her again by the neck with one hand, and with the other

17 Rusti, D. Lizoanca la 11 ani, http://doinarusti.ro/en/ (23.01.2016)

18 Foucault, M. ‘Body/Power’, in: Foucault, M. Power-Knowledge: Selected Interviews and Other Writings 1972-1977,
ed. C. Gordon, New York: Pantheon, 1980, p.170.

19 Hayden, D. Genius, Madness, and the Mysteries of Syphilis, Basic Books, Unites States of America, 2003, p. XV.

151


http://doinarusti.ro/en/

Colloquia Comparativa Litterarum, 2017

hand he strokes her across the lips without force, as if they were playing, but she felt very humiliated
and all she wanted was to dig her teeth into his hand.”%

Secondly, she requires help from the local authorities, who forget that they are dealing with a
young and innocent person and choose instead to have sexual relations with her. However, the girl
decides not to reveal the name of the people with whom she had sexual intercourse. She already known
that her body represents both attraction and pleasure but also something forbidden. These men paid
significantly more attention to Lizoanca than her parents did, and encouraged her sense of
independence. At this point, she destabilizes the situation. Although everybody sees her as a victim,
she decides instead to hold her ground against all the people who made her suffer. Traditionally, society
forces the individual to accept whatever is imposed upon him/her in the name of the law, but Lizoanca
refuses to play a submissive role. Instead of helping her, the local authorities “conspire” against the
girl and want her to follow that “right” way as they define it:

“All of a sudden, a window opened in Lizoanca’s mind through which one could see the reporter’s true
nature. So this is what she was up to! She had smiled at her, leaned over her, only to let her mask drop
and ask her the same thing the Nurse had. As if that was the thing that mattered! Those men were nothing
but good hosts who had sheltered her when the nights were cold and who fed her.”?

In this case, the victim is vulnerable due her age, gender, size, physical condition but she still
acts dynamically. The girl tries to protect herself from harm through her openness to the men from the
village but she has limited capacity to protect herself and to escape danger.

In conclusion, the two examples of characters show how illness highlights the relation between
victim and agent of change. Iliness also points out the narrow way in which a victim is seen as weak,
and how sometimes, for the sake of protection and dependency, it erased the right of the girls to act
freely in a specific context. Irina and Lizoanca highlight how illness implies different metaphors about
the body in the contemporary Romanian society, depicted in the two novels: on the one hand the divine
body, pure and innocent and on the other hand, the stigmatized body which creates pleasure, desire
and erotic feelings. Drawing on the work of Judith Butler on vulnerability it is important to rethink the
body ontology so that the vulnerability of the girls due to their illness is not opposed to their agency,

but is rather element of sociality, constituting a call to ethical engagement from the people near them.

2 Rugti, D. Lizoanca la 11 ani, Polirom, Iasi, 2009, p.55, “Cristel ajunsese in fata portii si-o deschise impingand-o pe
Lizoanca in scandurile cam putrezite. Florenta era in curte si alerga sa deschida usa casei. - Adu, fa, o funie, ceva, s-o
legam pe nebuna! in casa era intuneric, iar copilul scAncea nevazut. Lizoanca simti in spate covorul de pe zid. Taica-sau i
dadu drumul o clipa, cét sa schimbe mana, si din mers ii si rase o palma. Acum o tinea din nou de gét, iar cu cealalta palma
o lovea incet peste buze, mai mult asa, in joaca, dar ea se simtea foarte umilita si nu voia decét sa-si infiga dintii in ména
lui. In ochii ei negri, barbatul simtea scrasnetul rotilor de camion care ii torturaseracopilaria.”

2L 1dem, ibid. p. 58, “In mintea Lizoancii se deschise brusc o fereastra prin care se vedea adevarata fata a reporterei.
si Sanitara. De parca asta conta! Barbatii aia nu erau decat gazdele bune, care o adapostisera in noptile friguroase si-i
dadusera sa manance.”
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Roumiana L. STANTCHEVA!

Les affinités entre les littératures européennes

Résumé

Le concept d’affinité est pensé ici comme susceptible de remplacer la notion périmée d’influence ou
une notion plus récente, mais non moins problématique, celle de réception, chacune impliquant l'idée d'une
connexion. Le terme affinité rompt le cercle vicieux des contacts directs ou indirects entre littératures. Ce
concept est différent de méme des comparaisons typologiques, car les affinités inter-littéraires ne sont pas
obligatoirement conditionnées par 1’étape de développement social de chacun des contextes. Les Etudes
culturelles qui essayent de nos jours de couvrir agressivement le domaine des sciences humaines, ne
correspondent pas non plus a nos efforts, car ce genre d’études dilue la spécificité littéraire dans des messages
idéologiques (postcoloniaux, liés aux minorités et contestataires).

L'approche consiste ici a juxtaposer des romans traitant des questions contemporaines de la premiére
moitié¢ du XXe siecle en Europe, y compris le théme de la ville moderne, la femme indépendante, le manque de
cognoscibilité¢ de 1'Autre, des thémes nouveaux qui correspondent a des questions démographiques,
psychanalytiques et philosophiques de cette époque. Les romans de Colette, Camil Petrescu et Yana Yazova,
respectivement de la littérature frangaise, roumaine et bulgare, serviront d'exemples a cet égard. La comparaison
non conventionnelle nous a montré 1'hésitation comme un principe constructif général des trois romans.
Mots-clés : affinités ; roman européen psychologique de la premiére moitié du XXe siecle ; I’hésitation comme
principe constructif du texte ; Colette ; Camil Petrescu ; Yana Yazova

Affinities among European Literatures
Abstract

The concept of affinity will be discussed as a concept likely to replace the outdated notion of influence,
or the more recent, but no less problematic notion of reception, each of them implying the idea of a connection.
The term affinity will break the vicious circle of direct or indirect contacts between literatures. This concept is
different also from typological comparisons, because inter-literary affinities are not necessarily conditioned by
the stage of social development of each context. Cultural Studies, which have been trying to cover aggressively
the whole field of studies in the humanities, do not correspond to our efforts either, because they tend to thin
out literary specificity into ideological messages (postcolonial, linked to minorities and protest).

The proposed approach consists in juxtaposing novels that deal with contemporary issues of the first
half of the 20th century all over Europe, including the topic of the Modern City, the Independent Woman, the
lack of cognoscibility of the Other — newly emerged themes that correspond to the demographic, psychoanalytic,
and philosophical concerns of the time. Novels by Colette, Camil Petrescu, and Yana Yazova, belonging to
French, Romanian and Bulgarian literature, respectively, will be used to provide examples in that regard. The
unconventional comparison revealed hesitation as a general principle of construction of the three novels.

! Roumiana L. STANTCHEVA est Professeur des Universités, Dr. Sc. en Littérature comparée (domaine roumain,
bulgare et frangais) a I’Université de Sofia St. Kliment Ohridski, Bulgarie. Fondatrice du Cercle Académique de Littérature
Comparée bulgare et son premier président (2001-2011) ; Docteur honoris causa de I’Université d’Artois (2002) ;
fondatrice et rédacteur de la revue en ligne Colloquia Comparativa Litterarum. Monographies et éditions récentes :
Littérature européenne/Littératures européennes. Les littératures balkaniques sont-elles européennes ? (En bulgare).
Sofia, Ed. Balkani, 2012 ; Le peintre Georges Papazoff comme écrivain. Verbalisation du surréel. (En bulgare). Sofia,
Colibri, 2014. Langues, littératures et cultures balkaniques. Divergence et convergence. Textes en bulgare, anglais et
frangais, réunis par Petya Assenova, Roumiana L. Stantchéva, Vasilka Alexova, Rusana Beyleri. Sofia, Editions de
I’Université de Sofia, 2015. Traductrice littéraire.
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principle of construction; Colette; Camil Petrescu; Yana Yazova

Le but principal de cet article réside dans la comparaison de trois romans de différentes
littératures européennes - frangaise, roumaine et bulgare - dans les années de la premicre moitié¢ du
XXE siécle, afin d’esquisser des ressemblances et de promouvoir une compréhension plus cohérente
sur les littératures européennes. Nous allons ignorer les possibilités et les illusions qui viennent d'autres
approches comparatives et dans le but de souligner la notion d’affinité. Affinité sera employée ici
comme une notion, ayant une signification spécifique en Littérature comparée, tout d’abord pour éviter
le concept dépassé d’influence. Affinité est également en mesure de remplacer un autre terme plus
récent, celui de réception, qui est tout aussi problématique dans ce cas. Les deux concepts antécédents
mentionnés, 1’influence et la réception, impliquent nécessairement une liaison, un contact personnel
ou la connaissance d’une ceuvre de la littérature étrangere, signalée au moins de maniére intertextuelle.
Il est utile toutefois de rappeler que la différence entre les deux consiste surtout dans le fait que le
terme d’influence accorde de l'importance a un modéle retentissant, suivi par les autres littératures,
tandis que la réception met I’accent sur l'activité de celui qui choisit lui-méme un modéele étranger pour
le transformer de sa maniére.? Tout différemment, le concept d’affinité nous permet d'échapper au
cercle vicieux des contacts, des liaisons ou des connexions directes ou indirectes.

Par la suite, il faudrait expliquer la différence entre l'affinité et le concept de comparaison
typologique, tout aussi fatigué par ’'usage. Pour analyser les similitudes typologiques, sont prises
généralement en considération les étapes sociales importantes qui conditionnent les themes, traités
dans les ceuvres littéraires. C’est justement dans ce contexte historique que sont formulées les
conclusions sur le retard d'Europe Centrale et Orientale dans les Temps modernes, par rapport a
’Occident (qui, sur cette base, a eu 1’occasion de développer une pensée individualiste au temps de la
Renaissance et des Lumiéres®). A partir de la fin du XIX® siécle et méme au-dela de la moiti¢ du XX®
siecle dans les littératures balkaniques apparaissent des tendances littéraires qui révelent des
similitudes visibles avec les modéles littéraires occidentaux, sans que les sociétés soient complétement
identiques dans l'organisation de leurs structures politiques et des processus économiques. Il est
évident que nous avons besoin d'un instrument flexible, d’une approche multi-facettes pour révéler

pleinement les similitudes au niveau des réalisations artistiques, sans pour autant négliger 1'état général

2 Cf. Pageaux, Daniel-Henri. La littérature générale et comparée. Paris, Armand Colin Editeur, 1994 ; Claudon, Francis.
Les grands mouvements littéraires européens. Paris, Nathan université, 2004 ; Nitchev, Boyan : Huues, bostH. Ocnosu na
cpasnumennomo aumepamyposnanue. [Les bases de la littérature comparée]. Codust, Hayka u uskyctso, 1986, pour ne
donner que les exemples les plus connus.

3 Cf. Igov : Uros, C. bankanute — ,,I0JIKa, yMaleHMOIENMIH ,,ipyroTo Ha Espomna [Les Balkans — ‘berceau’, modéle
réduit ou le ‘différent’ de I’Europe]. In : [Temuwya u nemexu na esponeusma na Bankanume. ChcraBurenu AHT. bamuesa,
1. bu6una; [pearosop u penaxuus AnT. bamuesa. Codus, UB&IIT, Uz, ,,Padep™, 2014.
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des phénomenes littéraires, ni les nouvelles fusions des formes et thémes artistiques qui apparaissent
dans les littératures Sud-Est européennes. Cet instrument flexible pour I'analyse comparative pourrait
étre ’approche a travers les affinités. Penser dans cette optique nous permet de comparer les thémes,
des techniques artistiques respectives et des idées, non seulement sociales, mais de méme
philosophiques et scientifiques.

Ajoutons, que nous préférons de ne pas fonder notre recherche sur des idées empruntées aux
Etudes culturelles. L’intérét dans ce domaine est axé sur la spécificité du non canonique, et, en seconde
instance, la spécificité littéraire se trouve diluée dans les messages idéologiques (postcolonial,
minoritaire, contestataire). Dans ce sens nous ne serons pas intéressés ici du discours féministe et de
‘1'écriture féminine’. Certes, les idéologies ne sont pas a exclure et il existe un nombre important de
recherches littéraires dans cette direction, surtout orientées vers 1’évaluation de produits littéraires
sous-estimées dans chaque littérature nationale.* Il est incontestable que la littérature nous fournit des
Sujets importants ayant trait a la société. Mais la littérature n’en possede pas moins ses moyens
d'expression spécifiques. Comment, alors, les enfermer dans une structure et une compréhension socio-
¢conomique et politique ? Quoique notre analyse se référe a la situation de la femme a 1’époque de la
modernité, nous cherchons ici surtout le choc psychologique devant une situation nouvelle et les issues
que les écrivains y projettent.

En acceptant le concept des affinités, nous avons en vue la rencontre de circonstances objectives
dans le milieu de 1'écrivain et des situations purement individuelles, artistiques et littéraires. D’un c6té
les principes du genre et des thémes (partiellement conditionnés par la vie réelle), de I’autre la
construction du texte et des personnages, les sources de I’intrigue, le dénouement (faisant partie du
talent et des convictions de I’artiste). Il s’agit d’un effort d’embrasser tout le réseau dans lequel réside
I’ceuvre littéraire (représentations scientifiques, philosophiques, sociales, artistiques).

X x4

Nous nous proposons de déceler des exemples d’affinité littéraire dans les tendances
européennes modernes pendant la premiére moitié du XX siecle. De voir s’il existe des affinités,
surtout thématiques mais aussi artistiques entre les littératures européennes, en comparant des ouvrages
Sud-Est européens a des ceuvres Occidentales.

A cette époque, en Europe, se détache I’importance du roman psychologique, li¢ a la
philosophie de I’intuitivisme et a la psychanalyse. Les idées sociales des classes et les pratiques menant

a une indépendance relative des femmes sont tout aussi présents a ’esprit collectif. Les écrivains se

# Comme exemple pour la littérature bulgare, signalons : Heciyuenusm kanon [Le canon littéraire non-réalisé]. Tom 1-2.
Cobcrauren Muniena Kuposa. Codus, Anrepa, 2009, 2013.
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plaisent a étudier les problémes de la vie moderne et de pratiquer le modernisme dans les arts. Un
théme volumineux Se dessine ainsi - les tourments de la famille patriarcale face a I’idée que la femme
pourrait étre socialement indépendante - ou convergent 1’élément artistique (le roman psychologique
et moderniste) et les mentalités (concernant le role des hommes et des femmes dans la famille). Nous
nous proposons donc de tracer la proximité entre les romans d'écrivains qui ne sont pas en contact réel
ou tout au moins spirituel, explicite. Nous prendrons comme exemples 1I’ceuvre de Colette, celle de
Camil Petrescu et celle de Yana Yazova, pour comparer des exemples de la littérature frangaise,
roumaine et bulgare.

Les trois écrivains sont attirés par le phénoméne nouveau — la femme indépendante. On voit
dans le contexte européen a cette époque des femmes qui réussissent a avoir leur profession, libre ou
artistique le plus souvent, et parviennent a gagner leur vies toutes seules. Cette situation modifie les
relations familiales patriarcales, en affectant la suprématie de I’homme, en bouleversant les bases
patriarcales, en renversant les hiérarchies, les autorités. Il ne s’agit pas d’une situation purement
psychologique — chez chacun des écrivains la situation touche l'ordre social et les représentations
mentales sur la famille.

Comme il a été déja signalé, I’article ne tire pas ses impulses de la théorie féministe et ne
s’occupe pas de I’écriture féminine. Le choix dans la comparaison de ce texte n’est pas basé sur le
critere de genre/sexe — notons qu’un des trois écrivains étudiés ici est un homme. De plus, celui-la
n’est pas le seul dans la littérature roumaine a traiter le theme de la femme a 1’époque respective ; une
femme romancier (Hortensia Papadat-Bengescu) introduit le monde aisé bucarestois dans ses romans,
dont les personnages principaux sont des femmes, certaines d’entre elles — des féministes (sujet
possible d’une recherche future).

-

Une formulation amere des options pour la femme dans la société traditionnelle peut étre lu
dans I’ceuvre de Colette (1873-1954) La Sauvage : "Mais une jeune fille sans fortune et sans métier,
qui vit a la charge de ses fréres, n’a qu’a se taire, a accepteur sa chance [de se marier] et a remercier
Dieu.” ° 1l s’agit d’un sujet important pour Colette et nous le retrouvons dans presque tous ses textes.
Dans La Maison de Claudine (1922), le cadre général se référe a la vie de la famille et a 1'amour, ou

tout au moins a la compréhension entre les époux. Mais dans deux autre nouvelles, La Vagabonde

5In : Colette. La maison de Claudine. Hachette, 2004, p. 11.
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(1910) et Jiji (1940), la question du choix entre la vie en famille ou en célibat qu'une femme devrait
étre en mesure de faire toute seule, se pose clairement.®

Cet intérét de Colette pour le statut social de la question féminine a été remarqué par Julia
Kristeva dans son étude, dédiée a Colette : Colette ou la chair du monde, volume 3 de sa recherche
plus large Le Génie féminin : « De 1’excitabilité du corps féminin, Colette apporte une connaissance
qui, pour étre singuliére et inimitable, n’en est pas moins un fait de société. »’ Les personnages
féminins de Colette sont en effet des étres vifs, sensibles, sensuels, a 1’esprit attirés par les arts, la
littérature, la scéne. Le théme de I’indépendance féminine y vient de maniere logique.

Dans La Vagabonde (1910) I'héroine, femme de lettres et actrice, est aussi le narrateur de
I'histoire. L’évaluation et la description du mariage dans ce roman, montre la désintégration du mod¢le

familial traditionnel.

Souvenez-vous (...) de ce que fut pour moi le mariage... Non, il ne s’agit pas des trahisons, vous vous
méprenez ! Il s’agit de la domesticité conjugale, qui fait de tant d’épouses une sorte de nurse pour
adulte... Etre mariée, ¢’est... comment dire ? ¢’est trembler que la cotelette de Monsieur soit trop cuite,
I’eau de Vittel pas assez froide, la chemise mal empesée, le faut col mou, le bain brilant, c’est assumer
le réle épuisant d’intermédiaire-tampon entre la mauvaise humeur de Monsieur, [’avarice de Monsieur,
la gourmandise, la paresse de Monsieur... 8

Cette ceuvre met en valeur tout ce que la femme risque de perdre dans le mariage. Quand le
fiancé du personnage féminin principal, Renée, lui annonce qu’il a trouvé une nouvelle maison et qu’il

est en train de la meubler pour la vie a deux, la riposte ne tarde pas :

- Eh bien ! et moi, on ne me consulte pas ? Qu’est-ce que je deviens, dans tout ¢a ?° (...) Il doit corser
sa joie d’un orgueil naif, 1égitime, I’orgueil d’étre le monsieur assez chic pour hisser vers lui, du sous-
sol de ’Emp-Clich’ a la terrasse des Salles-Neuves, une « petite bonne femme de caf’conc’ » ... Cher,
cher bourgeois héroique !.. Ah ! pourquoi n’en aime-t-il pas une autre ! Comme une autre le rendrait
heureux ! Il me semble que je ne pourrai jamais, moi... °

La femme qui a été désillusionnée par le mariage et qui a su se débrouiller toute Seule dans la

vie, voit un désavantage dans la protection proposée par I’homme, méme s’il s’agit d’un homme aimé.

6 Colette. La vagabonde, Roman, Albin Michel, 1957; Koner, Cxuraunara. XXuxu. B: Koner, Kvwama na Knooun,
Pomanu u HoBenu, [IpeBena ot ¢pencku Ilenka Ilpoiikosa, IIpearoop Emmmmsa Kopanosa-Croesa, Codus, Haponna
Kyatypa, 1990.

" Kristeva, J. Le Génie féminin. La vie, la folie, les mots. Hanna Arendt, Melanie Klein, Colette, Tome 111, Les Mots. Colette
ou la chair du monde, Fayard, 2002, p. 327.

8 Colette. La vagabonde, op. cit., p. 166.

% Ibidem, p. 214.

10 Ibidem, p. 218.
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Il est question d’introduire la perspective féminine au désir amoureux, a la sensualité,
traditionnellement considérée comme bestiale. L'apparition d’un prétendant de la haute société
ressuscite pour le personnage féminin des états connus dans le passé et représente une opportunité pour

formuler un dilemme.

Il me force a me rappeler, trop souvent, que le désir existe, demi-dieu impérieux, faune laché
qui gambade autour de 1’amour et n’obéit point a ’amour, que je suis seule, saine, jeune encore et
rajeunie par ma longue convalescence morale...

Des sens ? oui, j’en ai... (...) La trahison, la longue douleur les ont anesthésiés, jusqu’a quand
?(...) Mais il y a aussi des jours lucides, ou je raisonne durement contre moi-méme : « Prends garde !
Veille a toute heure ! Tous ceux qui t’approchent sont suspects, mais tu n’as pas de pire ennemi que toi-
méme ! Ne chante pas que tu es morte, inhabitée, 1égeére : la béte que tu oublies hiverne, et se fortifie
d’un long sommeil... » 1

Ici, comme dans tous ses romans, Colette décrit des femmes qui savent ce qu'elles veulent et
qui résistent aux tentations liées au prestige social, aux désirs sensuelles ou matérielles. Ce theme, 1i¢
a la vie de la femme dans ou hors de la famille, — ’hésitation entre le désir amoureux et 1’attrait de
I’indépendance - constitue le principe constructif de ses textes. La tension est soutenue par 1’oscillation
entre ces deux potentialités (amour, plaisir, protection de la part du mari, possibilités opposées a la
solitude et aux efforts constants pour gagner sa vie). Le dénouement dans La vagabonde opte pour la
deuxieme solution, plutot dramatique, car le personnage féminin préfere de briser le couple. Pourtant
il s’agit la d’une victoire. L’amour et la vie assurée ne sont pas les seules aspirations des héroines de
Collette. Elles veulent étre elles-mémes, gagner leur vie (le métier artistique n’y est pour rien), décider
toutes seules de leur sort.

Pour continuer la comparaison vers les autres exemples, pris dans deux littératures du Sud-Est
européen, il est utile de noter deés le début les lieux de rencontre : ’attrait pour la femme moderne
d’obtenir la formation dans une profession, opposé¢ a la sécurité matrimoniale ; les hésitations comme
principe constructif de I’intrigue ; I’emploi du cliché qui compare le désir sexuel a un étre sauvage et
mythique qu’est le faune dans le texte de Colette, cité plus haut.

Le roman de Camil Petrescu (1894-1957) La derniére nuit de l'amour, la premiére nuit de la
guerre!? (1930) a été construit de méme sur le principe du doute de 1’hésitation. L'intrigue se base sur
les soupcons d'un mari de la fidélité de sa femme. Le protagoniste ne croit a rien, en dehors de ses
observations personnelles et se méfie de la spontanéité de son épouse. L'histoire est racontée a la
premiére personne, par Stefan Gheorghidiu, un étudiant en philosophie, mobilisé¢ au début de la

Premiére Guerre mondiale.

11 Ibidem, p. 70.
12 petrescu,Camil. Ultima noapte de dragoste, intdia noapte de rdzboi. Bucuresti, Ed. Minerva, 1984.
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Ce n’est pas par hasard que nous proposons ici un point de vue masculin, tout en abordant le
méme théme. La question de I’indépendance sociale de la femme entraine des complications qui
concernent, d’une autre maniére, I’homme, la famille, les habitudes sociales. Il n’y a pas que les
femmes qui en souffrent. Ainsi, la littérature roumaine aborde un nouvel aspect social, anthropologique
et artistique tout a la fois.

L’épouse de Stefan, Ella, est initialement présentée comme une étudiante en philologie, jeune
et belle, pour étre décrite plus tard par son mari comme une femme perfide, souvent comparée par lui
a un animal. Ayant été plusieurs fois blessé dans la guerre, Stefan revient a la vie civile, et se trouve
vite assailli par les affres de la jalousie. Seul le divorce est capable de libérer le protagoniste des
oscillations entre son imagination jalouse et la réalité incertaine.

Initialement Stefan trouve sa femme séduisante et douée de capacités intellectuelles : « Avec
de grands yeux bleus, vifs et purs comme des questions de cristal, un jeune corps agité, la bouche
humide et fraiche, d’une intelligence qui jaillit de son cceur et de son esprit, elle représentait un
spectacle merveilleux. »** Le mari change d’opinion au sujet de sa femme, aprés l'acquisition d'une
petite fortune, provenant d’un héritage, dont Ella n’est pas du tout désintéressée. C’est ici que Stefan

commence a comparer sa femme a un étre sauvage.

... Dans l'intérét que ma jeune épouse prétait aux transactions je percevais 1’instinct originel des femmes

pour l'argent. Comme une tigresse a peine apprivoisée, la téte sur la poitrine de son dompteur, en train

de lécher sa main — aussitot qu’elle aurait flairé le sang, elle aurait bondit pour déchirer I’imprudent. Il

me semble que I'histoire de 'héritage a éveillé chez ma femme la rapacité de ses ancétres, qui somnolait

dans son Ame en état latent. (p. 35)*

Philosophe de formation, Camil Petrescu ne se contente pas de relater, a la premiére personne
du singulier, l'intrigue des soupgons et des intuitions du personnage principal, mais il attribue a
I'histoire des touches philosophiques. Le personnage Stefan, lui-méme jeune philosophe, ne manque
pas de tenir un long discours a son épouse, concernant l'histoire de la philosophie, en citant Kant
comme le plus grand penseur dans le domaine de la cognoscibilité du monde extérieur et de I’ Autre.

En passant brievement en revue les systemes philosophiques au cours des siecles, Stefan

affirme sa conviction : "Nous ne pouvons rien connaitre objectivement™ (p. 62). Il fait pour sa femme

13 Ibidem, p. 21 - les pages des citation du roman de Camil Petrescu, en ma traduction depuis 1’original roumain, seront
données plus loin entre parentheses dans le texte: Cu ochii mari, albastri, vii ca niste intrebari de clestar, cu neastimparul
trupului tindr, cu gura necontenit umeda §i fragedd, cu o inteligentd care irumpea, izvorita tot atit de mult din inimd cit de
sub frunte, era, dealtfel, un spectacol minunat.

14 Dans I’original : In acest interes al tinerei mele neveste pentru afaceri, vedeam vechiul instinct al femeilor pentru bani.
Ca o tigroaica vag domesticitd, in care se desteaptd pornirea atavicd, atunci cind, culcata cu capul pe pieptul dresorului
si-i linge mina, dind de singe, il sfisie pe imprudent, tot asa aveam impresia ca intimplarea cu mostenirea trezise in_femeia
mea porniri care dormitau latent, din stramosi, in ea.
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- philologue incompétente en philosophie, "hérissée" comme un chat " — un résume de la philosophie

de Kant (p. 67).

Le monde objectif, qui fait naitre nos impressions, nous ne le connaissons pas. Kant appelle ce monde
‘chose en soi’, Noumene. Le Noumene, cette essence des choses, est impénétrable pour 'homme. Quand
ce monde veut se rendre a nous, il prend la forme dictée par nos sens, et s’organise de la maniére
réclamée par notre esprit. (p. 67)%°

Cette incertitude du monde objectif est a la base de la construction du roman et constitue la
motivation des aspects psychologiques de la narration. La tension de I’intrigue repose sur les soupgons
que le mari essaie de vérifier et que sa femme réussit a calmer a plusieurs fois, mais provisoirement.
Cette double explication, philosophique et psychologique a la fois, donne une image aussi bien
tragique que comique a son personnage. En plus, Camil Petrescu indique explicitement dans le roman,
que son personnage masculin, Stefan, s’oppose a la mode littéraire, largement acceptée par le public
roumain, au courant des modes occidentales, d’encourager la liberté des femmes lors du choix d'un

partenaire :

Non seulement les romans, mais toutes les pieces de théatre, dites de boulevard, qui étaient trés en vogue
a I’époque, ont proclamé le droit a l'amour et a cet égard, ils paraissaient nouveaux et révolutionnaires
par rapport aux piéces qui proclamaient autrefois : - Tuez-la! ... (p. 11)

En ’occurrence, 1’auteur révele 1’autre aspect du probléme. Son personnage ne réussit pas a
s’adapter a la nouvelle situation. Le flirt, toléré comme attitude sociale pour la femme, ne fait
qu’aggraver sa souffrance intérieure. Le lecteur reste dans le doute — s’il faut compatir ou rire de ce
narrateur-personnage aussi jaloux. On dirait que Petrescu veut montrer quelque peu ironiquement les
souffrances d’une imagination jalouse. Le personnage principal, Stefan, en racontant son histoire,

présente I’atmosphere de son temps d’un point de vue intellectualiste, voire métalittéraire :

Dans tous les théatres du monde on jouait surtout les piéces d’un jeune Frangais, dont les personnages
féminins « poétiques », €loquents, aux cheveux démélés et aux épaules nues, dans un décor somptueux,
rehaussé d’une musique douce, étaient a la recherche du « bonheur », animé par la passion et détruisant

tout. Les femmes de toutes les capitales pleuraient, excitées de la douleur provoquée par les hommes

15 Dans Ioriginal : Lumea cea adevirati, care ne stirneste impresiile, n-o cunoastem. El [Kant] i-a zis lumii aceleia, “lucru
in sine”, numen. Numenul, acest miez al lucrurilor, nu-1 poate cunoaste nimeni. Cind vrea sa ajunga la noi, el ia forma
dictate de simturi si se organizeaza asa cum cere ratiunea noastra.

18 Dans I’original : Nu numai romanele, dar toate piesele asa-zise bulevardiere, mult la moda pe atunci, nu proclamau decit
“dreptul la iubire”, si in privinta asta erau noi si revolutionare, fata de piesele care proclamau in vremuri prafuite : Ucide-
o!

160



Colloquia Comparativa Litterarum, 2017

cruels, incapables de ressentir la beauté sublime de l'amour. (...) ... on avait atteint une véritable

symbiose entre les auteurs et les spectateurs (p. 17).

Les changements dans la société roumaine, pareille au reste de I’Europe, nous dit 1’écrivain a
travers son personnage de la capitale roumaine, se référent aux aspects moraux, sociétaux et
psychologiques, concernant la vie en famille.

Les parall¢les avec les romans et les nouvelles de Colette sont visibles, méme si ¢’est en cliché
négatif. Chez Colette, la femme lutte contre sa sensualité (et méme contre sa propre stabilité sociale)
pour ne pas devenir I’épouse dépendante de son mari. Chez Petrescu le conflit est similaire, seulement
il est présenté du point de vue de I’homme. On découvre des affinités pour ce théme chez tous les deux
écrivains commentés. La femme dans le roman roumain a fait des études supérieures (elle se sent
émancipé dans ce sens) et affiche un comportement libre en société, sans pour autant donner des
raisons claires pour son attitude (le récit du mari ne se contente jamais du peu de détails qu’il obtient
dans ce sens). Pareilles dénouements chez les deux écrivains (séparation du couple),
différents seulement d’apres le degré d’indépendance possible dans les différents sociétés : liberté
obtenue par la femme, méme si au gotlit amére, chez Colette ; le mari décide de divorcer de sa femme
(tout en assurant son existence - il lui laisse la maison ou ils ont vécu) chez Petrescu.

Un second paralléle : le personnage féminin dans le roman roumain est considérée pareillement
(par ’homme dans ce cas) comme un étre sensuel, semblable a une béte plus ou moins sauvage
(tigresse ; hérissée comme un chat). Il s’agit évidemment d’un cliché de la pensée traditionnelle (un
topoi dans la terminologie d’Ernst Robert Curtius) qui persiste dans la société en signe de reproche et
qui se trouve accentué dans les textes examinés, visant le comportement moderne.

Et enfin, mais assez important, I’intrigue est portée dans tous les deux textes par une hésitation®’
psychologique. Chez Colette — hésitation entre désire de liberté professionnelle et personnelle versus
une vie, assurée par le mari, calme mais dépendante. Je risque ici une digression dans le sens que ce
probléme sociale important— les droits de la femme — implique la nécessité de scruter dans les cotés
cachés de la psychologie humaine et de maniere collatérale stimule le récit psychologique. Il n’est pas
non plus a sous-estimer le fait que la narration est menée a la premicre personne du singulier dans tous

les deux cas, une démarche préférée pour le genre du roman psychologique.

17 Largement connue est la définition de Tzvetan Todorov du fantastique : une hésitation du lecteur entre une explication
naturelle et une explication surnaturelle des évenements évoqués. Tz. Todorov. Introduction a la littérature fantastique.
Paris, Editions du Seuil, 1970, p. 165. Notre analyse se sert autrement de 1’hésitation, mais ne peut ne pas étre tributaire de
cette idée.

161



Colloquia Comparativa Litterarum, 2017

Plus loin dans cette comparaison a trois volets vient I’exemple du roman de 1’écrivaine Yana
Yazova (1912-1974), intitulé Anna Dulghérova (1936)8, ou I’auteure impose dans la littérature
bulgare le théme de la femme indépendante. Son personnage romanesque Ana Dulghérova est une
jeune fille, qui vit dans une ville provinciale, et qui a I’ambition d'obtenir une formation et d’avoir une

profession artistique, de devenir artiste-peintre.

La Muraille de Chine de leur vie étriquée I’étouffait et la faisait aspirer (...) a s’en aller trés loin, au-
dela de cette ville et de ces gens. (...) Elle ne pensait pas pourtant qu'il était possible de quitter cette vie,
de se brouiller avec sa mere et de partir vers la capitale, pleine de promesses effrayantes. Elle n’était pas
stire de pouvoir partir. 1

Il est important de relever ici une similitude avec les personnages de Colette. Chaque fois que
les femmes s’avisent de se révolter contre le statu quo et de revendiquer leurs droits, ce sont surtout
des femmes instruites ou artistes : peintre (le cas d’Anna Dulghérova), femme de lettre, comédienne
(chez Colette), philologue et traductrice littéraire (chez Petrescu). Dans le cas bulgare, le personnage
peut étre considéré comme l'alter ego de l'auteur Yazova, qui était, elle-méme, connue comme une
femme moderne, au comportement indépendant, souvent commenté, aussi bien de son vivant que plus
tard.?% Ainsi, Anna Dulghérova, Agée de 22, s’efforce a surmonter la résistance de sa mére et de partir

pour la grande ville.

A ces moments, Anna comprenait, effrayée, que ses réves étaient bien loin d'un mariage ordinaire,
qu’elle aspirait a I’interdit, et que cette attente n’avait rien a voir avec les hommes de sa ville.?

Elle réve de se réaliser comme une artiste-peintre, de s’¢loigner de la vie mesquine de la ville
provinciale. « Je dois partir, je dois étre artiste, vivre ! »2 Son amour pour un musicien bien connu,
beaucoup plus agé et, marié sans amour pour sa femme, la conduit dans une impasse. Le musicien est
déchiré entre son devoir a 1’égard de son enfant dans un foyer sans amour et son désir d’avoir une
liaison avec la trés jeune Anna. Anna, de son c6té, malgré son éducation traditionnelle, dans 1’esprit
de la ville provinciale, trouve le courage de penser a I’homme aimé comme a un ami, compagnon,

plutot qu’a un mari, étant préte a accepter une idée inattendue, lancée par ’homme aimé. C’est bien la

18 fIna SIsoBa, Ana [onzeposa, Codus, Usn. Becena Kanaposa, 2002.

9 Ibid., p. 34-35, en original : KuraiickaTa cTeHa Ha TeXHUs OTPaHHYEH KUBOT 3a/IylIABAIIE C TOJIEMU MBKH Y HEsl KOTTHEXKa
(...) ma oTuae MHOTO Jaiede, U3BLH TOsI Tpaa U Tusl Xopa. (...) Ts He Mucrere, 4e € Bb3MOXKHO Ja Ce PellH Ja HaIyCHe
TOSI )KUBOT TYKa, J1a c€ CKapa ¢ Maiika CH M Jia 3aMHUHE 3a IbJIHATa ChC CTPAIHA HEM3BECTHOCT CcTONMIA. Ts He 3Haelle
nmamm 6u otunia. (En ma traduction, en Frangais)

2 Yuna Tenesa. Cinyuast "Sna S3oBa", unu BB3XoAbT Ha Ouorpadmsra. http://liternet.bg/publish20/i_peleva/iana-
iazova.htm#14 (16.02.2017 )

2L Ibid., p. 36, en original : Y B Tus MOMEHTH AHa YIUIAIIEHO BHXJIAIIE, Y€ MEUTUTE U Jajey He CIMpaT 10 OOMKHOBEHA
XKEHUTOa, 4e TS MHUCJIH 33 TOBA, KOETO € 3a0paHeHo, 1 Ye TOBa, KOETO 4aKa, TOJIKOBA HE MOJX0X/]a Ha HEHHUTE [TO3HATH
MBXE (...)

22 Ibid., p. 46, en original : A3 Tps0Ba Jia 3aMHUHa, J1a PUCYBaM, JIa KUBES!
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touche moderne dans la mentalité sociale des années 1930 en Bulgarie. On peut résumer la situation

par une réflexion anxieuse d’Anna, en réponse aux paroles du musicien :

- Ce n’est qu’avec un compagnon que peut étre vécue cette nuit chaude au bord de la mer, a Beyrouth,
sous les palmiers, prés de 1’eau chaude, ot miroitent les bateaux des pécheurs. (...) Anna pensait. "I1 dit
- avec un compagnon ! Comme il 1'a prononcé calmement ! Avec un compagnon dit-il, pas avec un
mari.?

Le musicien part pour 1’étranger dans 1’espoir de résoudre son propre dilemme familial. Mais
Anna, qui est restée sans I’appui de ’homme aimé, sans ’appui de son pere également, restée
incomprise par sa mere (ses parents sont séparés) sombre dans le désespoir et se laisse emporter par le
fleuve qui coule devant sa maison. La fin de I’histoire peut paraitre mélodramatique par le manque
d’assez de motivation pour ce geste définitif du personnage. Pourtant ce geste finale accentue sur la
gravité de la situation de la femme, ainsi que sur un moment de changements radicaux dans les
mentalités.

Dans le contexte de la comparaison qui est menée ici toutefois, il est important d’accentuer que
le roman de Yazova donne une idée nuancée de la vie bulgare de 1’époque, des premicres audaces des
femmes de s’exprimer dans un art et d’agir de manicre indépendante dans la société. La question
féminine est abordée justement dans le sens de la vie moderne, qui aurait permis a la femme de
manifester son choix de s’exprimer librement, de vivre de maniére indépendante, non pas dans un sens
moraliste que provoque le theme de 1’adultere (proche a la situation dans les romans du XIX s. comme
Madame Bovary ou bien Anna Karénine).

Un autre personnage du roman de Yazova, la sceur d’Anna, Marga, est introduit pour illustrer
une voie différente de la révolte féminine. Marga est attirée par les activités politiques de gauche et
affiche aussi un comportement libre des contraintes de la ville provinciale. Elle est encore tres jeune
pour avoir une profession, mais elle est attirée par des jeunes poctes bohémes, révoltés contre le
statuquo. Cette double révolte, exprimée différemment par les deux sceurs, confirme 1’apparition d’une
nouvelle génération de jeunes filles moderne a cette époque. Marga s’agite devant ses proches : « Vous
ne pouvez pas me forcer. Tous les gens sont libres d'agir selon leurs idées et leurs désirs.
»2*Evidemment la jeune fille considére 1’égalité des hommes et des femmes. Dans ce sens, par I’image

complexe d’un lieu provincial, plutot réaliste que psychologique, le roman de Yazova est proche non

2 1bid., p. 110, en original : Camo ¢ apyrap MOXe J1a Ce U3)KMBEE OHAa3H TOILIA HOLI Kpail MopeTo, B BelipyT, o nanMure,
MIPH TOTIIaTa BOAA, IO KOATO OyentykaT pubapcku IoakH. (...) AHa (...) ce 3aMuciu: ,, T ol kaza — ¢ apyrap! Thit clokoiiHO
ro ka3a! [Ipyrap ka3a, a He cbIpyr.*

2 bid., p. 15, en original : Bue HAMaTe mIpaBo Ja Me NpHHYXkAaBaTe. BcHuku Xopa ca cBOOOIHH Ja MOCTBIIBAT CHOPE.]
UICHUTE U KETAHHATA CH.
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seulement de Colette, mais sous certains aspects, de méme, des idées dans Thérese
Desqueyroux (1927) de Frangois Mauriac.

Dans la littérature bulgare Yana Yazova, n’est pas le seul romancier qui introduit la
problématique de la femme indépendante dans la société. D’autres écrivains, ont déja abordé a
I’époque respective le méme théme dans leurs romans, comme par exemple Anton Strachimirov dans
le roman Bena (1922) ou bien Kiril Khristov (1875-1944) dans son roman Aubes sombres(1920).
Pourtant Yazova est parmi les premiers écrivains bulgares qui se sont hasardée a explorer 1’esprit
féminin depuis sa position de femme-écrivain.

Pour revenir aux comparaisons : I’image de la jeune protagoniste de Yazova, Anna, n’est pas
divisée entre sensualité (animale) et étre raisonnable. Anna est congue dans 1’antithése entre les notions
d‘enfant’ et d‘individualité’ (muanocT, p. 57). Notons de méme que le récit dans le roman de Yazova
est mené a la troisieme personne par un narrateur omniscient. Cette démarche ne diminue pas
cependant I’intérét pour la psychologie du personnage. En mettant le roman de Yazova en comparaison
avec les romans analysés plus haut, on peut observer que dans ce cas, similairement, 1’intrigue se base
sue I’hésitation du personnage, ici entre désir de partir pour la grande ville et se réaliser comme artiste-
peintre et une peur provinciale de la métropole inconnue. Il s’agit comme dans les deux autres romans
d’une jeune femme qui est habitée par des aspirations artistiques et intellectuelles. Le sujet est déplacé
en dehors de la grande ville, mais les aspirations sont pareilles a celles du personnage de Colette,
seulement a un moment de formation du caractére plus jeune.

Les trois écrivains que nous avons abordés ici, présentent des affinités similaires, consistant a
décrire la femme moderne, ses efforts pour acquérir une autonomie professionnelle et une
indépendance financiere, pour exiger 1'égalité dans la prise de décision dans la maison parentale ou
dans le couple. En termes littéraires, ces €crivains s’inscrivent entierement ou partiellement dans la
tendance de la prose psychologique et du roman. La psychanalyse, la philosophie et la vie sociale
moderne sont leur environnement, qui permet le développement de possibilités thématiques et
narratives nouvelles.

Vivant dans la grande ville, ou aspirant a 1’atteindre, la femme indépendante exprime son sens
de la liberté. A travers les personnages présentés par les trois auteurs européens, plusieurs autres
questions peuvent étre soulevées : des idées relatives aux changements des relations de dépendance de
la femme dans la famille, des dilemmes psychologiques chez les protagonistes, hommes, femmes,
enfants. La dépendance des femmes, non seulement au niveau du comportement traditionnel dans la

famille (un comportement de longue durée), mais aussi au niveau des indices économiques, les
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entraves a la possibilité d'avoir sa propre profession et de gagner sa vie, sont souvent explicitement
exprimeés.

11 est difficile, voire impossible, de savoir quelles étaient les lectures préférées des écrivains
Sud-Est européens et si Colette ou Mauriac (précédents les écrivains du Sud-Est par leurs publications)
en faisaient partie. Les exemples que nous avons donnés révélent un choix analogue pour des thémes
qui se positionnent hors des mentalités traditionnelles de I’époque. Les écrivains frangais, roumains et
bulgares présentent des similitudes d’idées, de thémes et de procédés artistiques sous plusieurs aspects.
Les affinités entre eux attirent I’intérét pour étre observées. Par cette voie les liens peu visibles entre

littératures Occidentales et Sud-Est européennes peuvent étre observés en paralléle.
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Francis CLAUDON!

Hamlet et Don Quichotte

Résumé

En 1860 Ivan Tourguéniev prononce une conférence intitulée « Hamlet et Don Quichotte ». Dans ce
texte Tourguéniev traite de la conception de ’homme et du monde qui se dégage de la piéce anglaise et du
roman espagnol. Il a relevé aussi que les deux auteurs, leurs deux ceuvres sont quasi contemporains. Mais
I’interprétation philosophique et morale qu’il propose renvoie a la Russie tsariste et aux problémes des réformes
sous Alexandre II. Il existe, par exemple, un lien assez net entre la conférence et le roman Péres et enfants.

Pourtant Hamlet et Don Quichotte nous rappellent surtout la fortune européenne de ces deux mythes,
tout particuliérement 1’opéra Hamlet (1868) d’ Ambroise Thomas et le Don Quichotte (1910) de Massenet. Ils
invitent aussi a ne pas oublier que, a I’époque du maniérisme et du baroque, Hamlet et Quichotte
s’accompagnaient encore d’un troisiéme héros : le Dr. Faust que Marlowe a 1égué, aprés beaucoup de relais, au
compositeur Gounod pour son célébre Faust (1859).

Tout ceci renvoie au salon des Viardot, amis intimes de Tourguéniev. Il est probable que dans son
commentaire des héros maniéristes et baroques Tourguéniev s’est inspiré également des travaux de Sismondi
et de Louis Viardot. En d’autres termes, multiples sont les liens qui rapprochent 1’Ouest et la Russie, la littérature
et I’histoire de I’opéra francais.

Mots-clés : Tourguéniev ; Hamlet ; Don Quichotte ; opéra ; comparatisme interdisciplinaire ; histoire littéraire
internationale

Hamlet and Don Quixote
Abstract

In the year 1860, Ivan Turgenev delivered a speech at a public reading entitled "Hamlet and Don
Quixote". In it, he commented on the concept of man and world (Weltanschauung) which emerged from the
English play and the Spanish novel. However, the philosophical and moral interpretation, which he proposed,
referred to Tsarist Russia and the problems of the reforms under Alexander I1. For example, there existed a clear
link between the speech and Turgenev’s novel Fathers and Sons (,, Omyst u demu ).

Hamlet and Don Quixote remind us mainly of the European fates of these two myths, especially the
operas Hamlet (1868) by Ambroise Thomas and Don Quichotte (1910) by Massenet. In the early period of
Mannerism and Baroque, Hamlet and Don Quixote were accompanied by a third hero: Dr. Faustus, (a legacy
from Marlowe), who too, after many relays, inspired the composer Gounod for his famous opera Faust (1859).

All this brings us back to the Salon Viardot, whose hosts were close friends with Turgenev. It is easy to
imagine that Turgenev was also inspired by the modern commentaries of Sismondi and Louis Viardot. There
are many links between West Europe and Russia, between literature and the history of French opera.
Keywords: Turgenev; Hamlet; Don Quixote; opera; interdisciplinary comparativism; international literary
history

! Francis CLAUDON (1944), Professeur émérite de littérature comparée, Université Paris Est-Créteil/Uni. Vienna. Etudes
de lettres classiques, histoire, allemand, musicologie. Spécialités : 19°s., comparatisme interdisciplinaire, Stendhal, Vivant
Denon, Hofmannsthal, Encyclopédie du Romantisme (1980), La musique des Romantiques (1992), Le Voyage romantique
(1986), Histoire de [’Opéra en France (1984), Dictionnaire de [’opéra-comique frangais (1995), Goethe (2011).
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Suites francgaises

« La premiere édition de Hamlet, la tragédie de Shakespeare, et la premiére partie du Don Quichotte
de Cervantes ont paru la méme année, au commencement du dix-septieme siecle. Cette coincidence
nous a paru remarquable ; le rapprochement de ces deux ceuvres a éveillé en nous toute une série de
pensées (page 1) ».

[TepBoe uznanue tparenuu lllekcnupa "["amiier" u neppas yacth cepBantTecoBckoro "Jlon-Kuxora"
SIBUWINCh B OJUH U TOT e roja, B caMmom Haudane XVII cromerusa. Jta ciy4yallHOCTh HaM MOKa3aj1ach
3HAMEHATEIHHOIO ; CONMKCHHE JABYX HAa3BAaHHBIX HAMH IMPOW3BEICHUN HABEIIO HAC HA LEJIBIA P
MBICIIE. 2

Voila ce que Tourguéniev écrivait de fagon chaleureuse, un peu approximative aussi’, au mitan
du Romantisme européen. Autour de I’année 2016, nous sommes donc passablement assignés a de
multiples anniversaires. Dans ce contexte il n’est pas indifférent de prendre aussi en compte la fortune
de ces figures 1égendaires a 1’Opéra, c'est-a-dire plus particuliérement Hamlet d’Ambroise Thomas
(1868, Paris) et Don Quichotte de Massenet (1910, Monte Carlo). Ces deux ouvrages rameénent,
d’ailleurs, non sans détours, a Tourguéniev, a la famille Viardot, a la Russie impériale. Mais avant de
chercher si ces compositions conferent une valeur différente a ces personnages mythiques on doit
brievement déméler un petit écheveau de faits embrouillés.

Ambroise Thomas (1811-1896) est un compositeur aujourd’hui dédaigné mais jadis Mignon
(1866) lui a apporté la célébrité et Hamlet la fortune ; le premier titre a été représenté plus de mille
fois. On connait — sans trop y prendre garde — Ambroise Thomas par le truchement de la Marseillaise
dont il a établi la version officielle en 1894. Les spécialistes retiennent aussi que c¢’est a Ambroise
Thomas, en sa qualité de directeur du Conservatoire, que Pauline Viardot a transmis le manuscrit
autographe du Don Giovanni de Mozart qui est donc devenu propriété francaise conservée a la
Bibliotheque Nationale.

Ambroise Thomas a été le professeur de composition de Jules Massenet (1842-1912). Ce

dernier est beaucoup plus apprécié que Thomas. Ses ceuvres demeurent de grands succes et bénéficient

2 Le texte de Tourguéniev est a I’origine une conférence : Hamlet et Don Quichotte (1860) ; on utilisera ici le texte publié
en ligne a I’adresse : https://bibliotheque-russe-et-slave.com/Livres/Tourgueniev%20-
%20Hamlet%20et%20Don%20Quichotte.htm; il est disponible également en version papier chez Amazon : Hamlet et Don
Quichotte — de M. lvan Tourgueniev — traduction de M. Louis Léger - Create Space Independent Publishing Platform;
Edition : Lrg (22 mai 2015) - ISBN-10: 1512316113, ISBN-13: 978-1512316117 (consulté le 06/02/2017). La pagination
(indiquée en fin de citation est celle qui apparait dans le document électronique).

Toutes les citations en russe viennent de :  http://az.lib.ru/t/turgenew_i_s/text 0240.shtml

3 Hamlet, suivant les spécialistes, a été composé entre 1599 et 1602 ; la division en actes et scénes, daterait de 1676 ; Don
Quichotte a été publié en 1605, pour la premiére partie, en 1615, pour la seconde partie.
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toujours de productions fort applaudies*. Toute cette société se connaissait et fréquentait le salon des
Viardot. Il nous reste de ces contacts des lettres, parfois un peu superficielles, des échos mondains®.
Pour sa part Pauline Viardot n’a chanté ni dans Hamlet, ni dans Don Quichotte. Mais elle a créé Marie-
Magdeleine de Massenet qui date de 1873 : « Je vous dédie toute ma carriére, Madame, car je vous la
devrai, Votre reconnaissant, Jules Massenet ».°

Voici quelques témoignages concernant Thomas :

- par exemple provenant de Tourguéniev : « Demain matin je fais 100000 visites. Le soir j’irai
peut-étre au théatre, je ne sais ; Hamlet m’effraie un peu »’.

- de la plume de Pauline Viardot, a présent : « Illustre maitre et ami, On me supplie de vous
recommander une jeune personne qui va se présenter au concours de comédie. .. »%.

- Ou encore : « Cher Maitre et ami, Je veux que vous soyez le premier a apprendre que, par
une clause de mon testament, je légue... » °.

Les Cahiers Tourguéniev, Malibran, Viardot (n°1-4/1977) ont proposé naguére un trés riche
florilége de ces lettres. Tourguéniev n’a pas été conquis par Hamlet™ ; il n’a certainement pas vu
I’ouvrage plusieurs fois. Par exemple il écrivait a la fille de Pauline, ‘Claudie’ Viardot, le 26/I11/1868 :
«Je ne m’y suis guére amusé. Cependant il y avait au III° acte un décor qui ressemblait tout a fait a un
tableau de Véronése. Cela t’aurait plu, ainsi que Mlle. Nilsson »*L,

Pour ce qui est de Don Quichotte I’écrivain russe n’a évidemment pas pu y assister. En revanche
il connaissait certainement les travaux de Louis Viardot'?, voire de Sismondi'® et Mérimée sur
I’Espagne, sa littérature, son histoire.

Dans chacun de ces opéras a chanté une personnalité qui a fait date dans I’histoire du théatre

lyrique. Le role d’Ophélie (soprano colorature) a été durablement marqué par sa créatrice : Christina

4 Voir Massenet aujourd'hui : Héritage et postérité . Actes du colloque de la Xle biennale Massenet des 25 et 26 octobre
2012 textes recueillis par Jean-Christophe Branger & Vincent Giroud, Presses de I’Université de Saint Etienne, 2014.

5 Voir Patrick Barbier. Pauline Viardot. Paris, Grasset, 2009 p. 286 etc. (« une longue retraite au service de la musique »)
6 Barbier, p. 294.

" Tourgueniév a P. Viardot le 12/111/1868. — In : Lettres inédites de Tourguéniev a Pauline Viardot, (H. Granjard & A.
Zviguilsky eds.), Lausanne, Age d’Homme, 1972, p. 138.

8 21 octobre ?- [ark : /12148/btv1b530512320 - Source : Bibliothéque nationale de France, département Musique, LA -
VIARDOT PAULINE - 8]

% 15 octobre 1889- [ark : /12148/btv1b530510952 - Source : Bibliothéque nationale de France, département Musique, LA
- VIARDOT PAULINE - 10]

10 Cf. aussi Tourguéniev. Lettres a Madame Viardot. Ed. E. Halpérine-Kaminsky, Paris, 1907 lettre n°3, p. 155

1 Lettres inédites de Tourguéniev, op. cit. p.245, lettre n°124.

12| ouis Viardot, 1800-1883, a été un historien, historien d’art, traducteur, homme de lettres et directeur du Théatre Italien
de Paris, cf. la notice :
www.inha.fr/fr/ressources/publications/publications-numeriques/dictionnaire-critique-des-historiens-de-l-art/viardot-
louis.html

13Jean Charles Leonard Simonde de Sismondi, 1773-1842 cf.
http://www.larousse.fr/encyclopedie/personnage/Sismondi/144481
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Nilsson, tres fétée en Russie, comme 1’avait été en son temps Pauline Viardot. Ainsi, par exemple, les
personnages d’Anna Karénine vont a 1’Opéra écouter et applaudir la Nilsson**. Quant au role de
Quichotte il a été créé par la basse Chaliapine, devenu mondialement célébre, en particulier grace au
film de G. Pabst. Or Chaliapine était une trouvaille du fameux Raoul Gunsbourg, impresario, directeur
de théatre, fondateur de plusieurs établissements a Moscou et a Pétersbourg sous Alexandre II et

Alexandre I11, avant de venir s’illustrer & Paris et 28 Monte Carlo*®.

Duo ou trio ?
Les deux figures qui nous occupent sont nées a la méme époque, dans le méme contexte *°;

elles se situent dans ce que les chercheurs russes ont appelé 1’Age du maniérisme ou du caravagisme'’

Hamlet et Quichotte ont un compagnon indispensable. Oui, ¢c’est un trio qu’il faut réunir, en comparant
ensemble le Doctor Faustus de Marlowe (1592), Hamlet et Quichotte.

L’idée de maniérisme vient de la peinture. L’esprit maniériste exemplifie une autre vie par le
traitement des contours, par les sinuosités, la composition, 1’éclairage ; on observe cela dans les
tableaux du Greco et de Caravage. En fait les peintres maniéristes traitent leurs toiles comme des
décorateurs de théatre, voire des metteurs en scéne d’opéra. Souvenons-nous du coup de projecteur
dirigé par Caravage sur Mathieu (La Vocation de Saint Mathieu, Saint Louis des Frangais, Rome).

Le premier sujet, pour parler comme dans un corps de ballet, serait probablement Faust. Pas
seulement pour des raisons chronologiques. Dans le drame de Marlowe, le docteur nous est présenté
comme un savant absolu : omniscient en philosophie, en théologie, en médecine, en astronomie, en
chimie. Il est la gloire de Wittenberg, 1a ou enseigne Luther, 1a ou Hamlet étudie. Faust meurt, mais
seulement au figuré, pour pouvoir devenir fondamentalement autre. Hamlet et Quichotte apparaissent
en quelque sorte comme ses icones maniérées. Car Hamlet est le reflet inversé de Faust ; le doute, chez
lui n’est pas métaphysique, mais psychologique ; il lui offre une raison d’exister et d’agir, en attendant
une mort historique et physique. Hamlet prend son temps, parce que le temps de son pére n’est plus et
que le temps d’Ophélie, de Polonius, de Claudius ne saurait advenir. “The time is out of joint. O cursed
spite, / That ever I was born to set it right. / Nay, come, let’s go together” & “Les temps sont

bouleversés. Maudit poison d’étre né, moi, pour les remettre en ordre. Non, allez, cheminons

14 Anna Karénine,l1°partie, chapitre 4-5-6

15 Cf. Raoul Gunsbourg. Cent Ans de souvenirs...ou presque. Monaco, le Rocher, 1959, sur Chaliapine cf. p.139-141.

16 Cf. Calin-Andrei Mihiilescu. Les grandes figures de la désillusion : Faust, Hamlet, Don Quichotte. — In : L ’Epoque de
la Renaissance (1400-1600), vol. 4. Crise et essors nouveaux (1560-1610), Tibor Klaniczay, Eva Kushner & Paul Chavy,
eds. The Hague and Philadelphia : Benjamins, 2000, p.597-6009.

17 Cf. La typologie de la culture de la Renaissance et les problémes d’unité de la littérature du XIII° au XVI° siécle. in : N.
I. Balachov, T. Klanicsay, A. D. Mikhailov. Littérature de la Renaissance. Budapest, 1978, p. 11-47.

18 Acte 1. scéne 5. Vers 196-8 — dans [’édition en ligne : http://shakespeare.mit.edu/hamlet/hamlet.1.5.html (11.03.2017)
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ensemble”. Ce temps désaccordé, chaotique et terrible s’applique non seulement a 1’Etat du Danemark,
mais aussi a 1’état mental du héros dérangé ; c’est par excellence le temps psychologique, celui que la
peinture appréhende mal, mais que la musique, en revanche, excelle a faire sentir. D’autre part le
lyrisme de Marlowe, le style ampoulé de Hamlet tendent implicitement vers une autre langue ; ils
s’épanouiront donc dans le langage intrinséquement codé et stylisé de I’opéra. Quand le reste se fait
silence, quand manque la parole, c’est le moment idéal pour chanter et laisser chanter la musique.

Don Quichotte pareillement partage avec Faust une incoercible pente vers la réverie ainsi que
le gott du vieux papier. Pour notre hidalgo, les livres de chevalerie sont des mod¢les allégoriques,
qu’il enseigne a Sancho Pancga, son double vulgaire et familier. La transformation mutuelle des deux
personnages suit un cours ‘dialogique’. Or n’importe quel opéra repose lui aussi sur le dialogisme :
dialogisme du mot et du son, dialogisme de la parole et de la musique, dialogisme du chanteur et de
I’orchestre. Pour ce qui est du roman le fait est net dans la deuxiéme partie : Don Quichotte, a été
vaincu par le Chevalier de la Blanche Lune (le bachelier Sanson Carrasco déguisé, 2° Partie, chapitre
71).%° Retournant & son village sans nom, il propose au curé et au bachelier de commencer ensemble
une vie pastorale. C’est une facon de dire que le réel est au-dela du fictionnel, mais le fictionnel est
I’unique voie pour I’atteindre. Or il n’y pas d’art plus fictionnel et plus codé que I’opéra.

On peut estimer que le méme processus se retrouve dans Peres et enfants (Omywt u demu), Ce
livre ou le grotesque remplace 1’idéal. La connexion de don Quichotte et de Sancho avec leurs utopies
est ironique, et tellement proéminente qu’elle se voit transposée par Tourguéniev dans la drdle de paire
d’étudiants nihilistes de son roman. Ainsi la boucle est bouclée qui va du maniérisme a la Belle
Epoque, du style dialogique a I’esthétique passéiste de 1’Opéra.

Hamlet et Quichotte s’expliquent assurément avec et par Faust. Ce trio emblématique du
maniérisme est également contemporain, souvenons-nous, du style musical appelé « Recitar
Cantando » (Monteverdi, Orfeo, 1600). En lisant Tourguéniev, n’oublions donc pas le troisiéme
homme. En lisant cette conférence souvenons-nous aussi peut-étre que Gounod, autre ami des Viardot,

a fait représenter un célébre Faust en 1859.

Une fortune européenne
Depuis le XVII siecle notre trio était donc légendaire. Tourguéniev n’a pas pu concevoir sa

conférence en faisant abstraction de la transmission du mythe.

19 http://cve.cervantes.es/literatura/clasicos/quijote/edicion/parte2/cap71/default.ntm (11.03.2017)
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Faust a été copieusement célébré®. Goethe, Berlioz (Huit scénes de Faust devenues La
Damnation de Faust), Gounod mais aussi le peintre Delacroix n’appellent ici pas de commentaires.
Les programmes de thétre et d’opéra ont souvent documenté la question?.,

Hamlet a été popularisé peut-&tre davantage par 1’iconographie. En 1744, déja, avait paru une
nouvelle édition des ceuvres de Shakespeare, illustrée par Francis Hayman et Hubert Frangois. Les
illustrations de Hayman étaient tellement appréciées, que le propriétaire de «Vauxhall Gardens »,
Jonathan Tyers, avait commandé¢ des toiles de trés grand format pour décorer un certain Pavillon du
Prince de Galles ; parmi elles figurait la scéne de la piéce de théatre dans la piece, a l'acte III. Les
artistes qui ont peint ultérieurement Hamlet sont Heinrich Fiissli (1780-5), Thomas Lawrence (1802),
John Everett Millais (1850), il y a eu, plus tard encore, Gustave Moreau, Mikhail Vroubel (1883),
Edwin Austin Abbey (1897). Il existe enfin plusieurs portraits d’acteurs, ainsi David Garrick,
notamment dans la scéne du fantdme (Hamlet acte I, scéne 4) ou il s’était particulierement illustré.
Une légendaire série de représentations de Hamlet en France en 1827 puis en 1829 inspira les peintres
romantiques Achille Devéria et Eugéne Delacroix (1830, 1835 et 1839). A ces représentations assistait
Berlioz, qui admira I’actrice Hariett Smithson au point de I’épouser.

Il paraitrait tentant d’interpréter Peres et enfants comme une réécriture partielle et discrete de
Faust. Car il y a dans ce roman comme un mélange des deux héros de Goethe. Bazarov, qui veut tout
savoir, tout disséquer, répéte 1’ambition du céleébre docteur qui a tout étudié, tout lu, tout médité ; seule
lui manque encore la connaissance de I’amour. Bazarov y réussit presque, lors de sa petite intrigue
avec Anna Sergueievna, mais finalement c¢’est un échec, comme dans les pieces de théatre. De son
coté Arcade trouve I’amour aupres de la jeune Katia, sceur un peu naive, mais tout aussi spontanée que
Marguerite. La mort affreuse de Bazarov répete la fin piteuse de Méphisto tandis que parallelement
I’union paisible d’Arcade et de Katia rappelle la rédemption finale de Faust et de Marguerite.

Tourguéniev, comme Pouchkine et bien d’autres Russes, était assurément familier des

personnages maudits issus des littératures européennes occidentales.

Cervantés vu par Sismondi et Viardot
Pour ce qui est de Cervantés il parait invraisemblable que Tourguéniev n’ait pas lu
attentivement Louis Viardot et il est encore probable que, par I’intermédiaire de Mérimée, il se soit

intéressé également a Sismondi.

20 Cf. Charles Dédéyan. Le Théme de Faust dans la littérature européenne. 6 volumes, Paris, 1954-1967.
2L Cf. La Damnation de Faust programme de 1'Opéra-Bastille, Paris, 1995.
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Dans sa conférence de 1860 Tourguéniev défend une thése : « Don Quichotte est un
enthousiaste, un serviteur de 1’idée ébloui par sa grandeur » (6)?? ; de son coté Hamlet « incarne le
principe de la négation » (p.17)?® ses caractéristiques se nomment le scepticisme et le sentiment
d’impuissance : « Hamlet n’a pas le rire démoniaque, antipathique de Méphistophélés ; il y a dans son
rire une certaine tristesse(...). Le scepticisme de Hamlet n’est pas de I’indifférence » (17). %

Or Viardot et Sismondi soutenaient aussi a peu pres la méme opinion : « Ce n’est pas seulement
pour lui-méme qu’il faut considérer celui que I’Espagne appela le phénix des hommes de génie »2°.
D’ou des coincidences avec Tourguéniev. Par exemple Sismondi insiste beaucoup sur une sorte de
balancement omniprésent chez Cervantes (le beau/le grotesque ; I’idéal/le vulgaire) : « Ce n’est plus
ce bizarre, ce ridicule original sur lequel les coups pleuvent si libéralement... Que représente Don
Quichotte ? La foi, avant tout, la foi en quelque chose d’éternel, d’immuable dans la vérité, dans cette
vérité qui réside en dehors de ’individu »%°.

De son coté Tourgueniev écrit . « Malheureusement la Russie ne possede aucune bonne
traduction de Don Quichotte 27(...) son nom n’éveille que 1’idée d’un bouffon 28 (...) tandis qu’il
renferme un sens élevé, celui du sacrifice de soi-méme » (p.2)?°. Entre la foi et le sacrifice de soi-
méme la relation est évidente.

Sismondi écrit encore : « la nation espagnole éprouva un changement fatal lorsqu’elle fut
soumise a la maison d’Autriche, et la poésie dut changer avec elle (...) ¥». De fagon approchante
Tourguéniev souligne aussi la spécificité de cette littérature espagnole du Sud : « C’est I’esprit de
I’homme du Midi qui a présidé a la création de Don Quichotte, un esprit lumineux, joyeux, naif,
entreprenant qui ne pénétre pas dans les profondeurs de la vie... » (21)%.

La pression politique et catholique en cet ancien temps écrasait les caracteres, elle désaxait
ensuite les comportements ; la folie en résulte, en particulier chez Quichotte, intoxiqué par le climat
ambiant autant que par ses lectures : « Remarquez bien que ce fou, ce chevalier errant est 1’étre le plus

moral du monde » %?(6). Oui, Quichotte est un féal du Roi et de I’Eglise. Selon Sismondi : « Les

22 NTon-KuxXOoT 3HTY3MACT, CIyXKUTENb WU U IOTOMY OOBESH €€ CHAHBEM.

23 B HeM BOILIOIIEHO HAYAJIO OTPULAHHMSL.

24 TamyieT HE XOXOUET JIEMOHCKH-0€3y4acTHBIM X0X0TOM MeducTodens; B caMmoil ero ropbKoi yJIbIOKe eCTh
VYubuocTs (...). Ckentunusm [amiiera He ecTh Takke HHANPHEPEHTH3M.

% Simonde de Sismondi (J.C.L.). De la littérature du midi de I’Europe. Tome 1V, Paris, Treuttel et Wiirtz, 1829, p. 1.
% Sismondi, ibidem, p. 44.

2" Ho, k coaJleHHI0, Mbl, PYCCKHUe, He MMeeM Xopoluero nepesosa "Jlon-Kuxora".

2 1ox1 cnoBom "JIoH-KuXOT" MBI 4acTo I0Zpa3yMeBaeM NPOCTO LIYTa.

29 Mesk 1y TeM Kak B JIOHKUXOTCTBE HaM CJIEJI0BAJIO Obl MPM3HATH BHICOKOE HAYAJIO CAMOIIOKEPTBOBAHMS.

%0 Sismondi, lbidem, p. 49.

31]lyX 105KHOrO 4eloBeKa OIovui Ha cosganuu JoH-KuxoTa, IyX CBETJIBIA, BeCesblil, HAUBHBIA BOCIPUAMYHBBIA, HE
UAYIIUA B TIIyOUHY KH3HH.

32 3aMeTBTE, YTO 3TOT CyMaCIIE MM, CTPaHCTBYIOIIMI PhIIAph — CAMOE HPABCTBEHHOE CYILECTBO B MHPE.
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Espagnols (...) sont I’effet de la discipline cruelle des couvents, de la soumission de la pensée (...)».3
L’influence pernicieuse de la religion sur les étres humains ainsi que sur leur littérature, voila le fil
conducteur de Sismondi : « Tout semblait donné a cette nation (...) sa religion a presque toujours rendu
vaines tant de brillantes qualités ».3

De facon similaire Tourguéniev explique 1’extravagance de Don Quichotte parce qu’il est
¢écartelé entre un bon fond spontané et les contraintes extérieures trop pesantes, ainsi par exemple dans

1I’épisode des pourceaux :

Cet incident grossier cache un sens profond. C’est la destinée des Don Quichottes d’étre toujours, surtout

vers la fin de leur carriere, foulés aux pieds des pourceaux ; c’est le dernier tribut qu’ils doivent payer a

la fatalité grossiére, a I’inintelligence indifférente et impudente : c’est le soufflet du pharisien...Ensuite

ils peuvent mourir (26).%°

Qu’en est-il de Louis Viardot (Etude de [’histoire des institutions, de la littérature, du thédtre
et des beaux-arts en Espagne, 1835)? Viardot suit un ordre chronologique et ressuscite
progressivement les idées qui régnaient pendant chaque siecle. Il retrace véritablement 1’évolution

littéraire pour chaque période, en considérant ses points forts et ses lacunes. Or, il me semble que

Tourguéniev aussi balance les effets et nuance le bilan, pour mieux faire admettre les contrastes.

Oui, les Don Quichottes trouvent, les Hamlets élaborent® (...) mais la sage nature n’a fait ni les Hamlets,

ni les Don Quichottes tout d’une piéce ¥ (...) le principe de 1’analyse, ne 1’oublions pas, a été poussé

dans Hamlet jusqu’au tragique, le principe de I’enthousiasme dans Don Quichotte jusqu’au comique.

Or on ne rencontre dans la vie ni le comique, ni le tragique absolu (28)%%.

Apparemment I’érudition de Viardot ne se retrouve pas chez Tourguéniev. Pourtant lorsque
Viardot vient a parler du Siecle d’Or espagnol, des épisodes horribles comme la persécution des
Morisques, des biichers de 1’Inquisition, il a besoin de reprendre son souffle, il annonce : «(...) je dois
m’arréter et changer de méthode. Au lieu de procéder historiquement, je dois procéder critiquement et

faire d’une chronique une revue (...) *°». Or la grande revue, le coup d’ceil critiques, voila ou excelle

le vrai talent de Tourguéniev :

3 Sismondi, Ibidem, 50.

3 Ibidem, p.179.

% U B camoM 3ToM 6e300pa3HOM MPUKITIOUEHUHN JIEKHUT TIIyOOKUH cMbICi. [lonMpaHue CBUHBIMM HOTAMHM BCTPEYAETCS
Bcerna B u3HU JloH-KHXOTOB — MMEHHO mepes ee KOHIIOM; 3TO IOCEIHSS JaHb, KOTOPYIO OHH JOJDKHBI 3aIUIaTHUTh
rpy0oii CIy4aifHOCTH, PaBHOAYIIHOMY W AEP3KOMY HEMOHHMAaHMIO... JTO momieduHa ¢apuces... [lotTom oHM MOryT
yMepeTh.

% JTon-KuxoThl HaxoasT — ['amMJyleThl pa3padaThiBaroT.

37 10 My JpOMy pacrOPsKEHHIO PUPOIbI, TOJIHBIX [aMJIETOB, TOYHO TaK e Kak M MoiHbIX JIoH-KuxoToB, HeT.

38 He m10/15kHO 3a0bIBaTh, 4TO KaK NPUHIIMI aHAJIM3a JIOBEJEH B ['aMileTe 110 Tparusma, Tak MPMHIMII SHTy3ua3mMa — B JJoH-
Kuxore 10 koMu3Ma, a B )KW3HH BIIOJHE KOMHYECKOE U BIIOJIHE TPArnuecKoe BCTPEUACTCs PENIKO.

39 Louis Viardot. Etude de [’histoire des institutions, de la littérature, du thédtre et des beaux-arts en Espagne. Paris, 1835,
p. 167.
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L’imagination évoque volontiers le souvenir de ces deux poétes morts le méme jour - 26 avril 1616.

Cervantés ne connut, sans doute, rien de Shakespeare ; mais le grand tragique, dans sa maison de

Stratford, ou il s’était retiré trois ans avant sa mort put lire le roman espagnol déja traduit en anglais. Ce

serait un sujet bien fait pour tenter le pinceau d’un peintre penseur : Shakespeare lisant Don Quichotte.

Heureux les pays ou naissent de tels hommes(...) Le laurier impérissable qui couronne le génie repose

aussi sur le front de la nation qui I’a produit (24)*.

Tourguéniev, dans sa conférence, vise ¢videmment a décrire, par une voie oblique, sur un autre
terrain géographique, dans d’autres registres temporels et sociaux, les ravages de 1’esprit fort et du
dogmatisme. Mais qu’il s’appelle nihilisme ou fanatisme catholique, peu importe ; Viardot I’y avait
passablement conduit : « Jamais on ne s’était permis de défigurer a ce point le christianisme : jamais
on ne lui avait prété des passions si féroces, une morale si corrompue »*!. Les formules sont bien

tournées chez Tourguéniev. Il vibre a I’'unisson de ses héros d’un soir :

Hamlet et Don Quichotte meurent tous deux d’une fagon touchante ; mais combien leur fin est différente.
Les derniéres paroles de Hamlet sont fort belles. Il meurt calme, tranquille ; il ordonne a Horatio de
vivre ; il donne sa voix au jeune Fortinbras, le seul représentant du droit héréditaire que n’ait souillé
aucun crime ; mais il ne porte pas ses regards dans I’avenir. Tout le reste est silence, dit le sceptique
mourant, et il se tait pour 1’éternité. La mort de Don Quichotte pénétre I’ame d’un indicible
attendrissement. C’est a ce moment que le grand caractére du personnage se révele a tous les yeux (...)
Non, répond le mourant, tout cela est fini ; je demande pardon a tous ; je ne suis plus désormais Don
Quichotte ; je suis de nouveau Alonso le bon (30)*2 .

L’ambition morale des héros et de leur présentateur, 1’élégance retenue du conférencier élévent
donc le propos a la hauteur d’un genre artistique vraiment noble ; or au XIX° s. il n’y arien de si noble
qu’un finale d’opéra. Hamlet et Quichotte sont spontanément devenus des personnages d’opéras, de
par leur fortune méme, parce que telle était la mode du temps. Adorno a souligné ce type de
fonctionnement qu’il nomme opportunément « I’opéra bourgeois »**. La conférence de Tourguéniev

intervenait en plein milieu de ce puissant courant.

40 BoobpajkeHre 0XOTHO BBI3LIBAET HPeJ] cOO0I0 06pa3bl 000X COBPEMEHHUKOB-TI0ITOB, KOTOPhIE U YMEPJIU B OIMH 1 TOT
e JIeHb, 26 anpens 1616 roga. CepBanrtec, BepoaTHO, HU4Yero He 3Han o lllexcnupe; HO BENMKHIA Tparuk, B THILHMHE
CBOEro CTpaT(OPJICKOTO JA0Ma, KyJla OH yJallHiICs 3a TPH Ioja 10 CMEPTH, MOT IIPOYECTh 3HAMEHHUTBIN pOMaH, KOTOPBIH
ObLT y)Ke TOrJa TepeBelleH Ha aHTJIMHCKUi A3bIK... KapTuHa, noctoifHas kuctu >kxuBommcua-mbiciaurens: lllekcrup,
ypratomui "Jlon-KuxoTa"! CuacTiuBsl CTpaHbl, CpeAM KOTOPBIX BO3HUKAKOT TaKHE JIOAU, YUUTEIH COBPEMEHHUKOB U
noroMkoB! HeyBsinaemblii J1aBp, KOTOPBIM YBEHUMBAETCS BEJIMKHUI YEJIOBEK, JIOKUTCS TAKXKe Ha YeJIo €ro HapoJa.

4l Viardot, op.cit., p.55

42 1 Tamner, u JJoH-KUXOT yMUpalOT TpOraTelbHO; HO KaK pasiudHa KoH4uHa o6oux! IIpexpacHbl MOC/IEHKE CI0BA
lamnera. OH cMupsieTcs], yTHXaeT, IPUKa3bIBaeT | oparuio KUTh, IOAAET CBOI IIPEJCMEPTHBII T0JI0C B TIOJIB3Y MOJOZOTO
®oprunbOpaca, HUYEM He 3aIATHAHHOTO MPEICTABUTEIS [IpaBa HACIEACTRA... T0 B3op ['amiera He oOparaercs BIepes...
"OcranbHoe... MOJT4aHue", — TOBOPUT YMUPAIOIIHNHA CKETITHK — U JCHCTBUTEIHLHO yMoJsikaeT HaBeku. CmepTh JloH-Kuxorta
HaBEBaeT Ha JAyIIy HECKa3aHHOE yMWJIeHHe. B 3TO MrHOBeHHE Bce BEIMKOE 3HAYEHHE ATOTO JIMIA CTAHOBUTCA
JOCTYIIHBIM Kakaomy (...) "Her, — oTBeuaeT ymuparoniuii, — Bce 3TO HaBCET/1a MPOILIO, U 5 IPOIIY y BCEX MPOIICHUS; 5
yxke He Jlon-Kuxor, s cHoBa Anon3o JloOpblii, kak MeHs Hekor/ia Ha3esiBau, — Alonso el Bueno™.

3 Theodor W. Adorno. L’opéra bourgeois. Filigrane : Musique, esthétique, sciences, société. [En ligne], Numéro de la
revue, La société dans [’écriture musicale, mis a jour le : 16/06/2011, URL
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Du Boulevard a I’Opéra : ’art des bourgeois

Cependant, pour devenir des stars du théatre lyrique nos personnages vont devoir se distancier
de leurs devanciers. Chacun pour sa part, Hamlet et Don Quichotte — comme déja Faust avant eux —
se métamorphosent en figures de mélodrame ou de boulevard.

Ainsi c¢’est vers 1842 que, décu par les pales traductions francaises de Shakespeare, Alexandre
Dumas pére propose sa propre version de Hamlet. En 1846 il la donne en représentation privée a Saint-
Germain-en-Laye. Ecrite avec Paul Meurice, cette adaptation de Hamlet connait un grand succés et —
malgré les libertés qu'elle prenait avec 1'original — reste longtemps l'adaptation de référence sur les
scénes francgaises ; reprise au Théatre-Frangais, on 1’a jouée cent huit fois entre 1886 et 1890. Entre
temps, Francois Victor Hugo avait entrepris sa traduction du théatre complet de Shakespeare (1857-
1872). C’est exactement le moment ou se situe Ambroise Thomas. Et c’est aussi, probablement, ces
deux versions-la de Shakespeare qui étaient les plus accoutumées chez les Viardot.

L'adaptation de Dumas va d'abord dans le sens d'un allégement du matériau scénique (six
changements de décor, contre trois fois plus dans 1'original anglais, et une réduction du nombre des
acteurs) ; ceci répond aux exigences des théatres frangais de 1'époque. Contrairement a ce qui se passait
du temps de Shakespeare, on est, au XIX® siecle, plus exigeant sur le réalisme des décors, qui sont
coliteux et longs a mettre en place.

Avec la suppression du prince Fortinbras, disparait d'autre part l'arriere-plan politique existant
chez Shakespeare : a savoir les conflits entre la Norvége et le Danemark et la réflexion sur la fragilité
des monarchies électives.

Dumas a surtout voulu conserver les morceaux de bravoure, le théatre dans le théatre et les
tirades célébres («Etre, n'étre pas...»), et s'il déplace la scéne du cimetiére de l'acte IV a la fin de l'acte
V, c'est pour donner au dernier acte une plus forte intensité dramatique.

C'est dans ce dernier acte cependant que son travail est le plus singulier. Chez Dumas, Hamlet
ne meurt pas, il est méme condamné a vivre par le fantdme de son pere. On demeure perplexe face a

cette «belle infidéley...

Hamlet (Ambroise Thomas, 1868)
Il n’est pas indispensable de retracer toute la carriére d’ Ambroise Thomas, ni les péripéties que
traverse 1’Opéra de Paris. Sauf sur quelques points : sous le II Empire 1’Académie Impériale de

Musique (qui joue a cette époque encore dans la salle de la rue Le Peletier) remplit une fonction quasi-

http://revues.mshparisnord.org/filigrane/index.php?id=127 (11.03.2017)
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gouvernementale et emblématique. A c6té de Rossini, de Meyerbeer, le répertoire tiche de se
renouveler en créant des opéras de Verdi, de Wagner et d’Ambroise Thomas. Ce dernier défend les
couleurs de I’école frangaise ; a la différence de Mignon, ou du Faust de Gounod, qui sont des ouvrages
de demi-caractére, Hamlet est un ‘grand opéra’. Le genre est codé, monumental ; il faut cing actes, des
ballets, des décorations somptueuses, des choeurs imposants, des récitatifs, et des vedettes du chant
capables de surmonter tous les picges de la vocalité et de la langue francaise.

On trouve tout cela dans Hamlet. Michel Carré et Jules Barbier sont des professionnels du livret
et Ambroise Thomas un artiste officiel. La direction de I’ Académie a voulu frapper un grand coup.**

Elle y est parvenue. Quelques années plus tard Thomas écrira :

Sans doute il est des chefs-d’ceuvre qui sont de précieuses conquétes pour 1’art ; chaque pays doit profiter

de ces conquétes, a la condition de rester fidéle a son école et de garder son caractére distinctif. Oui, la

musique a des formes changeantes (...) mais I’expression juste des sentiments tendres ou passionnés ne

change pas.*

Il est probable que les Viardot n’opinaient pas différemment sur la question des écoles
nationales. Tourguéniev, pour sa part, reconnait également I’importance de la variante géographique :
« L’esprit qui a créé ce type est I’esprit de ’homme du Nord, I’esprit de réflexion et d’analyse, I’esprit

pesant, sombre, privé d’harmonie et de brillantes couleurs, un esprit qui ne s’arrondit pas en des formes

délicates et souvent minutieuses » (p.21).4°

En écrivant ces lignes dans sa conférence, intervenue quelque temps apres la création de 1’opéra
parisien, il me parait vraisemblable que Tourguéniev fait allusion a Ambroise Thomas méme s’il

n’admirait pas le compositeur :

Mais quel effet la musique de Verdi m’a fait apres celle de M. Thomas ! Il me semblait étre transporté
en plein soleil apres avoir erré dans je ne sais quel brouillard épais et humide. On a du moins un musicien
devant soi, et non un Monsieur qui s’évertue a ne rien dire, en employant force subjonctifs. Oh ! la
science des impuissants.*’

Sur le fond, Tourguéniev se retrouvait du méme avis que le critique Adolphe Jullien : « C’est

I’incapacité du drame de Shakespeare de se fagonner en duos, en ariettes, en flon-flons et en polka qui

4 Cf. Francis Guinle. La Comédie shakespearienne en France. De la féte impériale a la Belle Epogue. Lyon, Editions
Universitaires, 2003.

45 Cf. Elisabeth Malfroy. Ambroise Thomas, témoin du siécle. — In : I’Avant-Scéne Opéra : Hamlet , n°® 262, p. 55.

4 Iyx, cozmaBmmii 3T0T 06pas, eCTh JyX CEBEPHOTO YEJOBEKA, JyX PE(IIEKCUM M aHaW3a, JIyX TSKENbIH, MpadHbIi,
JIMIIEHHBII TADMOHHH U CBETIIBIX KPACOK, HE 3aKPYIJICHHBIN B M3SI[HbIEC, YACTO MEIKUE (POPMBI, HO TITyOOKHIi.

47 Lettres inédites a Pauline Viardot, op.cit. p.141.
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fait toute 1’infirmité du livret »* et il pensait aussi comme le critique Langenevais, moquant une :
« féérie grotesque (...) un Hamlet vert-galant et diable a quatre, qui boit, se bat et serait plutdt un

compagnon de Falstaff »*°.

Hamlet a I’Opéra a été enluminé mais trahi, applaudi et tordu.

Pour ce qui est du livret la premicre différence de taille avec la piece anglaise est
I’affaiblissement du co6té tragique au profit d’un sentiment mélodramatique typique du grand opéra
frangais. Barbier et Carré ont beaucoup déformé 1’histoire originale : il y a peu de morts, peu de sang
versé : ni Polonius, ni Laérte ne sont assassinés, pas plus que Rosencrantz et Guildenstern, chargés par
le roi de livrer Hamlet aux Anglais, mais qui disparaissent dans I’opéra. Le héros lui-méme ne meurt
pas : il est condamné par le spectre a devenir roi ; ce célébre spectre apparait une fois supplémentaire
dans 1’opéra, c’est-a-dire une troisiéme fois, au lieu des deux manifestations de la piece®. La
modification la plus saisissante, parce qu’elle justifie la fin semi-heureuse obligée a 1’Opéra, est la
place accordée par Carré et Barbier au couple Hamlet/Ophélie. Dés le début des deux ouvrages, le
héros est contrari¢ par le remariage de sa meére, mais il se présente comme amoureux véritable
d’Ophélie. Cependant alors que chez Shakespeare Hamlet le fait savoir dans un poéme lu par Polonius
au couple royal (Hamlet acte II, scéne 2), ¢’est une véritable scéne d’amour qui réunit les deux jeunes
gens dans le premier acte de ’opéra. On est la au coeur du probléme. La principale différence entre
Ambroise Thomas et son modele tient au glissement du sujet shakespearien (I’incapacité du héros a
passer a I’acte de vengeance) vers I’histoire d’amour. On rappellera que le probleme avait déja été le
méme lorsque Donizetti, dans Lucia di Lammermoor (1835), avait pareillement travesti Walter Scott.
Thomas était probablement conscient de cet affadissement de la tragédie. Il a voulu s’en prémunir de
diverses manieres : d’abord le role de Hamlet a €t€ confi€¢ a un baryton, le célebre Jean Baptiste Faure,
et non plus a un ténor, comme 1’aurait suggéré la tradition. L’Ophélie de Nilsson, en revanche, devait
absolument posséder le brio et les coloratures des grandes amoureuses : Lucia di Lammermoor,
Marguerite de Valois, Marguerite (Faust). Ensuite 1’orchestration fait largement appel aux cuivres®?,
au SaXOphone52 ; les cordes usent et abusent des trémolos, des traits, des pizzicatos dramatiques. Enfin

Ambroise Thomas utilise des motifs instrumentaux qui représentent périodiquement des personnages

48 Cf. Georges Masson. Eclats d’une carriére. — In : [’Avant-Scéne Opéra : Hamlet, n°262, p.57.

49 |bidem.

50 Une fin tragique a cependant été écrite pour la création a Covent Garden, afin de satisfaire un public anglais soucieux
que ’on respecte la tragédie initiale : aprés avoir tu¢ Claudius, Hamlet meurt pour rejoindre Ophélie.

51 Dans les marches (marche royale I, 1 ; cheeur des comédiens II, 1 ; marche funébre V), dans 1’évocation par le spectre
du tréne royal usurpé (I, 2).

52 Dans les préparatifs de la pantomime, aprés qu’Hamlet a demandé a Ophélie de prendre place sur ses genoux (I, 2, &
2’ de la « marche danoise »).
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ou des sentiments. Nous pouvons les qualifier de leitmotive méme si leurs emplois ne sont ni
systématiques, ni si pathétiques que chez Wagner.

On se figure facilement que les habitués du salon Viardot se sont amusés de cet opéra bancal,
écartelé entre un livret qui peint I’amour impossible et une musique visant la dignit¢ d’une pompe
funebre !

En tout cas Tourguéniev a bien senti le probléme quand il parle du personnage d’Ophélie :

Mais, dira-t-on, et Ophélie ? Est-ce que Hamlet ne I’aime point ? [14% ] ... Don Quichotte aime
Dulcinée c'est-a-dire une femme qui n’existe pas et il est prét & mourir pour elle [15* ] ... Et Hamlet,
est-ce qu’il aime *°? son créateur ironique a pu donner a cet égoiste, °a ce sceptique dévoré par le démon
rongeur de I’analyse (...) % un ceeur aimant et dévoué ? °8

I1 s’est plus a imaginer que Shakespeare, dans ses derniers jours, lisait Cervanteés en méditant
sur ces deux figures féminines a la fois différentes et proches®.

On rappellera aussi que le baryton Faure avait été un trés grand Don Giovanni et également un
trés célebre Méphisto (Faust); a-t-il interprété Hamlet en tirant le role du c6té de la séduction et de la
hardiesse ? « Hamlet dit a Ophélie :<Je vous ai aimée autrefois> -Ophélie :<Prince, vous me 1’avez
fait croire> -Hamlet :<II ne fallait pas me croire, je ne vous aimais pas> » (18%). Pour ce qui est de la
couleur sombre, Tourgueniev y était infiniment sensible : « Mais c’est assez parler des cotés sombres
du type de Hamlet, de ces traits qui nous irritent d’autant plus qu’ils sont plus prés de nous » (19)% Y
aurait-il, derriére ces mots, encore une allusion a I’opéra ? Probablement, mais elle est moins
opportune, parce que la noirceur de I’opéra est celle d’un amour maudit %2; au contraire la noirceur de
Shakespeare est celle du pouvoir et de la nature humaine. Tourguéniev a sa suite veut souligner ces
caracteres habituels des sociétés bloquées, comme celle de Russie ou du II Empire décadent :

Hamlet lui aussi est un Méphistophélés, mais renfermé dans le cercle vivant de na nature humaine ; il

incarne le principe de la négation(...) ®**Hamlet (...) doute du bien, c’est-a-dire, met en suspicion sa

53 Ho Bospasar Ham: "O¢emus? passe [amuer ee He modur 2

% Nou-Kuxot mo6ut JlyJblUHE HECYIIECTBYIOILYIO KEHIIUHY, M TOTOB YMEPETH 3a HEE.

5 A TamuieT, HeyXeJu OH JTHoOUT?

%6 Heyxenn caM MpOHHUYECKHI €70 TBOPELL, PEIIUIICS J1aTh STOMCTY.

57 cKenTHKY, TPOHUKHYTOMY BCEM Pa3JararoluM AJI0M aHaJn3a.

%8 moGsmee, NpefaHHOE Cepale.

%9 Cf. p.23 dans la traduction de Léger.

8 Tamser rosoput Odenuu: 5 nmodun Tebs korna-to. — Odenus : TIpUHL, Bbl 3aCTABHIIM MEHS 5TOMY BEPUTH. — [amJIeT
A He 1oJpKHO ObITO BepuTh!... S He mo0ui Tes.

51 Ho 10BOJILHO FOBOPUTH O TEMHBIX CTOPOHAX IaMJIETOBCKOTO THIIA, O T€ CTOPOHAX, KOTOPhIE HMEHHO II0TOMY Hac 6oJiee
pasIpaxkaroT, 9TO OHU HaM OJIrKe.

b2 Cf. Hervé Lacombe. Les Voies de I'opéra francais au XIX° siecle. Paris, Fayard, 1997, p.167 etc.

8 Tamner ToT %e Meducrodens, Ho Meducroden, 3aKI0UeHHBIH B JKMBOH KPYT Y€JIOBEUECKON MPUPOJIBI.

64 B HeM BOIIONIEHO HAYANIO OTPULIAHHS.
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sincérité, I’attaque non pas comme étant le bien, mais comme un masque sous lequel s’abritent le mal
et le mensonge (17).%°

En tout cas il s’agit toujours du méme travers que celui de Bazarov, celui des narodniki, celui
des nihilistes. Et méme si Hamlet est un opéra contestable, il a fait carriére jusqu’en Russie.®®

Tchaikovski en a rendu compte dans les Rousskié Vedomosti. ¢

Don Quichotte (Massenet 1910)

Don Quichotte a été tout aussi populaire. Particuliérement a la suite de la Révolution francaise,
le héros symbolisait 1’individu dressé contre le conformisme catholique et royal. C’est ce qu’on voit
chez les peintres et illustrateurs : Gustave Doré, Honoré Daumier, et Goya (Don Quichotte dans sa
bibliotheque, dessin de Francisco de Goya, 1812).

Au théatre on a connu :

*Don Quichotte de Victorien Sardou, piéce en trois actes et huit tableaux, dont la premiére eut
lieu au Théatre du Gymnase le 25 juin 1864.

*1| a peut-étre méme un frére qui se serait nommé Cyrano de Bergerac (Rostand, 1897).

*Don Quichotte de Jean Richepin, drame héroi-comique en vers, en trois parties et huit
tableaux, dont la premiére représentation a eu lieu a la Comédie-Francaise le 16 octobre 1905. Le rdle
de Don Quichotte était tenu par Leloir, celui de Sancho Panga par André Brunot et celui de Ginés de
Passamont par Georges Berr.

Dans ces piéces tous ces héros sont de preux chevaliers de I’absolu atteignant la grandeur
pathétique. A 1’Opéra aussi.

Il n’importe pas d’analyser en détail I’ouvrage de Massenet. Méme Chaliapine n’intéresse pas
vraiment notre ¢tude de fortune. Il serait stupide de chercher une influence de Tourguéniev ou des
Viardot sur cet opéra et ses interprétes. Pourtant voici quelques rapprochements.

Chaliapine connaissait Pauline Viardot. Aurait-il lu, par hasard, le texte de Tourguéniev ?
Parallélement il n’est pas insignifiant de rappeler qu’Anton Rubinstein avait composé en 1870 un
poéme symphonique intitulé Don Quichotte, portrait musical, humoresque pour orchestre. Au fond
Rubinstein approfondissait une autre idée de Tourguéniev qui avait écrit: « Malheureusement la

Russie ne posséde aucune bonne traduction de Don Quichotte» (2%8 ). 1l se pourrait qu’un certain air

8 0HO 3a10/103p€eBaET €0 MCTHHY M HCKPEHHOCTH M HATIAJAET HA HETO HE KaK Ha J100po, a KaK Ha MOJIENBHOE 100po,
TI0JT JINYNHOW KOTOPOTO OTISTH-TAKH CKPBIBAIOTCS 3JI0 U JIOXKb.

86 11 est créé a Saint Pétersbourg le 26 octobre 1872.

87 Cf. L Avant-Scéne Opéra, op.cit. p. 74 etc.

8 Ho, k coxasnenuo, Mbl, PycCKHUe, He MeeM xopotero nepesosa "Jlon-Kuxora".
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du temps permette donc de mieux comprendre Massenet qui n’est, a aucun point de vue, pas si loin de
I’esprit de Tourguéniev.

Le livret écrit par Henri Cain, est un filandreux condensé en cinq actes du foisonnant roman.
Tres peu d’épisodes sont maintenus : la confrontation avec les bandits (acte 3), la quéte de la belle
Dulcinée, avec 1’aide du fidéle Sancho. Et bien sir la mort de Quichotte, qui, a I’acte 5, a fourni a
Chaliapine I’occasion de son triomphe. Observons que Tourguéniev insistait, lui aussi, sur la fin de
son héros, sur sa rédemption : « Je ne suis plus désormais Don Quichotte ; je suis de nouveau Alonso
le bon ®° (...) Alonso el Bueno ! ¢c’est un mot étonnant '%(...) Oui ce mot a encore sa valeur au moment
de la mort. Tout passe, tout disparait '* (...) <Tout passe a dit I’apdtre, la charité seule
demeure> »(31)"2.

Par ces mots Tourguéniev exprime une noble conception de la vie et du monde ; le détachement
stoique s’y combine avec I’indulgence envers les étres ; tolérance, fraternité, foi en la vie, croyance en
I’homme qui garde un cceur, méme quand il feint de le nier, voila qui colore ses propos d’une teinte
mélancolie évidente. Au fond on rejoint, une fois de plus, la philosophie de Peres et enfants. Et I’on
constate ce méme et fin mélange dans les portraits tracés par Massenet. Tous les premiers roles sont
confiés a des voix graves, sombres : Quichotte est une basse chantante, Sancho un baryton, Dulcinée
une mezzo. Il s’y ajoute évidemment aussi tous les airs qui évoquent le passage du temps, la perte des
illusions, aussi bien chez Quichotte (par exemple 1’air fameux du 3° acte, face aux bandits : « Je suis
le chevalier errant et qui redresse//Les torts, un vagabond, inondé de tendresse ») que chez Dulcinée,

qui chante, au début de I’acte 4, a la face de tous ses soupirants :

Pauvres amis, vous m’ennuyez,

J’ai bien assez de mes miseéres,

Lorsque le temps d’amour a fui

Que reste-t-il de nos bonheurs.

L’originalité de 1I’ceuvre de Massenet réside peut-€tre principalement dans le réle de Dulcinée.
Chez Cervantes Dulcinée n’est qu’une idée, un fantome forgé par Quichotte. Chez Cain et Massenet
c’est une coquette, bien réelle, environnée de soupirants ; comme Célimene, elle les met en

compétition pour qu’ils retrouvent un certain collier volé. Mais Quichotte lui lance, a ’acte 4, une

magnifique exhortation pleine d’abnégation :

% 5 yxe He Jon-Kuxort, s cHOBa AnoH30 JI00pBIii. ..

0 gaspiBamu, — "Alonso el Bueno" (...) DTo CIOBO YIUBUTENBHO.

1 (...) Jla, 0Z1HO 3TO CIIOBO MMEET el 3HAUEHHE HepPel IMIOM cMepTH. Bce IpoiiieT Bce pacchlIIeTcs MPaxoM...
72 "Bce MUHeTCS, — CKa3ajl anocTojl, — OjHa JI000Bb ocTaHeTcs ",
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Marchez dans mon chemin

Et prétez-moi

L’appui léger de votre main

A deux nous aimerons davantage le monde (...)
Allons vers 1’idéal ! Allons !

Ce couplet est-il si loin des propos de Tourguéniev ?

Il aime d’une facon idéale et pure, tellement idéale qu’il ne soupgonne méme pas que 1’objet de sa

passion n’existe pas " (...) Nous aussi, nous avons rencontré plus d’une fois des gens mourant pour une

Dulcinée qui n’existait pas, pour quelque réalité grossicre et souvent ignoble dans laquelle ils avaient

incarné leur idéal * (...) quand des hommes de ce type disparaitront, on pourra fermer le livre de

I’Histoire (15). ™

Pour nous, lecteurs et spectateurs d’aujourd’hui, le livre de I’Histoire ne s’est jamais refermé
tout d’un coup. A plusieurs égards il existe une relation bien positive entre les héros chers a
Tourguéniev et leurs suites francaises, a I’Opéra. Mais d’un autre coté ces variations musicales
comportent des différences notables, qui s’expliquent par les usages nationaux, par la divergence des
canons et des régles. L essai n’est pas le théatre ; ’opéra ne fonctionne pas comme la fiction. Et puis
surtout il apparait que le duo Hamlet/Don Quichotte ne s’éclaire pas bien sans le troisiéme homme,
sans Faustus, inventé et imposé par les Maniéristes ; et qui ne reparait qu’en creux dans Peres et
enfants. Oui il faut savoir lire entre les lignes de la fameuse conférence de Tourguéniev, a leur entour
aussi. Toute une tradition européenne occidentale s’y manifeste, celle de Sismondi et de Viardot, qui
ont ét¢ infiniment précieux pour Tourguéniev, bien plus qu’Ambroise Thomas et Jules Massenet,

quand bien méme ces derniers furent des habitués du salon Viardot et des figures familieres pour

Tourguéniev.

3 OH MOGUT UIEaNIbHO, YUCTO, JI0 TOTO MACATLHO, YTO JIaXKe HE T0I03PEBACT, YTO IPEAMET €r0 CTPACTH BOBCE HE
CYIIECTBYET.

4 MBI caMM Ha CBOEM BEKY, B HAIlIMX CTPAHCTBOBAHMSAX, BUIAIIM JIFO/EH, YMUPAIOIIUX 32 CTOJIb Ke MaJIo
cymiecTByloyto JyaburuHero Wik 3a Tpy0oe 1 4acTo Tps3HOE HEYTO, B KOTOPOM OHH BHJIEJIH OCYIIECTBIIEHUE CBOETO
njaeana.

5 (...) W KOrJa NepeBeyTCs TAKKME JIFOJIH, MyCKail 3aKpOeTCs HABCET/Ia KHUATa HCTOPHH !
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Cleo PROTOKHRISTOVA!

Laurence Sterne’s ‘Noseology’
and the Making of Gogol’s The Nose

Abstract

It has become a tradition to use the succession of Gogol’s short novel The Nose from Laurence Sterne’s
Life and Opinions of Tristram Shandy as a key to its interpretation, and to identify its kinship to the ‘noseology’
in 1820s’ and 1830s’ Russian literature and the peculiar type of Russian Sternianism, which originated as a
result of the novel’s reception in Russia. In this research perspective, set originally by V. V. Vinogradov, so
much work has been completed that its potential seems to have been exhausted. Nevertheless, certain vagueness
and several logical gaps have been identified in the established visions about Sterne’s influence on Gogol. The
task of the present study is to bridge these inadequacies and to clarify the mechanisms that helped transform
Sterne’s ‘noseology’ into the puzzling world of Gogol’s The Nose.

The examination conducted in this paper demonstrates that the essential link between the whimsical
logic of Gogol’s short novel, and especially the paradoxical substantiation of the theme of the nose in it, on the
one hand, and Sterne’s novel Tristram Shandy, on the other, is manifested as re-actualization of an entire
network of motifs that were established by the source novel and were reproduced in specific ways both in The
Nose and in Gogol’s other works. As a result of this process, strange associative groupings that seem to have
been deprived of meaning were set firmly as fixed configurations. A characteristic of the specific mechanism
manifested in Gogol’s autotextuality is the fact that the cluster of interconnected images and notions issuing
from Sterne’s novel was repeated again by means of varying combinations of elements. Each of these single
derivative substantiations is incomplete with regard to the paradigm, and though inexhaustible and scattered
throughout various texts by Gogol, they still remain recognizable parts of a common constellation, whose
prototype was created by Sterne.

Keywords: Gogol; Lawrence Sterne; ‘noseology’; intertextuality.

‘Hoconorusara’ Ha Jlopsuc CTbpH 1 HanpaBata Ha ['oroneBust Hoc
Pe3ome

ITo Tpamuumsi, KaTo KJIOY KbM MHTEpIpeTanusTa Ha nosectra Hoc Ha Huxomait ['oros ce usBexna
MPUEMCTBEHOCTTA U OT JKusomwvm u muenusma Ha Tpucmpam Lllanou, docenmvamen Ha Jloppae CTBPH, KaKTO
Y POACTBOTO ¥ C ‘“HOcoyIoTHATa B pyckara jureparypa ot 20-te u 30-te roguan Ha XIX Bek U cBOe0Opa3HOTO
PYCKO ‘CTEpHHAHCTBO’, TMPOM3BOJHMU OT pelenuara Ha pomaHa B Pycus. B Tasu wuscmemoBaTescka
MEepCIeKTHBA, 3a/1a/IeHa MbpBOHaYaIHo oT B. B. Bunorpanos, € paboTeHO TOJIKOBA MHOTO, Y€ Bb3MOKHOCTHTE
M U3MIeXIAaT n3depranu. Bepexku ToBa, B yCTAHOBEHUTE BHKAAHU 32 BIMSHUETO, KoeTo CThpH yHpakHsBa
BBpXy ['Oros, mpuchCTBAT U3BECTHU HESICHOTH M JIOTHUECKH MPOIENH. 3aa4aTa Ha HaCTOALIOTO U3CIIe/IBaHE €
Jla 3aIbJIHA TE3W HEMBJIHOTH W J1a W3SCHH MEXaHW3MHTE, 10 KOWTO ‘Hocomorwmsta’ Ha CTepH € Owmma
npeoOpasyBaHa B 3aragb4nus cBsT Ha ['oronesus Hoc.

! Cleo PROTOKHRISTOVA is a Professor of Ancient and West European Literature and Comparative Literature at
Paisii Hilendarski University of Plovdiv, Bulgaria. She has published eight single-authored books, six coedited volumes,
and over hundred articles and reviews. Her publications include Themes and Variations. Studies in Literary Thematics
(2016), Notes from the Antechamber. Theory and Practices of Titling (2014), The Mirror: Literary, Metadiscursive and
Cultural Comparative Trajectories (2004), West European Literature: Comparative Observations, Theses, Ideas (2000,
2003, 2008). Her current research is on cultural studies and classical reception (edited: Who Is Medea to Us? [2009], The
Fate of Oedipus: The Bulgarian Reception [2011], Attica In Bulgaria [2013].
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HpOBeI[eHI/ITG B CTaruATa Ha6J'IIOI[€HI/I$I MOKa3BaT, 4€ ChHIHOCTHATA BPB3KA MCXKAY MNpUIydJIMBaTa
JIOTHKA B ITOBECTTa Ha I'0roa u B 4aCTHOCT nmapaaokcaiHaTa KOHKpETU3alluA Ha TEMaTa 3a HOCa B HEsA, OT €aHa
crpana, u pomana Ha CtepH Tpucmpam Illandu, oT Apyra, ce NPOsIBIBA KATO PEAKTYaIU3UPAHE HA IAIOCTHA
MOTHBHA MpEKa, 3aJaJicHa OT U3TOYHUKA, U BB3IIPOU3BCACHA 110 CHeIII/I(l)I/IIIHI/I Ha4YWHU KAKTO B KOHKpETHATa
IIOBECT Ha FOFOJ’I, TakKa U B JPYIrd HETrOBU MPOU3BCACHUA, IIPU KOCTO KATO yCTOfI‘IPIBPI KOH(l)I/IpraIII/II/I ce
3aKperBaT CTPaHHU, IPUBUIHO JIUIIEHN OT CMUCHI ACONMATUBHU TPYIIUPAHASA. XapaKTepHO 32 CenH)HUIHIA
MEXAaHU3bM, IIPOSABEH B aBTOTCKCTYAJIHOCTTA Ha FOFOJ’I, € 4€ CHOIIBT OT B3aMMOCBBP3aHU 06pa31/1 " Ipe€acrasu,
HU3JIBYCH OT pOMaHa Ha CT’pr, CC MpCHoBTapsA 4Ype3 Bapupaliu KOM6I/IHaHI/II/I OT eneMeHTH. Bceska ot
IIPOU3BOJHUTEC CAUMHUYHN KOHKPETHU3allMU € HEITBJIHA 110 OTHOIICHHE Ha IMapajurMara, HO I0pU U B Ta3H CHU
HEHU3YEPIaTSITHOCT M Pa3NPbCHATOCT M3 Pa3INIHHA TEKCTOBE Ha 1 0roi, Te Bce Mmak ocTaBaT KaTo Oe3IMOrpentHo
pasno3HaBacMu y4aCTHUIU B €1HA 06HIa KOHCTCIanus, YUUTO MMPOTOTHII € ICJIO Ha CT’pr.

KarouoBn gymu: I'oros; JloppHe CThpH; ‘HOCOJIOTHS ; HHTEPTEKCTYaIHOCT.

Traditionally, Laurence Sterne’s novel The Life and Opinions of Tristram Shandy, Gentleman
is registered in a privileged position as the source of influence for the interpretation of the famous St.
Petersburg novella of Gogol The Nose. Alongside with Tristram Shandy criticism has established the
succession of this work out of a broad range of texts in the Russian and from there in the Western
European ‘noseology’. This instituted research perspective, originally laid out by V. V. Vinogradov?,
has been explored so much that its potential seems exhausted. Nevertheless, in the established concepts
for the kinship between Gogol and Sterne there are certain obscurities and logical clefts, which
although lightmindedly assigned to the creative wilfulness of Gogol himself, will remain credited to
the account of the critics, while provoking the desire to revise them. The aim of this present consecutive
attempt on the correlation capacity of Gogol’s novella and Sterne’s novel is to complete some of the
imperfections by orienting its interpretation more specifically in the perspective of its succession from
the ‘noseology’ of Sterne. At the same time Gogol’s concretization of Sterne’s ‘noseology’ will be
read within the system of the natural predilection of the Russian author to it, as witnessed in his woks
The Tale of How Ivan Ivanovich Quarrelled with Ivan Nikiforovich (The Squabble) (1833), Nevsky
Prospekt (1833-1834), and especially Diary of a Madman (1935).

Although these are common grounds in the research on Gogol’s The Nose, the relations between
this novella and Laurence Sterne’s novel continue to be reduced solely to a readily repeated, logically
built yet simplifying scheme. The principal arguments in it are the series of present internal and
external factors for the accomplishment of the influence. Among these the translation of Tristram
Shandy during the period 1804 to 1807 is pointed out; the great popularity of the English author in
Russia during the 19" century is also taken into account, as well as the available multiple imitations

of Sterne composed by Russian authors as additional evidence for his active creative reception. To

2 Bunorpazos, B. B. Harypamuctuueckuii rporeck. Cioxker u kommnosunus nosectu Lorons ,,Hoc”. Bwe: B. B.
Bunorpanos. Hzopannsie mpyost. [losmuka pycckoti aumepamypsi. Mocksa: UsnarensctBo ,,Hayka”, 1976, cc. 5-44).
[Vinogradov V. V. Naturalistic Grotesque. Plot and Composition of Gogol’s Tale The Nose. In: V. V. Vinogradov. Selected
Works. The Poetics of Russian Literature. Moscow: Nauka Publishers, 1976].
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these factors is also added the broadly unfolded ‘noseology’ in the Russian literature of the same period
and the kindred, appearing parallel to it, ‘Sternianism’, identified not only decades later by the Russian
formalists Shklovsky and Eichenbaum, but also in synchronicity with the literary phenomena that
represent it. 3

Other components of the so constructed research scheme are the recognition of specific internal
factors (which are, for instance, the current strong interest in noseplastics in Russia at that specific
historical moment or in anecdotes and phraseological expressions acting out the theme of the nose).
The direct influence of Sterne on the work of Gogol is likewise included, analysed likewise in
relationship with other personal literary preferences.* Specially focused on the kinship between Gogol
and Sterne is a more recent article by Neil Stewart,®> where The Nose is interpreted in comparison with
Slawkenbergius’s Tale from Tristram Shandy but the comparative analysis subordinate rather to the
contrastive juxtaposition, has been harnessed basically to narratological and more general ideological
purposes in such a way that the content correlations remain at the background.

The thesis this consecutive comparativist attempt on The Nose and Tristram Shandy shall try to
substantiate is that Gogol’s novella leads to the noseology of Sterne in a significantly deeper and
sophisticated way herewith not simply the theme itself is reproduced but the complete motif network
also, set out by the novel Tristram Shandy.® Thus the topic of the nose in Gogol shall be analysed in
its complex relation with a number of content elements, seemingly foreign and unrelated to it, such as,
for instance, finding the nose inside a bread roll, wrapping it in a rag, the specific role attributed to the
barber, the visit of the nose to the Kazan Cathedral 7 and the like, all these emblematic signs in the
alogical universe of Gogol, that also provide an opportunity of being identified as peculiar borrowings
from Sterne.

It is beyond any doubt that the principal model for The Nose is the famous inserted tale of
Slawkenbergius from Tristram Shandy. Sterne offers a model ‘noseological’ tale. In an outspoken

disparity with the title, this tale, as is well known, is in fact not about the Slawkenbergius in the title,

8 According to a piece of evidence not fully reliable, quoted by Vasilii Maslov, Pushkin himself named Gogol ‘The Russian
Sterne’ (Macio, Bukrop. UnTepec k CrepHy B pycckoii nurepatypsl X VIII-ro no Hawana XIX-ro Bexa. B: Hcmopuxo-
aumepamypHvlii coOopHuK, nocesujennviii B.1. Cpesnesckomy. Jlenunrpan: Axkagemus Hayk, 1924.[Maslov, Vasilii. The
Interest in Sterne in the Russian Literature from the 18" till the beginning of the 19" century. In: Historical-Literary
Collection Dedicated to V. I. Sreznevskii. Leningrad: Academy of Science, 1924:371, quoted by Stewart 2001: Stewart,
Neil. Notes on Noses. Laurence Sterne and Nikolai Gogol. Arcadia, Band 36, Heft 1, 5.144].

4 These are the principal directions as set out in the quoted study of V. Vinogradov.

5 Stewart, Neil. Notes on Noses. Laurence Sterne and Nikolai Gogol. Arcadia, 2001, Band 36, Hewft 1, p.143-155.

& The term motif network (moTuBHa Mpe:ka) has been borrowed from Radosvet Kolarovs’study Repetition and Creation:
the Poetics of Autotextuality. See: Konapos, Pagocser. ITosmopenue u comeopenue: noemuxka na a8momexkcmyaiHocmma.
Codus: Hapomua mpocsera, 2010 [Kolarov 2009: Kolarov, Radosvet. Repetition and Creation; the Poetics of
Autotextuality. Sofia: Narodna Prosveta, 2010].

" Inthe English translations, the Kazan Cathedral is rendered either as Gostiny Dvor or as the Grand Bazar as they obviously
use the censored edition.
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but about a certain Diego, a stranger with an incredibly large nose whose brief visit to Strasbourg
provoked a phenomenal excitement and confusion among the people in the city which in the final
analysis lead to its capture by the French. Sterne presented the tale as ‘a treatise by Hafen
Slawkenbergius’ and himself as ‘the translator’. Respectively, the text is rendered in parallel versions
in English and Latin, whereupon the size of the translation exceeds by far the size of the original (only
the opening of the original is included, complemented by separate details and free interpretations). The
canvas of the story is only alluded — Diego is travelling to his beloved Julia and only the plan of the
last, missing part of the tale, bespeaks of their meeting. The incomplete tale, named as the ninth “in all
my ten tales, in all my ten decades’ of the tales of Slawkenbergius, factually ends with a reference to
the ‘tenth of the tenth decade’ that should tell of the desired meeting of the hero with his beloved
woman. In conformity with the logics of the circumstances set forth so far, that chapter is ambiguously
titled The Intricacies of Diego and Julia. Regardless of the artistically tangled speculations of the
narrator concerning the appropriate interpretation of the obscurities related to the named intricacy, the
allusion is sufficiently transparent. Otherwise the principle plot thickens around the nature of the
gigantic nose which turns out to be the basic independently manifesting itself figure in the story. The
citizens of Strasbourg are divided in their opinion whether it is real or artificial, and for many the
ambition to touch it and thus resolve the dilemma becomes a matter of life and death.

It is easy to perceive that the story scheme of Gogol’s Nose is directly correlated to the story
told by Sterne. In addition to the leading moment with the personification of the nose, the parallel with
the oscillation concerning its nature and the oscillation in identifying it as live or dead, as natural or
artificial, which is present in both literary works, is imperative. Nevertheless, however, confining the
observations on the succession between The Nose and Tristram Shandy solely to the narrative of
Slawkenbergius’s Tale is inappropriate since the topic of the nose around which the inserted tale is
organized, is the leading topic in the whole novel of Sterne. Moreover its implementation is in a regime
of specially marked priority. While ‘justifying’ his imperative commitment to the topic of the nose,
Sterne bases his arguments on the arguments of his frantically philosophizing character, Walter
Shandy, Tristram’s father, one of whose maniac convictions is also that the shape and the size of the
nose, alongside with the name and the upbringing are the most important factors determining the
destiny of a particular person. Following the logic of his theory the misfortunes of his son Tristram
ensue mostly from the circumstance that during the delivery the doctor crushed the nose of the newly
born with his forceps, and subsequently the child received by mistake the most unfavourable possibly

for his development name.

185



Colloquia Comparativa Litterarum, 2017

Although in the course of the chapter of his novel specially dedicated to the noses Sterne
emphatically declares that under the word ‘nose’ he means just “a nose, and nothing more, or less”®
which has mislead even Vinogradov to adopt this assertion literally and seriously, which in turn has
given him good reasons to consider that Gogol has proceeded ‘contrariwise’ attributing dual meaning®
to the nose, practically in Tristram Shandy the nose is accompanied by graphic sexual connotations
and its traditional symbolic connection with the male reproductive organ is reconfirmed and is
contextually elaborated.

A convincing proof of the validity of this notional correlation is the specially marked role of
the noses in the history of the Shandy family. The narrator provides evidence to the fact that Tristram’s
great-grandfather was encumbered in convincing his future wife marry him because his nose was too
small. This nose, however, compared to ‘an ace of clubs’, turns out to be only the beginning of a
catastrophically unfavourable trend, since it was longer than the nose of Tristram’s grandfather, and
his nose, in its turn was longer than the nose of Tristram’s father. And as a logical final of this line of
degradation shaped in such a way, Tristram himself, the next representative of the clan turned out to
be completely deprived of a nose. A characteristic detail that supports the notional correlation
implicitly present in this tale is the portentous specification of the narrator on the occasion of the
misfortunate delivery of Tristram, namely, that the technique applied by the feckless doctor damaging
his nose, could have had, in case the forceps was applied to his head and not to his hip, fatal
consequences on ‘his ***’. Moreover the accident with Tristram’s nose turned out to be a dark omen
for a subsequent, even more fatal incident when the window sash fell against the boy and — as it seems
altogether — castrated him.

The undersized noses of the men in the Shandy family emblematize the sexual insufficiency of
the whole family. It is to this family deficit that the ‘cock and bull story’ refers, as it is manifested in
the final scene of the novel (in a very Sternean way not materialized as a story). Although it remains
formally untold, the story in question — according to the artful qualification of the narrator, ‘one of the
best of'its kind’ — in fact is present implicitly in the narrative through a series of allusions, that the men
in the family lack not only the ‘nose’, but also the ‘cock’ and the ‘bull’ rudiment. A mark of this
inadequacy are the sciatica and the rather advanced age of Walter Shandy due to which by the time his
son Tristram was born he could perform his marital duties only one time monthly. And because this

periodicity coincides with his regular duty — winding up the wall clock, Walter Shandy for facility’s

8 In its concrete articulation, this assertion looks as follows, “... by the word Nose, throughout all this long chapter on
noses, and in every other part of my work, where the word Nose occurs — | declare, by that word | mean a nose, and nothing
more, or less”. Sterne: Sterne, Laurence. The Life and Opinions of Tristram Shandy Gentleman. Wordsworth Classics,
1996.

° Vinogradov. V. Op. cit., 33.
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sake performs them as parallel activities. From here ensues the awkward situation in which the wife,
accustomed to the established order of things, asks her husband at the possibly most inappropriate
moment if he had not ‘forgot to wind up the clock’. The confusion of ‘animal spirits’ resulting from
this awkward situation is specified by the narrator as the principal reason for the erroneous conception
and also subsequently for the traumatic delivery of Tristram. A mark of that same insufficiency is also
the suspicious battle wound of Uncle Toby and its location and the consequences from it are described
in the novel with an imperative ambiguity. In this same order of symbols the shameful episode with
the Bull of service of the family which did not justify the entrusted expectations is lined up also. And
again in the same thematic line the puzzle with their pedigree mare is presented which to the general
disappointment and amazement — in a portentous parallel with the misfortunate delivery of no less a
person than Tristram — produced an ugly mule. All these episodes reconfirm the sexual and fertile
insufficiency of the Shandy household. Compared to these, Slawkenbergius’s Tale appears in a
compensatory contrast and the exorbitant nose of Diego respectively appears as a metaphor of a kind
of the triumphant vitality.

If the novella of Gogol is read in juxtaposition to this outlined, complete and rich in content
complex of Sterne’s novel, a series of moments in it, which on a contractual basis are perceived as
deliberately nonsensical, assume logical explanation, while others, which are mostly estimated as
peculiarities resulting from the interpretation of the author, turn out to be correlative to the output
model.

Thus, ambiguous sexual connotations, concomitant with the absent or later on retrieved nose of
Major Kovaloff and have become the occasion for the Freudian interpretation of the novella (carried
out in its most extreme doctrinal version by Ivan D. Yermakov)®, are presented in a direct dependence
with the interpretation of the nose by Sterne. It is through the English author that the succession of
Gogol’s novella from the ‘noseology’ of Rabelais is accomplished, kindred to the popular-festive
culture. Sterne himself draws his inspiration from a rich series of literary precedents. In the cited
chapters dedicated to the noses (III, 35-37) he enumerates some of the best known representatives of
the thematic line grafted by himself: Rabelais, Bruscambille, Andreas Scroderus, Prignitz, Erasmus of
Rotterdam. With all these authors the discussion on noses and their size masterly juggles with the
codes of the corporal symbolics, inherent to the popular-festive culture. The most significant among
the precedents is Gargantua and Pantagruel, where the nose is the central image, specifically

emphasized and correlated to the overall system of images of the material-corporal lower part.

10 See Yermakov, Ivan. ‘The Nose’. In: Robert A. Maguire, edit. Gogol from the Twentieth Century: Eleven Essays.
Princeton: Princeton UP, 1921(1974), p. 155-194.
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The fantastic and absurd nose in Gogol’s novella belongs to the same literary family. As model
implementation of the metaphor, Gogol’s story engineers the potential opportunity, manifested by each
hyperbole of the corporal bulges for a final separation from the body and for its independent life. At a
number of moments in the novella the interpretation of the nose follows closely the Rabelaisian model
in which the principal characteristics of the popular-festive culture are manifested. In this respect
particularly indicative is the episode with the visit of the Nose to the Kazan Cathedral. In the system
of the festive culture the nose denotes unequivocally the corporal lower part. Its induction into the
temple is equivalent to blasphemy and the reference can be identified with the paradigmatical formulas
from Gargantua and Pantagruel where the nose is introduced to all sorts of sacral texts. An argument
supporting such thesis is also the moment with which the specific episode is connected, as well the
whole story — one of the greatest Christian holidays, Annunciation, which is at the same time also time
for carnival par excellence, since it always occurs during the period of the Great Lent.!! The fixation
of the end of the story as 7 April also leads us to the ambivalence of the carnival language — a date
which in the Julian Calendar, used in Russia, is in fact equivalent to 25 March in the Gregorian
Calendar.'? Again, finding the nose in a loaf of bread in the language of the carnival can easily be
deciphered as outspoken travesty of the Eucharist.*®

The details that are subject to additional rationalization by correlating Gogol’s text to the novel
of Stern are several. Let us begin with the characteristic contrast on which the intrigue of the novella
is built — the inexplicable presence of the nose in the loaf of bread of the barber is in parallel with its
just as inexplicable absence from the face of Major Kovaloff. This compensatory symmetry is in fact
implanted in Sterne’s novel where, as it was mentioned before, the corporal excess triumphant on the
face of Diego is a functional substitute of the awkward shortage in the Shandy family. It is again to
Sterne that the persistent likening to a pancake of the smooth surface left on the face of Kovaloff after
the disappearance of his nose leads us. If this comparison had appeared only once, it could have been
ignored but it is repeated and this is a reliable signal it is not accidental. It is even less of an accident
that the same comparison is present also in Tristram Shandy, besides it appears right during the

11 The carnivalizing effect of the calendar can be observed also in Gogol’s Diary of a Madman, where the last episodes
located in Spain and structured in correspondence with the carnival logic are dated 30 and 34 February — non-existing dates
which are guaranteed to be related to the period of the Great Lent and respectively of the carnival.

12 This detail has been marked by Thomas Seifrid. See Seifrid, Thomas. Suspicion toward Narrative: The Nose and the
Problem of Autonomy in Gogol's ‘Nos’. The Russian Review, vol. 52, July1993, p. 382.

13 Aleksey Dunaev prompts such an interpretation. See: dymaes A. I'. T'ozons xax 0yxosuuiii nucamens (Onvim HO8020
npoumenus “‘l[lemepbypeckux nosecmeii”’). UckyccrBo3nanue, Nel, 1998, c. 391-427.

[Dunaev, A. ‘Gogol a s Spiritual Writer (An Attempt of Rereading St. Petersburg Tales)’. Isskustvoznanie, No. 1, 1998, p.
401].
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description of the smashed nose of the newly born Tristram.!* It is necessary to specify that while in
English ‘flat as a pancake’ is a phraseological expression, in Russian there is an actual choice of a term
for the comparison. The yet again steady reference to the heat boil on the nose of Kovaloff speaks also
for the connection with the precedent, reproducing a detail from Slawkenbergius’s Tale where exactly
a pimple on the nose of Diego is an argument in support of the thesis that the case in point is a real
nose.

Again, in a correlation with Sterne’s novel an explanation may be given for the ambiguous
connection between the vanished nose and the barber present in Gogol’s novella. It is appropriate to
remember here that in the work of the Russian author such connections are not isolated. As Vinogradov
appropriately reminds us, already in the short story The Night before Christmas [Christmas Eve] the
storm pinching the character’s nose is imagined as a barber who tyrannically is seizing his victim by
the nose.® In one of the most impressive examples of the private ‘noseology’ of Gogol, the episode
from Nevsky Prospect where Hoffman is about to cut off Schiller’s nose, the shoemaker Hoffman is
imagined rather as a barber. 1

At first sight in this point there is as if no connection to Tristram Shandy, since the barber seems
to be absent from Sterne’s ‘nose paradigm’, but in fact he is presented as Gogol’s substitute of the
man-midwife Dr. Slop. In the literary semantics that accompanies his figure, the barber represents a
holder of medical authorities which is confirmed in The Nose by the no fortuitous emphasis on the
inscription on Ivan Yakovlevich’s firm sign ‘Also, Blood Let Here’.

And again the characteristic rag mentioned several times as an element of the frustrated
handling of the found nose by the barber lvan Yakovlevich takes us back to Sterne’s novel (“I'll wrap
it in a rag, in some corner...”; “...wrapped the nose in a rag...”; “...to rid himself of the nose [in the
rag], and return quietly...” etc.). 1’ In Tristram Shandy after the misfortune with Tristram’s nose the
man-midwife tried to make a false bridge [prothesis] using a piece of cotton and a thin piece of

whalebone out of the maid’s stays (III, 28). What is more interesting and more important in this

14« . he has crushed his nose, Susannah said, as flat as a pancake to his face” (111, 27 — STERNE 1996:147) Cf. in Gogol,
“... asurface absolutely smooth, just like a freshly baked blini [pancakes]”; “...the wound could not have healed so soon
and be as smooth as a blin [pancake].” (Italics mine, C. P.).

15 Vinogradov, V. Op. cit., p. 21.

16 Here is the moment in question reminding us of a scene at the barber’s, “Schiller was drunk; he sat on a chair stamping
his foot and heatedly making some point. None of this would have seemed particularly strange to Pirogov, had it not been
for the extraordinary disposition of the figures. Schiller was seated, with his head held high, while Hoffmann had seized
this nose with two fingers and was wielding the blade of his shoemaker’s knife in close proximity to his skin.” (Italics
mine, C. P.).

7 The stability of the associative binding of the nose and the cotton rag is witnessed by the dedication, inscribed by Gogol
in the album of E. G. Chertkova, where in the context of a playful comparison of the relations between the writer and the
lady in question to the relations between their noses, there are contemplations to the effect that the nose, instead of standing
in the middle of the face, could have been carried around in a pocket wrapped in a handkerchief. See Yermakov 1921
(1974): 163-165.
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comparison, so far overlooked, is that the wrapping in a rag flawlessly arouses the association with
swaddling or delivery. This associative move deserves special attention, since in Gogol the nose is
actually in a content connection with the figure of the midwife even though this is indirect. A
characteristic example demonstrating the identification of the figures of the barber and the midwife is
a fragment from Diary of a Madman where they are imagined by the main character as demonic
collaborators. * Again, the implications contained in the obtrusive reproach of the badly smelling
hands of the barber in the novella The Nose are also along these lines. Identical is the meaning of the
stable parallels of the micro-plot of the removal (or the threat of removal) of the nose and the presence
of a dog as an infernal sign (for instance, in The Nose and in the Diary of a Madman, with the presence
of a paradigmatical black poodle in The Nose at that).

In this seemingly completely reproduced Sternean paradigm by Gogol where the nose is present
by default accompanied by the ideas of delivery, sexuality and carnivalization, or — on another level,
— with the images of cotton rags and pancakes, the absence of a significant content component is
disturbing — a component that in Tristram Shandy is presented in a logical and emphatic binding with
the nose. This component is the clock and its periodic winding up by Tristram’s father and in it the
narrator reveals the reason for the misfortunate drama with Tristram’s nose. In the novella The Nose
such a moment is absent. The careful inspection, however, indicates that the incompleteness of the
paradigm is only a seeming one, because the theme of the ‘irregular’ nose in Gogol, too, is
accompanied invariably by reference to some anomalies in the recording of the time. A detail which
has been given some attention but has been also interpreted basically in the light of the grotesquely
uncoordinated world of Gogol is the puzzling indication ‘from eight o’clock to three [in the morning]’
which the ‘noseless’ Kovaloff reads in the advertisement of old shoe soles. In the Diary of a Madman
Poprishchin consecutively imagines foreign superiority in the terms of possession and in this the clock
and the nose are presented in an absolutely equivalent role as signs of privileged position.!® There

again, his anachronic dates appear parallel to the obsession of the character with noses.?’ Although

18 See the entry on ‘86 Marchember’: “That is all ambition, and the reason is that there is under the tongue a little blister in
which there is a little worm of the size of a pin’s head. And this is constructed by a barber [...] | don’t remember his name
at the moment, but so much is certain that, in conjunction with a midwife, he wants to spread Mohammedanism all over
the world, and that in consequence of this a large number of people in France have already adopted the faith of Islam...”
19 “His chamberlain’s office will not procure him [...] Neither is his nose made of gold; it is just like mine or anyone else’s
nose. He does not eat and cough, but smells and sneezes with it.” Then, “Our chief clerk has gone mad. [...] A councillor!
What sort of important animal is that? He wears a gold chain with his watch, buys himself boots at thirty roubles a pair;
may the deuce take him!”

20 The entries on *30 February’ and >34 February’ contain respectively the famous moon panorama with the noses and the
confidential information about the wart under the nose of the Bey of Algiers [in the Russian original it is the Dey of Algiers].
Analogical is the case with the entry of ‘January in the same year, following after February’ where the allusion of some
hyperbolic, anomalous nose is present, ‘All the world knows that France sneezes when England takes a pinch of snuff.’
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more discretely than in Sterne, in Gogol also the disobedient nose and the disobedient clocks are
presented with an identical generating meaning function.

The observations conducted so far demonstrate that the interpretation of the theme of the nose
in Gogol is in a deep and natural connection with Sterne’s novel Tristram Shandy. This connection
consists in the re-upgrading of a complete motif network, as set by the source and reproduced by
specific ways both in the novella discussed, and in other work of Gogol, and in the process odd,
seemingly devoid of meaning associative groupings become stabilized. A particularly curious moment
in the specific mechanism demonstrated in the creative memory of the writer is that the sheaf of
interconnected images and notions radiated by Sterne’s novel is reiterated through varying
combinations of elements. Each of these single concretizations is incomplete in terms of the paradigm,
however, even though they are incomprehensive and only partially concurring, dispersed in various
texts of Gogol at that, remaining as infallibly recognizable participants in a common constellation.
There are images present in it that have been deliberately ignored in favour of focusing on the novella
The Nose.

Such is for instance the case with the moon, which in Tristram Shandy is an important
component of the universe of ‘hobby-horses’, populated by noses, cotton rags, unreliable clocks and
ill-natured incompetent man-midwives. Actually, the whole novel has been dedicated to the moon, that
beloved muse of Sterne.?! The interconnectedness between the noses and the moon will be manifested
in a much more intensive form in Gogol in the famous fragment from Diary of a Madman (30
February):

“But I feel much annoyed by an event which is about to take place tomorrow; at seven o’clock the earth
is going to sit on the moon. This is foretold by the famous English chemist, Wellington. To tell the truth,
| often felt uneasy when | thought of the excessive brittleness and fragility of the moon. The moon is
generally repaired in Hamburg, and very imperfectly. [l am surprised England pays no attention to that.]
It is done by a lame cooper, an obvious blockhead who has no idea how to do it. He took waxed thread
and olive-oil — hence that pungent smell over all the earth which compels people to hold their noses.
And this makes the moon so fragile that no men can live on it, but only noses. Therefore we cannot see
our noses, because they are on the moon. When | now pictured to myself how the earth, that massive
body, would crush our noses to dust, if it sat on the moon, I became so uneasy...” %

21 «Be pleased, my good Lord, to order the sum to be paid into the hands of Mr. Dodsley, for the benefit of the author; and
in the next edition care shall be taken that this chapter be expunged, and your Lordship's titles, distinctions, arms, and good
actions, be placed at the front of the preceding chapter: All which, from the words, De gustibus non est disputandum, and
whatever else in this book relates to Hobby-Horses, but no more, shall stand dedicated to your Lordship. — The rest |
dedicate to the Moon, who, by the bye, of all the Patrons or Matrons | can think of, has most power to set my book a-
going, and make the world run mad after it.” (Tristram Shandy, 1, IX).

22 Actually, in this case Gogol is directly indebted to Cyrano de Bergerac via Senkovsky (See. Dunaev. Op. cit., 398-400).
But Bergerac belongs to the same “noseological tradition” that brings together authors such as Rabelais, Sterne, Carlo
Goldoni with his Pinoccio, et al.

191



Colloquia Comparativa Litterarum, 2017

The observations conducted here demonstrate sufficiently convincingly that the succession
between Tristram Shandy and the work of Gogol is significantly more fundamental than what has been
accepted currently. The opportunity of establishing this succession is premised by recruiting also other
works of Gogol in the comparative procedures, in addition to the traditionally used as illustration
novella The Nose, but also — and this is even more important — by researching the intertextual binding
of not simply independent images, but the complete motif network which, once adopted, turns into a

leafing generating model for the creative memory of Gogol.
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Nikita NANKOV !

Sartre’s Theory of Temporality in Being and Nothingness
in Anglo-American Academic Discourse

Abstract

The study “Sartre’s Theory of Temporality in Being and Nothingness in Anglo-American Academic
Discourse” presents in some detail Sartre’s ideas of time in his magnum opus Being and Nothingness (L 'Etre et
le néant, 1943). The topic is dictated by the fact that these ideas have not been fully discussed by original
philosophical literature in Anglo-American academia (English translations from French are not considered).
The essay details three topics. The first, introductory part outlines the way Sartre’s theory of temporality in
Being and Nothingness has or, rather, has not been fully analyzed in the specialized and popular philosophical
literature in English. The overview covers some 65 titles on Sartre, existentialism, and phenomenology. The
second section delineates Sartre’s theory of temporality in Being and Nothingness. The final part speaks of
Sartre’s ideas of time in his literary criticism, namely, in his essay “On The Sound and the Fury: Time in the
Work of Faulkner.”

Key words: Jean-Paul Sartre; time; Being and Nothingness; L Etre et le néant; existentialism; phenomenology;
Sartre in Anglo-American academia; critical theory

Teopusita Ha Captp 3a BpemeTo B bumue u nuuo
B AHIJI0-aMePHKAHCKATA aKaJeMUYHA JIUTepaTypa

Pe3iome

Crynusta ,,Teopusara ma CapTp 3a BpeMeTO B humie u Huwo B aHTJIO-aMEPHUKAHCKAaTa aKaJeMUIHA
JuTepaTypa’ mpeacTass moapoOHo uaeute Ha CapTp 3a TEMIOPAIHOCTTA B HETOBUS magnum opus bumue u
nuwo (L ‘Etre et le néant, 1943). Temara Ha n3cieIBaHETO € MPOUKTYBaHa OT (aKTa, 4e TE3U HJIeH He ca Onin
JETAIHO OOCHKIIAaHU B OpUTrMHAiIHATa (puiaocodcka JUTepaTypa Cpell aHIIO-aMEpUKAHCKaTa aKaJeMHYHA
OOITHOCT (CTyIusATa HE ce 3aHMMaBa ¢ (PEHCKH ITyOJIUKAI|K, TPSBEICHN Ha aHIIMHCKHU e3UK). M3cnenBaneTo
C€ ChCTOHU OT TpHU YacTH. [IbpBHUAT 51T € YBOJIEH M OUepTaBa HAYHMHA, 110 KOWTO TeopusiTa Ha CapTp 3a BpeMeTo
¢ Omia Wiy, Mo-TOYHO, He € OMIla aHAIM3MpaHa MIBJIHO B CIIENUANIM3UpaHaTa U Mo-TommyspHara ¢uinocodceka
JuTepaTypa Ha aHTJIMHCKHU e3uK. To3u 0030p npeacrass okosio 60 3ariasus BbpXy Caprtp, eK3UCTCHIIMATM3MA
u ¢eHomeHonorusTa. Bropara wact npencrass Teopusta Ha Captp 3a BpemeTo B bumue u Huwo. [locnenaust
JISUT ce 3aHuMaBa ¢ ujeu Ha CapTp 3a BpeMeTo, OTpa3eHH B HEroBaTa JINTEPATypHAa KPUTHKA W TO-TOYHO B
cTatusara My ,,3a Bpsea u 6e3ymcmeo: BpEMETO B TBOPUECTBOTO Ha DOKHBP™.

KmouoBu aymm: XKan-TTon Captp, Bpeme, bumue u nuwo, L’Etre et le néant, ex3MCTEHIMATH3BM,
(henomenomnorus, CapTp B aHTJIO-aMepHUKAHCKaTa aKaJieMHYHA TUTEPATypa, KyJITypHA TEOpHS

1 Nikita NANKOV works in the areas of literature, critical theory, philosophy, and visual arts. His books and articles
have been published in the USA, the UK, Canada, Italy, Russia, the Netherlands, Croatia, and Bulgaria. He has also
authored several books of prose fiction and poetry. Personal site: https://nikitanankov.wordpress.com/
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Phenomenology is hardly one of the leading
philosophical movements in the United States,
any more than it is in Britain.

Herbert Spiegelberg

Sartre and His English-Speaking Commentators

Some students of Sartre hold, and with good reason, that in English-speaking countries, due to
the delay in the translation of Sartre’s works, “the judgments of his thought or actions have often been
outdated or irrelevant” (Thompson and Thompson xii). Others are of the opposite opinion: “The hectic
reaction [to Sartre’s philosophical works] is a matter of the past. Hectic as it was, this reaction was
prompted only to a small degree by the theoretical writings. [. . .] Thus, as an object for philosophical
examination, Sartre seems by no means exhausted” (Hartmann xiii). In my overview of how Sartre’s
theory of time in Being and Nothingness (L Etre et le néant, 1943; hereafter referred to as BN or only
the page) has been presented in Anglo-American academic discourse | side with the latter group of
Sartre scholars, though these words were written some more than fifty years ago. Serious philosophical
thinking--in Sartre’s day and today--is at the same time re-thinking.! The theory of phenomenological
temporality, as Paul Ricoeur reminds us, has a long history? and his work Time and Narrative is a
brilliant example of how thinking of time is at the same time re-thinking of time (cf. Nankov).

The central topic of this paper is the theory of temporality in Sartre’s chief phenomenological
work BN. I do not deal with the structural place and meaning of Sartre’s theory of time in the plan of
BN as a whole,? but concentrate on the theory itself. Still, generally speaking, the theory of temporality
is part of the theory of the for-itself. “The For-itself rising into being as the nihilation of the In-itself
constitutes itself simultaneously in all the possible dimensions of nihilation” (136). Temporality is one
such form or dimension--along with reflection, transcendence, being-in-the-world, and being-for-
others--or, as Sartre puts it, “the For-itself can not be except in temporal form” (136).

The English-speaking commentators of Sartre (I do not deal with writings on this thinker
translated from French), if they deal with his temporal theory at all, expose it in a way that, for different
reasons, often seems to go astray from what Sartre himself writes. My purpose, therefore, is to delineate
the theory as clearly as possible (though the combination of clarity and BN often seems to be a
contradiction in terms) and, as a part of this project, also to give an idea how some of Sartre scholars
have written about this theory.* I try to follow Sartre’s logic and let him speak by means of what I
think are revealing passages from his work, rather than to provide paraphrases of his ideas without
respecting what he himself writes. Such a procedure is encouraged by BN itself, which, as a

phenomenological work, tends to describe, rather than to define its object of study. By letting Sartre
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speak for himself, | keep up with the principle of description and evade, as far as possible, the principle
of (re)definition.

As a rule, the theme of temporality is not touched upon in the popular writings on Sartre’s
philosophy in English even in the cases when they deal with BN. The topic of temporality is not to be
found, for instance, in Norman N. Greene’s book Jean-Paul Sartre: The Existentialist Ethic and
Maurice William Cranston’s works Jean-Paul Sartre and The Quintessence of Sartrism. It, as well,
does not seem to attract the attention of many of the serious English-speaking students of Sartre in
their expository works on BN and Sartre’s philosophy in general.®> The reason for the skipping of
Sartre’s theory of temporality, or presenting it inadequately, is hardly the delay of Sartre’s translations
into English. For, in the case that one believes this, it should be asked what the reason for the delay
itself is. A more plausible explanation of this neglect could be the fact that in the English-speaking
countries, due to the influence of analytic philosophy whose major contributions have been
epistemological and methodological, rather than ontological or transcendental, certain trends in
German philosophy--systematic thinking and phenomenology among them--are (still) poorly known,
underestimated, and one-sidedly criticized.® And, as it is well known, in BN Sartre is a systematic
philosopher’ in the French-German tradition who critically draws on Descartes, Husserl, Heidegger,
and Hegel 8

Before approaching the topic of time it will not be inappropriate to make some preliminary
remarks concerning the readability of BN in general. These remarks, to a certain extent, explain the
character of my presentation of Sartre’s ideas of temporality. On the other hand, these notes shed light
on how the English-speaking students of Sartre interpret him. At this point | make an early conclusion
that the rest of this essay will support: this, that makes Sartre’s philosophy difficult, is that, that makes
his philosophy.

1. BN addresses a narrow philosophical community acquainted with the issues discussed. This,
as it has been pointed out time and again, makes the work difficult to understand even by philosophers
who are not thoroughly familiar with phenomenology (Spiegelberg, 2nd ed. 2: 447-48; and Catalano
xi). This is particularly true for the Introduction, Part One, and Part Two of BN.® Part Three and Part
Four of the book are more accessible and this is the main reason why they are the most widely read
and commented on parts of the work.'°After the initial wave of expository writings on Sartre,
approximately from the mid1970s onward, things are changing. More recent scholarship in English
demonstrates far greater interest in Sartre’s ethics,'* moral psychology (see Jopling), the relation of
the self with the other(s) (see Schroeder; Busch, The Power of Consciousness; and Charmé), and his

sociology (see Hayim; Craib; and Stack). This shift also means that more interpretative attention is
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being allotted to the Third and Fourth Part of BN. These newer trends in Sartrean scholarship, on the
other hand, mitigate BN with Sartre’s later works and his less well known works in general.

2. Sartre, in BN (and not solely there), emulates the difficult idiom of the German metaphysical
philosophers. Simone de Beauvoir writes of Sartre as a boy: “He was particularly happy when he could
not understand what he was writing” (quoted in Spiegelberg, 2nd ed. 2: 447 n. 1). The boyish happiness
seems to persist in Sartre’s mature years as well, and this often throws his Anglo-American
commentators into fear and trembling.*

3. In BN, Sartre changes his terminology from part to part. In Part One, for instance, for
ontologically motivated reasons, the concept of Nothingness takes the place of the more familiar
phenomenological concept of consciousness from the Introduction.®3

4. Sometimes Sartre promises to develop in detail some of his ideas which he initially only
sketches, but does not keep his word. Perhaps the most well known example is the promise from the
Conclusion for a separate work on ethics that will investigate the ethical implications of BN.1* This
work, as we know, never appeared.

5. Certain passages of BN are inconsistent, unclear, ambiguous, carelessly written, and thus
difficult to understand.®®

6. Sartre is a remarkable stylist and often tends to sacrifice philosophical meaning to rhetorical
brilliance--his paradoxical aphorisms are a good example of this.*® In this sense, Sartre’s philosophical
style as a language construct could be a separate topic for study.'” Some commentators neutralize
Sartre’s verbosity by simply reducing and (over)simplifying his philosophical discourse.®® It is
worthwhile asking the question, however, whether such a reduction is true to Sartre’s--and Husserl’s-
-basic idea that phenomenology is not deduction but description, and as such presupposes wide use of
concrete examples.t®

7. In contrast to what has been stated in 6, it could be asked how Sartre’s numerous concrete
examples (phenomenological descriptions) could be a supportive part in a highly abstract ontological
system, or, to put it differently, whether there is an intermediary between the concrete particularity of
the examples and illustrations and the abstract universality of philosophical thinking.?

8. In BN, Sartre constantly returns to ideas and topics that he has already discussed, but in a
different context and with different meaning.?*

9. Sartre often uses similar terms with different meanings or, conversely, equates the meanings
of different terms. This fluctuation and ambiguity make following him sometimes embarrassing.??

Another terminological problem is that Sartre, as is common in philosophy, borrows terms from other

196



Colloquia Comparativa Litterarum, 2017

philosophers, but redefines their meaning.?® He also presents well-known ideas in the guise of new
terminology (Hartmann 58-59, 58 n. 67; Naess 281; and Jones 439).

10. Part of the problems of understanding Sartre comes from the difficulties and inevitable
differences in translating him. Each translation (which, in reality, exteriorizes the translator’s
understanding of the work) potentially leads the interpretation in a different direction.?*

11. Last but not least, the quest for philosophical precision sometimes violates language, and
culminates in coinages such as the famous terms néantir, néantisation, and négatité (Naess 300;
Barnes, Sartre 52; and Fry 51 n. 38); or in turning of the verb exister into a transitive verb in the phrase
existe son corps (Part Three, Chapter 2) (Catalano 174; and Fry 11 n. 27); or in the use of the term
[’étre-en-soi whose precision results from its use in a philosophical tradition (Hegel’s Logic), but
which is logically contradictory;? or in auxiliary signs for allegedly more precise meaning, as in the
case of conscience de soi (reflective consciousness) and conscience (de) soi (pre-reflective

consciousness) (Barnes, Sartre 57; Catalano 32-33).

Sartre’s Theory of Temporality in Being and Nothingness

Sartre’s theory of temporality is developed in Part Two, Chapter Two of BN. Sartre speaks of
time in other parts of BN as well (see 204-16, 496-504). His analysis is divided into three parts. The
first part is devoted to “pre-ontological, phenomenological description” (107) of the three dimensions
of time (107-29); the second part deals with the ontological description of static and dynamic
temporality (130-49); and the third part is devoted to reflection as it relates to original temporality and
psychic temporality (150-70).

1. Phenomenology of the three temporal dimensions. For Sartre, temporality is not a

2 e

collection of “‘givens,’” a series of “‘nows,’” but “an organized structure,” “the structured moments
of an original synthesis” (107), a “totality” (110) which is built up of the three temporal dimensions--
the past, the present, and the future. Time as totality is a basic idea that guides Sartre’s whole
investigation of temporality.

1. 1. The Past. The analysis of the past opens with criticism of two groups of theories that
Sartre repudiates because they cut off the bridges between the past and the present (109-10) and thus,
as one could infer, make the unity of time impossible. According to the first (Descartes), the past has
no being, it “is no longer,” “everything is present” (108). According to the second (Bergson, Husserl),
the past is thought of “as losing its efficacy without losing its being” (109). The error of these two
groups of theories, concludes Sartre, is that they consider the consciousness as the in-itself, i.e., “as

being what it is” (110).
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The “ontological relation which unites the past to the present” is the notion of ““myness,’” that
is to say the idea “that ‘my’ past is first of all mine” (110). The reconnection between the past and the
present is possible if we think that my past of yesterday exists “as a transcendence behind my present
of today” (111). Sartre illustrates his approach with an example of Paul who is now forty and who was
a student at the Polytechnique:?® “the past itself is in the sense that at present it is the past of Paul or
of his Erlebnis. [. . .] The past is characterized as the past of something or of somebody; one has a past.
[. . .] There is not first a universal past which would later be particularized in concrete pasts. On the
contrary, it is particular pasts which we discover first. The true problem [. . .] will be to find out by
what process these individual pasts can be united so as to form the past” (111-12). In the case of a dead
person, it is the survivor in his freedom who is responsible for the past. The dead do not have past;
they “along with their pasts are annihilated” (112). On his way to internal relation between the past
and the present, Sartre first rejects the external relation between them: “the past can not be possessed
by a present being which remains strictly external to it” (112). This external relation is expressed by
“‘to have’ a past” (112), and implies a mode of possession where the possessor is passive (113). This
relation is reached “if we study the relations of the past to the present in terms of the past” (113).

The internal relation of the past and the present, on the other hand, is expressed by “‘to be’ its
own past” (114). “There is a past only for a present which cannot exist without being its past--back
there, behind itself; that is, only those beings have a past which are such that in their being, their past
being is in question, those beings who have to be their past” (114). Sartre, therefore, a priori rejects
granting a past to the in-itself (114). If, thinks Sartre, we could prove that living matter is something
other than a physical-chemical matter, we could grant a past to life (BN 114). He, however, does not
deal with the proof and immediately confers a past to human reality. The past could be only human:
“For Human Reality alone the existence of a past is manifest because it has been established that human
reality has to be what it is. It is through the for-itself that the past arrives in the world because its ‘I
am’ is in the form of an | am me” (114). After Sartre has explained in what sense human reality, the
for-itself, is its past, he, to the end of the section devoted to the past, analyzes in what sense the for-
itself was its past (114-20). In my opinion, the paradox that the for-itself at the same time is and was
its past is explained by means of the nonidentity of the for-itself with itself.

According to Sartre, the present is the past. “The present being therefore is the foundation of
its own past; and it is the present’s character as a foundation which the ‘was’ manifests. [. . .] ‘Was’
means that the present being has to be in its being the foundation of its past while being itself its past”
(114). Sartre outlines the ontology of the past by analysis of “was.” “Was” mediates between the

present and the past without being either wholly present, or wholly past. “The term ‘was’ indicates the
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ontological leap from the present into the past and represents an original synthesis of these two
temporal modes” (114).

Before explaining what this synthesis is, Sartre explains what it is not. (From Sartre’s text,
however, it is not easy to distinguish between what the synthesis is and what it is not. My presentation
of this point, therefore, follows the logic of the text and not its linear arrangement.) First, it is not death
because at the moment of death our present slips entirely into our past and we, the for-itself, are turned
into an in-itself, i.e., death is the moment when we become identical with ourselves and are no more
responsible for our past (115). “By death the for-itself is changed forever into an in-itself in that it has
slipped entirely into the past. Thus the past is the ever growing totality of the in-itself which we are”
(115). Second, the synthesis is not the past as that which is opposite to my possibles, because the past
has consumed its possibilities. | assume the responsibility of this past, | can change its meaning in
accordance with my future project (cf. 496-504), but I cannot add or remove anything from its content.
The past without possibilities is identical with itself; it is being in-itself (116). Third, the synthesis,
.., the fact that | am not my own past, is not in the mode of becoming that is understood as change of
my being. Becoming is an external bond between being and non-being, whereas Sartre is interested in
an internal bond between them: “The bond between being and non-being can be only internal. It is
within being qua being that non-being must arise, and within non-being that being must spring up [. .
17 (117).

The synthesis, finally, means that “it is because I am my past that it enters into the world”
(115). On the other hand, I am not my past. “I am not it because | was it” (116).

Now Sartre asks the question in what specific way the for-itself “was” its own past. Since the
past is “in-itself,” “substance” (119), it relates to the for-itself as facticity. “This contingency of the
for-itself, this weight surpassed and preserved in the very surpassing--this is Facticity. But it is also
the past. ‘Facticity’ and ‘Past’ are two words to indicate one and the same thing” (118). On the other
hand, “the past, which is at the same time for-itself and in-itself” (119), that is, the past as synthesis,
resembles value but is not value; rather it is “value reversed” (120). In value “the for-itself becomes
itself by surpassing and by founding its being” (119). Conversely, the past is from the start in-itself
(119-20). (Sartre’s logic here is ambiguous: the past as a synthesis of the for-itself and the in-itself is
only in-itself, i.e., not a synthesis.)

1. 2. The Present. While the past is in-itself, the present is for-itself (120). The paradox of the
present is that, on the one hand, it has being, it is--contrary to the past and the future which are no more
and not yet. On the other hand, however, the present, severed from the past and the future, is not.
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In his search for the being of the present, Sartre first points out that the fundamental meaning
of the present is presence. “Present is opposed to absent as well to past. Thus the meaning of present
IS presence to ---” (121). Now Sartre asks two related questions: 1) who or what present is, and 2) to
what the present is presence. His answer to the first question is: the for-itself. His answer to the second
question is: to the in-itself. Sartre writes: “the For-itself is presence to all of being-in-itself” (121). The
present, therefore, like the past, can only be human; the for-itself brings the present into the world.
“But the For-itself is the being by which the present enters into the world; the beings of the world are
co-present, in fact, just in so far as one and the same for-itself is at the same time present to all of
them” (122). The present of the in-itself is, in reality, its co-presence with the for-itself as the for-itself
is present to the in-itself (122). The relation of presence to --- is an internal one. It also is “an
ontological relation of synthesis” (121), which means that the for-itself being present to --- is not being
this to which it is being present to. Presence is also an ontological structure of the for-itself: “The For-
itself is defined as presence to being” (121). What is presence, asks Sartre. It is not the external co-
existence of two existents (beings-for-itself) because this would presuppose the existence of a third
term (God) that has to establish the co-existence. But to establish means that this co-existence, or
presence, already is, i.e., the presence would be in the mode of an in-itself which, as we have seen, is
impossible. Sartre tackles this vicious circularity by pointing out that the for-itself is its own witness
of its co-existence with the in-itself. This co-existence, or presence, is intentional and internal relation
without being identification. The internal bond is negative; if it were not negative, the for-itself would
have identified with itself, which is, in principle, not possible. “Thus the For-itself’s Presence to being
implies that the For-itself is a witness of itself in the presence of being as not being that being; presence
to being is the presence of the For-itself in so far as the For-itself is not” (122). Sartre concludes: “the
Present is not” (122), and this is its fundamental meaning (123). The meaning of the non-being of the
present and the for-itself is explained by the ontological relation of the for-itself to being, which is “not
being” but “consciousness of --- as the internal negation of ---. The structure at the basis of
intentionality and of selfness is the negation, which is the internal relation of the For-itself to the thing.
[. . .] The present is precisely this negation of being, this escape from being inasmuch as being is there
as that from which one escapes” (123). Therefore, the present is not an instant, for the instant is the
moment when the present is, while we already know that the present is not. The present is the for-
itself’s non-being will be present. If the for-itself is outside of itself, it is before and behind. “Behind,
it was its past; and before, it will be its future. [. . .] At present it [the for-itself] is not what it is (past)
and it is what it is not (future)” (123). Sartre’s reader could infer that this formula expresses the unity

or the totality of temporality.
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1. 3. The Future. The in-itself cannot be future or contain a part of it. Like the past and the
present, it is only by human reality, by the for-itself, that the future enters the world (124). “The future
is what | have to be in so far as I can not be it” (125).

But what is the being of the future? Again Sartre starts with negative definitions; that is to say
he rejects what the future is not. His general reason for the negations seems to be that, if we accept
them, the future would turn into an isolated identity, and there would be no unity or totality of the
temporal dimensions. First, the future does not exist as representation in the imagination as the
psychologists suggest (124-25). Second, the future is not a “now” which is not yet.

In positive terms Sartre defines the future in the following way. The for-itself flies from itself,
from its present. The for-itself, in not being identical with itself, flies or escapes toward its lack. “The
possible is that which the For-itself lacks in order to be itself [. . .]” (125). “The Future is the
determining being which the For-itself has to be beyond being. There is a Future because the For-itself
has to be its being instead of simply being it” (126). Or: “everything which the For-itself is beyond
being is the Future” (126).

Sartre uses the word “future” with both a capital and small letter. Perhaps this can be interpreted
as his desire to distinguish between the general principles?’ of this temporal dimension and the
particular future that he, as a phenomenologist, is interested in. Sartre, en passant, mentions that
“through the Future a particular future arrives in the World” (127). If my reading of the relation
between the general and the particular future is right, it will explain why Sartre holds that “the Future
is not solely the presence of the For-itself to a being situated beyond being” (127), but is also connected
with “myself” and with “T” (127-28), which seem to be the particular forms of the For-itself. Sartre’s
illustration of himself playing tennis points in the same direction (125, 128).2

The final question that Sartre answers concerns the being of the future. This being is defined
by the possibilities of the for-itself, of my possibilities, the free choice of which confers meaning to
the for-itself’s (or my) being. Writes Sartre: “the Future constitutes the meaning of my present For-
itself, as the project of its possibility” (128). Since the for-itself is its future only problematically, for
it is separated from it by a nothingness which it is, the for-itself lives in anguish because | am not that
future that I have to be, and which gives meaning to my present (129). The future, concludes Sartre, is
not a homogeneous succession of moments to come, for my possibilities are always hierarchized.

To sum up: in this section Sartre seems to hold three intertwined points. First, the three temporal
dimensions form a synthesis. Second, this synthesis, or totality, is achieved by means of an internal
bond. Third, this bond is human. So, as a whole, the for-itself, by not being identical with itself,

provides an internal relation between the past, the present, and the future and keeps them in unity. The
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terms designating the for-itself, which is not identical with itself and affects temporality, are flight
(123, 125) and temporal ekstases (130).

2. The Ontology of Temporality. On the basis of temporality as a total structure, Sartre
investigates secondary ekstatic structures from two points of view. These points are defined by the
assumption of temporality as a succession whose ordering principle is the relation before-after. Sartre
calls static temporality the succession of before and after viewed as independent of change. If we focus
on the change, we have dynamic temporality. Drawing on Kant, Sartre terms the static and the dynamic
temporality order of time and course of time (130).

2. 1. Static Temporality. The order “before-after” is irreversible, that is to say, its terms can
be considered “only one at a time and only in one direction” (130). Because of that, this order is
separation, time is separation, “Time separates me from myself[...]” (131).

However, temporality is not only and primarily separation. Time is also “a division which
reunites” (131). The problem now is that this unifying relation based on the order before-after is
external. As usual, Sartre reflects on several theoretical possibilities that he rejects before giving his
positive solution to the problem of temporality as a unifying relation. First, he criticizes the Association
School for adopting this kind of unity that presupposes that the successive instants are beings in-itself.
But, Sartre concludes, beings in-itself do not relate to one another (131-32). Second,? the relation
before-after can exist only for a witness who establishes it. But, as Descartes and Kant have shown,
this witness, in his temporal ubiquity, is, in reality, atemporal.>® Such thinking, made in opposition to
time, cannot lead to the temporal (132-34).3! Third, Sartre analyzes the positions of Leibniz and
Bergson who have reacted against Descartes and Kant, respectively. Leibniz and Bergson see in
temporality “only a pure relation of immanence and cohesion” (134). In the case of both Leibniz and
Bergson, holds Sartre, immanence and cohesion lead to the identical, not to the for-itself (134-35).

Now Sartre is ready to offer his positive solution to the problem of time as both separation (or
multiplicity) and unification: “temporality is a dissolving force but it is at the center of a unifying act,”
it is “a quasi-multiplicity, a foreshadowing of dissociation in the heart of unity” (136). No one of these
two aspects of temporality has priority over the other: “it is necessary to conceive of temporality as a
unity which multiplies itself; that is, temporality can be only a relation of being at the heart of this
same being” (136). This provides the internal bond between before and after (136). Sartre describes
the internal relation in this way: “if A is to be prior to B, it must be, in its very being, in B as A’s future.
Conversely, B, if it is to be posterior to A must linger behind itself in A, which will confer on B its
sense of posteriority” (132). Sartre stresses again his major point, namely, that temporality is human;

it comes into the world through the for-itself: “Temporality must have the structure of selfness. [. . .]
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Temporality exists only as the intra-structure of a being which has to be its own being; that is, as the
intra-structure of a For-itself. [. . .] But Temporality is the being of the For-itself in so far as the For-
itself has to be its being ekstatically. Temporality is not, but the For-itself temporalizes itself by
existing” (136). The relation before-after expresses that in its being the for-itself is not identical with
itself (136). Sartre invents the term “diasporatic” in order to express “the profound cohesion and
dispersion” of the for-itself (136) and, one could infer, of its temporality.

The multiple dimensions or quasi-multiples of the for-itself are various relations to its being.
The in-itself, on the other hand, has only one dimension, for it is its being. The notion of ekstasis
expresses the non-identity of the for-itself with itself: “the ekstasis is distance from self” (137). The
for-itself, the consciousness, as non-identical with its being, has three ekstases: “(1) to not-be what it
is, (2) to be what it is not, (3) to be what it is not and to not-be what it is” (137). All these dimensions
exist in unity: “The For-itself is a being which must simultaneously exist in all its dimensions” (137).
Sartre considers these three dimensions one by one.

The first ekstasis expresses the for-itself’s relation to its past. “It is precisely this surpassed
facticity which we call the Past” (138). Since the for-itself qua for-itself comes into the world with its
past, Sartre is able to pose the question of birth (138-40). He does not ask the metaphysical questions
of birth (for instance, how the for-itself is born from a particular embryo, i.e., from the in-itself) that,
as he thinks, are perhaps insoluble. The ontological problem of birth is the relation of the in-itself, the
for-itself, and the past. To this question Sartre provides the following answers: “Birth as an ekstatic
relation of being to the In-itself which it is not and as the a priori constitution of pastness is a law of
being for the For-itself. To be For-itself is to be born” (139). Also: “Birth is the upsurge of the absolute
relation of Pastness as the ekstatic being of the For-itself in the In-itself. Through birth a Past appears
in the world” (140). Finally, the past is outside the unity “reflection-reflecting” of the Erlebnis, that is
to say, the past is not an object of study; it is the being of consciousness (140-41).

The second ekstasis or the second dimension of nihilation explains the bond of the for-itself
with its future.

The third ekstasis is the for-itself’s present. The present provides “the total synthetic form of
Temporality” (142) and therefore, for Sartre, it is the most important of the three ekstases, though as a
unity they are ontologically equal: “As Present, Past, Future--all at the same time--the For-itself
dispersing its being in three dimensions is temporal due to the very fact that it nihilates itself. No one
of these dimensions has any ontological priority over the other; none of them can exist without the
other two. Yet in spite of all this, it is best to put the accent on the present ekstasis and not on the future
ekstasis as Heidegger does [. . .]” (142).%
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2. 2. The Dynamic of Temporality. This section deals with the relation before-after as change
or passage.®® Change or duration presupposes the answer to two questions. First, why does the for-
itself become its past? Second, why does a new for-itself arise to become the present of this past (142)?
Sartre, once again, starts with rejecting the theories that, according to him, cannot answer these
questions satisfactorily. All of them (here Sartre argues with Leibniz and Kant who theorize on the
relation of permanence with change) share a common mistake: they assume that the human being is
an in-itself and see the unity of permanence and change as external unity, and not, as Sartre suggests,
an internal unity of being (142-43).

The positive thesis of Sartre is difficult to follow mainly because here his aphoristic style too
often takes the upper hand over the meaning.®* The general argument seems to run as follows:

After a closer look, the two questions about the for-itself’s duration formulated at the beginning
of the section, turn to reflect one phenomenon: “the upsurge of a new Present which is making-past
the Present which it was, and the Making-Past of a Present involving the appearance of a For-itself for
which this Present is going to become Past” (144). This, if we paraphrase it, would perhaps mean that
the for-itself incessantly renounces its present into a past, for it is never absolutely present to itself.

The past of the for-itself is having been the past of the present of this very for-itself. The past
and the pluperfect express that each remote past is connected as the past of a former present (144-45).

The future is also affected by the pastness of the original upsurge of consciousness. The two
forms of the future--the immediate future and the far future--are differently related to the new present.
In the first case, this of the immediate future, “the Present is given as being this Future in relation to
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the Past: “What I was waiting for--here it is’” (145). The immediate future, on the one hand, is the
present of its past in the mode of the former future of this past. On the other hand, it is for-itself as the
future of this past, that is, as future it is not what the future promised to be. Sartre sees here a split:
“the Present becomes the Former Future of the Past while denying that it is this Future” (145). The
original future is not realized, it is no longer future in relation to the present, but only in relation to the
past. It becomes “a new future ideally co-present with the Present” (145).

In the case of the far removed future, this future remains future in relation to the new present,
if the present is the lack of this particular future. Otherwise, the future loses its character as possibility
to the new present and becomes “an indifferent possible” (145) in relation to this new present, i.e.,
turns into an in-itself: what yesterday was possible, today is no longer my possible. This today’s
possible could only be contemplated upon.

Generally speaking, we could say that Sartre’s thesis of the dynamic of temporality, despite its

difficulty, follows a well known argument: the for-itself has to negate itself, so as not to become an in-
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itself; temporality is one of the modes in which a being of for-itself has to be negated; the dynamic of
temporality presents in concrete terms how temporality as negation operates through the fluctuating
relations between the three temporal dimensions. The grounds for such a summary could be found
immediately after the most difficult pages (144-45) in this section. Here (146-48) Sartre sums up some
of his main points about temporality in general, and writes that the “dynamic character of temporality”
is not “a contingent quality which is added to the being of the for-itself [. . .] [but] is an essential
structure of the For-itself conceived as the being which has to be its own nothingness” (147). He also
speaks of the “ekstatic character of temporal being” (147).

Change belongs naturally to the for-itself inasmuch as the for-itself is spontaneity. Spontaneity
is, which means that it is both the foundation of its nothingness of being and its being. Spontaneity
refuses what it posits. It escapes from itself and escapes from that very escape. It, holds Sartre arguing
with Kant, is never essence. Spontaneity is irreversibility, for the order positing-refusing cannot be
reversed. By constantly evading what it is, spontaneity is never exhausted in an instantaneous in-itself
(148-49).

Sartre takes up what he has said of spontaneity with his terminology of the for-itself, more
particularly, the dyad reflection-reflecting. His central point is the relation of similarity between the
for-itself and temporality. “What applies to the for-itself as presence to --- is also naturally appropriate
as well to the totality of temporalization. This totality never is achieved,; it is a totality which is refused
and which flees from itself. [. . .] Thus time of consciousness is human reality which temporalizes
itself as the totality which is to itself its own incompletion [. . .]. There is never an instant at which we
can assert that the for-itself is, precisely because the for-itself never is. Temporality, on the contrary,
temporalizes itself entirely as the refusal of the instant” (149).%°

3. Original Temporality and Psychic Temporality: Reflection. This section purports to be
about the relation between an original temporality and a derived or psychic temporality. In fact, Sartre
deals much more with two forms of reflection: impure and pure. As a whole, therefore, this section
could be seen as a part of Sartre’s constant battle on two fronts: against psychology (represented by
the impure reflection) and Husserl’s transcendental phenomenology (represented by the pure
reflection) (for such an account of the section, see Macann, Four Phenomenological Philosophers 136-
37). One could also see this section as dealing, first, with the characteristics of reflection as a for-itself,
and, second, with the temporality of reflection in its two aspects--pure and impure reflection.

The first problem posed by Sartre is that of “the nature and the laws of reflection” (150), for
temporality as psychic duration®® belongs to reflection, and the processes of psychic duration belong

to the consciousness reflected-on. Before tackling the problem of how psychic duration is the
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immanent object of reflection, Sartre asks the preliminary question of how reflection is possible for a
being that can be only in the past. In order to answer it, Sartre makes another digression and turns to
the reflective phenomenon and its structure. He writes: “Reflection is the for-itself conscious of itself”
(150). Sartre rejects the ideas of Cartesian realism and Husserl’s idealism of reflection because they
present the two consciousnesses (the reflective consciousness and the consciousness reflected-on) as
an external connection. Sartre, who insists on the internal bond between them--and this internal
connection is knowledge--holds that this connection is in the mode of unision and separation of being.
“Thus it is necessary that the reflective simultaneously be and not be the reflected-on” (151). But this,
Sartre reminds us, is also the ontological structure of the for-itself. The difference is that in the for-
itself the two terms reflected and reflecting are in radical Unselbstdindligkeit, whereas in the case of
reflection they tend to the Selbstdindligkeit, which, however, they cannot achieve (151-52). The reason
for this is that though the reflected-on and the reflective are divided by nothingness, they are not a
unitary structure of being which can be its own nothingness by having to be it. This is characteristic
only of reflection: “it [reflection] is the for-itself which makes itself exist in the mode of reflective-
reflected-on, instead by being simply in the mode of the dyad reflection-reflecting” (153). This new
mode of being makes the mode of the reflection-reflecting exist as an inner structure--1 am reflected
on by my own temporal self. Sartre concludes: “the reflective is separated from the reflected-on by a
nothingness. Thus the phenomenon of reflection is a nihilation of the for-itself, a nihilation which does
not come to it from without but which it has to be” (153). Looking for the origin and motivation of
this new negation Sartre writes: “The motivation of reflection (reflexion) consists in a double attempt,
simultaneously an objectivation and an interiorization. To be to itself as an object-in-itself in the
absolute unity of interiorization--that is what the being-of-reflection has to be” (154). Reflection,
summarizes Sartre, is a stage of nihilation intermediate between the simple existence of the for-itself
and existence-for-others (154).

The two forms of reflection--pure and impure®’--give a deeper comprehension of the relation
between reflection and temporality. Sartre begins with pure reflection and writes that “the reflective is
the reflected-on” (155), but this unity is the unity of nihilation. Reflection “is a knowledge” (155) or
“arecognition rather than knowledge” (156). Descartes’cogito, explains Sartre, is limited to the instant.
In reality, Descartes’ doubt as the methodological basis of knowledge means a suspension of judgment
which presupposes, first, reference to the past (our reasons for judging are insufficient), second, to the
future (in order to judge we need new elements), and third, being-in-the-world of human reality where
one is outside himself and is present to the object one doubts (156). Sartre writes: “reflection is the

for-itself which seeks to recover itself as a totality in perpetual incompletion. [. . .] Reflection, as the
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mode of being of the for-itself, must be a temporalization, and it is itself its past and its future. [. . .]
reflection is a diasporatic phenomenon; but as a presence to itself, the for-itself is a presence present
to all its ekstatic dimensions” (157). Sartre, in explaining the temporal character of reflection, refers
to what reminds one of Heidegger’s Geschichtlichkeit,®® historicity: “Reflection therefore apprehends
temporality and reveals it as the unique and incomparable mode of being of a selfness--that is, as
historicity” (158).

Now Sartre introduces the notion of psychological or psychic duration or temporality (158-70
reveals Sartre’s psychology). It is described as “successions of organized temporal forms,” “the
concrete flow of autonomous organizations” (158), “a successive order of facts” (159)--for instance,
joy after a sadness--and is “the opposite of historicity” (158). These unities or forms are connected by
relations of before and after, and are used in dating. The psychic objects are what they are; they follow
each other “in universal time” and enter only in “external relations of succession” (158). They are the
object of psychology. Men establish their relations on the level of these psychic facts (jealousies,
grudges, struggles, etc.), but the for-itself which historicizes itself is not these states, acts, or facts. The
identity of the for-itself with its psychic states would turn the for-itself into “a multiplicity of existents
external to one another” (159), and thus would make the ontological problem of temporality
unresolvable. This gives grounds to Sartre to attack psychology that explains the relativity in the
succession of the psychic facts without ontological foundation. “In fact if we apprehend the for-itself
in its historicity, psychic duration vanishes and states, qualities, and acts disappear to give place to
being-for-itself as such, which is only as the unique individuality from which the process of
historization cannot be separated” (159).

There are two temporalities, writes Sartre: “the original temporality of which we are the
temporalization” (159) and the psychic temporality which is “incompatible with the mode of being of
our being” (159), intersubjective reality, object of psychology, and goal of our acts. Psychic
temporality is derived but does not stem directly from original temporality. Psychic temporality, as
successive order of facts, cannot constitute itself. This temporality is revealed and constituted by
impure or constituent reflection. Impure reflection is given in everyday life that includes as its original
structure pure reflection. From here on Sartre describes impure reflection.

Pure reflection occurs in the relation of the reflective and reflected-on in the for-itself. Impure
reflection (and here Sartre is not very clear due, partially, to his verbal games), on the other hand, is
described by its connection with the in-itself. In impure reflection three forms exist: “the reflective,
the reflected-on, and an in-itself which the reflective has to be in so far as this in-itself would be the

reflected-on, an in-itself which is nothing other than the For of the reflective phenomenon” (160).
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Impure reflection is in bad faith, for it cuts the bond uniting the reflective and reflected-on: “Impure
reflection is an abortive effort on the part of the for-itself to be another while remaining itself” (161).
Sartre concludes: “What is revealed to it [impure reflection] is not the temporal and non-substantial
historicity of the reflected-on; beyond this reflected-on it is the very substantiality of the organized
forms of the flow” (161). Psychology studies the substantial unities which are called psychic life or
psyche, and which degrade the reflected-on to the in-itself. In order to clarify the nature of this in-
itself, Sartre gives an a priori description of the Psyche.

First, the Psyche is the ego (with grammatical forms “I” and “me”) with its states, qualities,
and acts; it 1s “our personas a transcendent psychic unity” (162) (Sartre describes the ego in detail on
102-05%%). Second, the “psychic” is given only to a special category of cognitive acts, these of the
reflective for-itself (162-63). Third, the psyche is the object of psychological research. Sartre terms the
immediate presence of hate, exile, etc. evidence (163-64). Fourth, and to this characteristic Sartre
devotes more attention, the psychic object is the degraded form of consciousness, “the psychic object
IS in-itself” (165), and therefore it is the past which has priority among the three temporal dimensions.
The psychologists, holds Sartre, naively distinguish the three “nows” of the psychic by seeking help
in the unconscious. The psychic so apprehended, is a cohesion of isolated “nows” but not a synthesis,
an ekstatic unity which is the being of the for-itself. Yet, by inertia, the psychic and the for-itself are
mixed, for “the psychic is the objectivation of the ontological unity of the For-itself” (166). “Thus
participating simultaneously in the in-itself and in the for-itself, psychic temporality conceals a
contradiction which is never overcome” (167). The ambiguity of this mixing, Sartre thinks, 1s brought
to light by Bergson’s theory of consciousness which endures and which is “‘multiplicity of
interpenetration’” (166). Sartre writes that what he calls “psychic temporality is an inert datum, closely
akin to Bergson’s duration” (167).

After this analysis of the psychic, Sartre is ready to examine the interrelations of psychic forms
in psychic time. First, the connection between feelings in a complex psychic form is by means of
interpenetration: friendship, for instance, is tinted with envy. Second, psychic processes imply “the
action from a distance of prior forms on posterior forms” (167). This action is not a simple causal one
which we find in physics.

As the objectivation of the for-itself, the psychic possesses a degraded spontaneity. Discussing
the character of this spontaneity, Sartre concludes that “the prior form has to effect from a distance the
birth of a form of the same nature which is organized spontaneously as a form of flow” (168). And the
flow, as we already know, is not a being that has to be its future and past, i.e., the for-itself, but

successions of past, present, and future forms which influence one another at a distance. The influence
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is either by penetration (the reflective apprehends as a single object two separate psychic objects) or
by motivation (the two objects remain separate and influence one another at a distance). On the basis
of this action at a distance, which is “totally magical and irrational” (168), Sartre criticizes what he
designates as intellectualistic psychologists who, remaining on the level of the psychic, try to deduce
this action to causality (to illustrate his point Sartre analyzes a passage by Proust).

Finally, Sartre sums up the nature of the psychic temporality and the original temporality,
which here he apparently relates to the in-itself and the for-itself, respectively.®° It is the clarity of
Sartre’s summary that tempts me to summarize it at some length. In contrast to what the intellectualistic
psychologists attempt, Sartre thinks, we should give up hope of reducing the rational in the psychic
causality. “This causality is a degradation of the ekstatic for-itself, which is its own being at a distance
from itself, its degradation into magic, into an in-itself which is what it is at its own place. Magic action
through influence at a distance is the necessary result of this relaxation of the bonds of being. The
psychologist must describe these irrational bonds and take them as an original given of the psychic
world” (169). “Thus,” Sartre continues, “the reflective consciousness is constituted as consciousness
of duration, and hence psychic duration appears to consciousness. This psychic temporality as a
projection into the in-itself of original temporality is a virtual being whose phantom flow does not
cease to accompany the ekstatic temporalization of the for-itself in so far as this is apprehended by
reflection. [. . .] But its [of psychic temporality] essential difference from original temporality is that
it is while original temporality temporalizes itself” (170). Psychic time, therefore, can be constituted

only with the past and the future as past coming after the present past.

Ideas of Temporality in Sartre’s Literary Criticism

Sartre’s theory of temporality is exposed not only in BN but, in some of its aspects, in some of
his critical essays such as “On The Sound and the Fury: Time in the Work of Faulkner,” written in July
1939. I do not hold that Sartre’s philosophy can be better understood through his literary work as many
Sartre students, as we have seen in note 19, think. The main reason for my skepticism to this type of
reading philosophy and literature is that literature does not quote philosophic ideas as such but
represents artistically these ideas; in the same way literature does not deal with human beings or
landscapes but with their artistic representations. All these representations are but elements that serve
a higher purpose that can be defined as speaking of the human in its totality. No other discourse speaks
of the human in this fashion, and this makes literature and art in general unique and irreplaceable. If
literature conveys philosophical ideas, it is not through its content (its “what”) but through its form (its

“how”). Sartre’s novel Nausea, for instance, is an existentialist classic not so much because it quotes
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passages or key terms of his philosophy (if it were only this, what were we to do with the parts that do
not refer directly to philosophical conceptions*! or turn Descartes’ cogito into an ironic and polemic
incantation [cf. Nausea 99-103]?), but because Sartre’s artistic genius has been able to invent literary
devices that represent structurally, by means of the architectonics of the whole work, certain
relationships between the for-itself and the in-itself (for example, juxtapositions such as warm vs. cold;
light vs. darkness; controversial and illogical vs. identical with oneself and complacent; animate vs.
inanimate; whole vs. partial; human vs. animal; jazz vs. silence; non-ironic narration vs. ironic
narration, etc.). The representation of strictly philosophical--and any other--ideas is only one, semantic,
level of literature’s complex architectonics.

In discussing Sartre’s ideas of temporality in his literary criticism my preliminary point is that
there are two types of criticism: first, one which is true to the work analyzed, that is, one that allows
the work to reveal its own meanings; and, second, one which is true to its own doctrine, that is, one
that imposes its own ideas onto the work. Sartre’s essay is of the second type. What Sartre actually
discusses is not primarily temporality in Faulkner, but his, Sartre’s, own ideas of temporality spelled
out a propos Faulkner (here I do not consider the social implications of the essay which, under certain
circumstances, may have the leading role in its interpretation).

Sartre’s argument in the essay has several main points and in its orientation toward the future
declares clearly its indebtedness to Heidegger. The fictional technique, thinks Sartre, is related to the
novelist’s metaphysics; to explain the technique as a critic is to explain the novelist’s metaphysics
(with this move Sartre shows that he is more interested in his own theory than in Faulkner per se) (84-
85). Further, Faulkner’s metaphysics is a metaphysics of time (85). Temporality is not chronology; the
former is personal, whereas the latter is measured objectively with dates and clocks (an echo from
Augustine). Faulkner deals with temporality (85). Faulkner’s temporality is restricted to the present,
which is characterized, first, by being catastrophic (85), second, by “a sinking in,” that is, the present
is dissociated from the future--it appears without any reason and sinks in (85). For Faulkner, as for
Proust, time is that which separates (89). This means that both Faulkner and Proust have deprived the
present of its future, “its dimension of deeds and freedom™ (90). In a similar way, many of their great
peers--Joyce, Dos Pasos, Gide, Virginia Woolf--distort time by reducing it to the instant, in other
words, they split the synthetic unity, to use Sartre’s terminology from BN, between the three temporal
dimensions. And there is the rub: “but if you do away with the future, time is no longer that which
separates, that which cuts the present off from itself” (91). (Here, apparently, Sartre uses the word “to
separate” in two senses. On the one hand, time in the great contemporary writers separates the temporal

dimensions and thus, to use the jargon of BN, turns temporality into chronology, and the for-itself into
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an in-itself. On the other hand, the separation which is human and temporal is this which separates the
for-itself from itself, from its own temporality and thus keeps the temporal dimensions in unity.) To
put it differently, the present without the future turns into the perpetual present of the nonhuman
objects, “into universal time, the time of planets and nebulae” (91) and loses its character of human
temporality. In Faulkner, everything is absurd because human temporality strives to become nonhuman
universal time. If consciousness exists in such universal time, it would be first consciousness and
afterwards temporal. But that is impossible, for consciousness is always temporal: “Consciousness can
‘exist within time’ only on condition that it becomes time as a result of the very movement by which
it becomes consciousness. It must be ‘temporalized’, as Heidegger says” (92). Consciousness is its
future possibilities. There is no consciousness without future. Therefore, Faulkner’s characters are not
true to human consciousness, but to the temporal absurdity which Faulkner himself has put into them.
(If one translates the Heideggerian language of Sartre into the idiom of BN, one could probably say
that Faulkner turns his characters into the in-itself, whereas they, as human presentations, are
inherently the for-itself.) Finally, Sartre asks what is the meaning of this un-novelistic and untrue
absurdity in Faulkner and many of his peers. The explanation lies “in the social conditions of our
present time” (92). The whole life now, says Sartre, is bereft of future and the change could come only
through a cataclysm. Faulkner’s despair, therefore, precedes his metaphysics. Sartre likes Faulkner’s
art but not his metaphysics. Sartre, with the help of Heidegger, ends on a high note that, potentially,

keeps the door ajar for human free choice and hope: “A closed future is still a future” (93).

1995
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Notes

Contrary to the recent academic tendency to limit endnotes to the minimum--a trend dictated more by financial
rather than scholarly reasons--my study relies on extensive notes to clarify why Sartre’s theory of time has not been
thoroughly presented in Anglo-American academia.

! Klaus Hartmann explains that Sartre has a “bent for strict philosophy and is interested in specific problems of
traditional philosophy rather than in ideological solutions. In this spirit we can understand his work as the latest
metamorphosis of the Western philosophical heritage, designed to take up some of its unsolved problems” (146). Herbert
Spiegelberg (2nd ed. 2: 445-515) places Sartre in the phenomenological tradition. He writes that “it was Sartre who
naturalized phenomenology in France. He also emancipated and remodeled it in essential points. But he did not reconstruct
it methodically and systematically. For the explicit and deliberate constitution of French phenomenology we have to turn
to his associates, beginning with Maurice Merleau-Ponty” (2nd ed. 2: 511). For Sartre as a thinker in the Western tradition,
see also: Naess 272; and Jones 438-39.

Stuart L. Charmé, in Vulgarity and Authenticity, notes that Sartre’s “anticipation of many of the concerns of
‘postmodernists’ has not been sufficiently appreciated” (3); and also: “The problematic nature of personal identity that
preoccupies postmodern consciousness attracted Sartre's attention from the start of his career” (4). Charmé defines the goal
of his study in the following way: “The present study investigates the complex interrelationship of self and otherness in
Sartre’s work with particular attention to a critical psychological component of personal identity, the theme of civility and
vulgarity” (6). And also: “In time, Sartre found himself attracted to blacks, women, homosexuals, Jews, and other
marginalized groups. [. . .] This book will use Sartre's philosophical system as well as his literary and critical works to
explore an underlying mythology of the vulgar Other in his [Sartre’s] work and to discuss its implications for the notion
of self” (8). Further we will see that Sartre, though not fashionable as he used to be, still generates interpretations pertinent
to our time.

2 Ricoeur writes: “What remains, then, is to conceive of the threefold present as distension and distension as the
distension of the threefold present. This is the stroke of genius of Book 11 of Augustine’s Confessions, in whose wake will
follow Husserl, Heidegger, and Merleau-Ponty” (Time 1: 16). One may ask why Ricoeur omits Sartre if, as Christopher
Macann points out, Sartre “is deeply indebted to Heidegger” for his theory of temporality (Four Phenomenological
Philosophers 132).

For the notion of time in the phenomenological writings of Husserl, Heidegger, Sartre, and Merleau-Ponty, see
also Macann, Four Phenomenological Philosophers 19-24, 53-54, 96-105, 118-19, 132-36, 140, 195-98. For Heidegger on
time, see Kockelmans; Dastur; and Naess 213-18. For Merleau-Ponty on time, see Carr 401-04.

% The place and meaning of temporality in BN is commented upon by Catalano 69-70, 72 n. 11, 111-12; and
Macann, Four Phenomenological Philosophers 132-33. Hartmann (94-98) offers scattered but valuable remarks on this
topic; he also draws a parallel between Sartre’s theory of temporality and Hegel’s view of time.

4 Hartmann’s study Sartre’s Ontology is one of the very few books in English which deals, in a strictly
philosophical--not popular--sense, with the topic of temporality in BN. In his investigation, Hartmann attempts a “critical
interpretation” (126) of Sartre’s dialectical ontology that develops from a phenomenological starting point. Hegel, for
Hartmann, serves to make some of Sartre’s notions appear plausible (127-28). Hartmann also “focuses on the sources of
inspiration of this [Sartre’s] philosophy” (146); “our analysis,” writes Hartmann, “is not limited to a study of Sartre’s
ontology in the light of Hegel’s Logic, but deals, from a wider perspective, with his philosophy as a union of
phenomenology and Hegelian dialectic” (139). Hartmann’s analysis of temporality in BN (85-94) is restricted to his
ontological project. That is why this author deals with Part Two, Chapter Two of BN, but ignores the sections “Static
Temporality” (BN 130-42) and “Original Temporality and Psychic Temporality: Reflection” (BN 150-70).

In his book Sartre, Antony Manser presents what he considers to be “the hard core of philosophic argument” in
Sartre (Preface). He deals only with the first section of the chapter on temporality in BN, i.e., only with the three temporal
dimensions (65-70). Manser’s major point is that only the for-itself, not the in-itself, is temporal. In his exposition of Sartre,
however, the author includes some parallels with psychologists that, in my opinion, do not support Sartre’s ideas.

Alfred Stern, in his book Sartre, presents Sartre’s philosophy and psychoanalysis and, in this context, discusses
some of his creative works. Sartre’s theory of temporality is briefly outlined in connection with what Stern calls Sartre’s
psychology of death. The author speaks, in fact, not of the whole theory, but only of the temporal dimensions. After
presenting very succinctly the present and the future (167), Stern comments on the connection between the past and death
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in BN (167-69), and illustrates his point with examples from Sartre’s literary works (169-70, 197); this author also provides
literary illustrations of Sartre’s ideas of the future (173-76).

Hazel E. Barnes’ book Sartre is a general, chronological presentation of Sartre’s philosophical and creative
writings (8). The discussion of Sartre’s ideas of time (20-21, 66-74) is based on Part Two and Part Four of BN and deals--
quite freely--more with the problem of the self and freedom than with Sartre’s theory of temporality.

Joseph S. Catalano’s work A Commentary is a detailed paraphrasing of BN that is more readable than Sartre’s
work itself and, in principle, does not quote Sartre. The author accepts Sartre’s “presentations and evaluations [of other
philosophers and psychologists in BN] at face value” (xii), that is, Catalano’s work often lacks meta-distance from its
subject. Catalano spends more effort in clarifying the Introduction and the first two parts of BN. In treating temporality in
BN (111-31) the author, despite his commitment to Sartre’s text, goes astray from the original; he, for example, gives his
own examples which change the meaning of the original, does not use Sartre’s terminology (especially in the presentation
of section three, BN 150-70), etc. Catalano tackles the problem of impure reflection (BN 158-70) very briefly.

Gila J. Hayim, in The Existential Sociology of Jean-Paul Sartre, touches on temporality in Sartre on three
occasions. First, the author discusses temporality in Sartre’s later works (Search for a Method and Critique of Dialectical
Reason; these two books are translations of Sartre’s Critique de la raison dialectique) in connection with human action,
and compares Sartre’s ideas, on the one hand, with those of Max Weber (5-11) and, on the other hand, with the existential
theory of action in BN which is interrelated with time (49). Second, Hayim briefly comments on the connection between
time (the future), freedom, and the existential experience of absence in BN (12-13). Third, this scholar speaks of the relation
of anguish and the future, and the self and the future in BN (17-18, 27-28). As a whole, Hayim does not deal at length with
Sartre’s theory of temporality as it is developed in Part Two, Chapter Two of BN.

Macann’s Four Phenomenological Philosophers is a succinct and quite often critical presentation of the main
ideas of Husserl’s, Heidegger’s, Sartre’s, and Merleau-Ponty’s major phenomenological works. According to this author,
time for Sartre, together with freedom, are the “two pillars” (118) on which the thesis of Nothingness is erected (118-19);
here Macann has in mind Sartre’s presentation of the past, the present, and the future (BN 107-27). Macann holds that
Sartre’s thesis of existential time is deeply indebted to Heidegger but, as a whole, is a failure: “But the static, dualistic
ontology to which Sartre now attempts to accord a specific and characteristic temporality is, in my opinion, so far removed
from what is required to render intelligible a variant of Heidegger’s existential time that this section [the section on
temporality in BN] cannot but fail in its basic intention, which is to render intelligible the existential temporality of human
being. To put it another way, Sartre is still so much under the spell of Descartes that he finds himself more or less incapable
of transcending that very instantaneity which he himself will criticize as the limiting factor in the Cartesian conception of
time” (132-33). Macann covers the main points of Sartre’s notion of temporality (118-19, 132-37) and briefly mentions
(140) what Sartre calls “The Time of the World” (BN 204-16).

5 Temporality is missing from more sophisticated introductions and comments on Sartre and BN such as: Barnes’
“Translator’s Introduction”; Thompson and Thompson; Naess 265-359; Barnes, “Sartre’s Ontology”; Warnock, The
Philosophy of Sartre; and Aronson.

The same holds true for some general histories of philosophy such as Stumpf 465-70; Hamlyn 325-27; Jones 418-
46; and Copleston 340-89. Frederick Charles Copleston (357-58) mentions the problem of temporality in connection with
freedom. In the presentation of BN, Marjorie Grene’s Sartre briefly discusses temporality (131-32). The same holds true
for Phyllis Sutton Morris, Sartre’s Concept of a Person; this author speaks of “personal identity through time” and
“temporal synthesis of consciousness” (42; see also 41-43).

Somewhat surprisingly, Spiegelberg bypasses the temporality of consciousness. According to him, Sartre’s theory
of time differs both from Husserl’s and Heidegger’s but “these differences are partly based on misunderstanding; in the
present context these are not worth pursuing” (2nd ed. 2: 491). Spiegelberg refers to temporality en passant on several
more occasions (2nd ed. 2: 445-46, 452, 470, 483-84, 491). The first of them is particularly interesting, for here the author
complains that it is difficult to interpret Sartre, since his work is still in progress, i.e., to use Sartre’s idiom, Sartre, being
alive and changing his views, is still a for-itself, he is not yet dead, i.e., an in-itself which would make him identical with
himself and thus subject him only to the interpretations of other people.

® See Ricoeur, Main Trends 47-49; Craib vii; and Macann, Four Phenomenological Thinkers ix. For Sartre’s
reception in the English-speaking countries in particular, see Silverman and Elliston, Preface; their point could be
summarized in this way: “Sartrian philosophy was always foreign [in the English-speaking countries]--except for those
who were already committed to French thought in general” (xii).
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In his work, Manser exposes his thoughts at encountering Sartre; these notes are perhaps the most interesting
testimony of how an English philosopher, educated in a philosophical tradition different from Sartre’s, interprets him in
the mid 1960s. Manser writes: “In some ways his [Sartre’s] philosophic background and methods are far removed from
those in which | was educated, yet often | have found the difference to be one of terminology rather than of thought.
Consequently I feel that the effort to understand him will prove worth while to those whose first impulse is to reject”
(Preface; see also 73 and especially 39-53 where Manser introduces his own reading of BN). Manser’s book contains an
interesting chapter on Sartre’s ideas of philosophical language compared to the English analytic philosophers; here the
author endeavors to show in practice that Sartre, after all, is not so different from the British language tradition in
philosophy (100-13). For Manser’s effort to bridge the Continental and the English philosophical traditions, see also 260-
65.

In the mid 1960s, in a collection of original American phenomenological works, the American philosopher James
M. Edie, one of the then-younger leaders of phenomenological thought in the U.S., proudly proclaimed America’s coming-
of-phenomenological-age: “There is good reason to believe that in future surveys or histories of twentieth-century
American philosophy the 1960’s will be recognized as the period when the phenomenological movement finally took root
in our philosophical soil and became an active and creative force in its own right” (7). Ironically, Spiegelberg, the classic
historian of phenomenology, does not share Edie’s enthusiasm: “There can be little doubt that at the present moment
phenomenology, along with existentialism, has less philosophical status in Britain than in any other country outside Soviet
Russia” (2nd ed. 2: 623). Spiegelberg adds: “Phenomenology is hardly one of the leading philosophical movements in the
United States, any more than it is in Britain. Judging from some recent surveys of philosophical trends it even seems to
have lost ground after 1950. In contrast to other philosophical movements recently imported from continental Europe, it
has not secured a major place in the leading universities of the country” (2nd ed. 2: 626-27). The question of America’s
phenomenological maturity poses problems to Sartre students in the U.S. a decade after Edie’s proclamation. Morris, for
instance, tries to balance between the early Sartre’s and English-speaking philosophers’ concept of a person (ix-Xi).
Spiegelberg, in the third edition of his book, points out the growing popularity of phenomenology in Great Britain and
especially in the United States in the 1970s, but tentatively declines to affirm that the quantitative growth means qualitative
improvement too (3rd ed. 661-66).

" For the systematic character of BN, see Naess 357-59; Fry 15-16; and Manser 39.

8 The whole presentation of Sartre’s phenomenology (not confined to BN alone) in Spiegelberg’s The
Phenomenological Movement (2nd ed. 2: 445-515; in the third edition of Spiegelberg’s book there are no important
changes) explains how the French philosopher tries to reconcile the object and the subject (2nd ed. 2: 455, 470-71) by
drawing on Descartes, Husserl, Heidegger, and Hegel. Spiegelberg’s analyses stress Sartre’s similarities to and differences
from Husserl and Heidegger. Catalano (1-13) delineates Sartre’s indebtedness to Descartes and Husserl whom, according
to Catalano, Sartre takes as the paradigmatic thinkers of Cartesian realism and idealism, respectively, the two trends of
thought that Sartre tries to overcome in BN; for Sartre’s indebtedness to Heidegger see Catalano 15. Mary Warnock gives
a broad picture of Cartesianism in Sartre (The Philosophy of Sartre 13-41), and examines Sartre’s connection with Husserl,
Hegel, and Heidegger in relation to the problem of the other (The Philosophy of Sartre 67-72). Hartmann (139-42) provides
a detailed analysis of Sartre’s epistemological position in BN and Husserl’s phenomenology. He views “phenomenology
as an antecedent of Sartre’s philosophy which serves him as a starting point” (139). Copleston (343) mentions Sartre’s
indebtedness to Descartes, Husserl, Heidegger, and Hegel. In Sartre and Hegel, Christopher M. Fry (21-33) analyzes
Sartre’s relation to Husserl on the problem of intentionality. Robert D. Cumming, in his essay “Role-Playing,” discusses
Husserl’s and Sartre’s interpretation of role-playing as a starting point for an analysis of Sartrean phenomenology. Thomas
W. Busch, in The Power of Consciousness (1-17), traces the initial encounter of Sartre with Husserl’s phenomenology. The
same author, in “Sartre’s Use of Reductions” 17-29, analyzes Sartre’s use of reduction compared with Husserlian
phenomenological reduction. Frederick A. Elliston, in “Sartre and Husserl,” compares Sartre’s and Husserl’s treatment of
intersubjectivity.

For Sartre and Heidegger, see Fry 99-102, 126-27, etc. Michel Haar’s article “Sartre and Heidegger” compares
Sartre’s and Heidegger’s ideas of consciousness, nothingness, anxiety, the others, and death. William Ralph Schroeder’s
Sartre and his Predecessors investigates the theories of the self and the other of Husserl, Hegel, Heidegger, and Sartre.
Grene (32-104) divides the major predecessors of Sartre (not only in respect of BN, but also in respect of his later
philosophy) into two groups: first, the phenomenologists--Descartes, Husserl, Heidegger and, second, the dialecticians--
Hegel and the two greatest nineteenth-century critics of Hegel: Kierkegaard (about whom Grene is very tentative) and
Marx (and Marxism in general).
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For Sartre’s relations with Hegel, see: Naess 271, 281, 296; Catalano 8-9 n. 5, 42 n. 15, 58-60, 61 n. 5, 72 n. 11,
and Macann, Four Phenomenological Philosophers 117, 125. Some of the important works in this field are Hartmann; and
Fry; see also: Bernstein, particularly Part I and II; and Verstraeten. Hartmann summarizes Sartre’s relation with Hegel thus:
“His view of Hegel has been formed ad hoc, in connection with his phenomenological philosophy; it is not derived from
the French Hegelian tradition” (xvi; see also xv-xvii). Fry writes: “any use of Hegel by Sartre was not systematic. To follow
L’étre et le néant precludes following Hegel” (9; see also 8, 17, 147, 150, 151, 152). Fry often argues with Hartmann about
Hegel’s influence on Sartre: see especially 9, 33-37, 84-85, etc.

Sartre usually opens the chapters and sections of BN by criticizing the ideas of the classical philosophers--Leibniz,
Spinoza, Kant, Aristotle, Kierkegaard, Bergson--on certain topics. After the criticism he remodels these topics in
accordance with his own goals. Sartre’s indebtedness to other philosophers depends on how one reads his philosophy. For
Sartre’s sources and his reworking of them, see Hartmann; Copleston 343 n. 2; and Fry 3-8, 125-28.

® Naess (279-337), for example, restricts his analysis of BN mainly to the Introduction and Part One because he
considers them the most difficult in the book. Catalano also deals in greater detail with the Introduction, Part One, and Part
Two, and pays less attention to Part Three, Part Four, and the Conclusion. The same, more or less, holds true for Hartmann;
Jones; Copleston; and Fry.

10 Barnes, for instance, holds that “the keystone of Sartre’s philosophy [. . .] [is] precisely his insistence on man’s
radical freedom and his ability to make a new ‘choice of being’”’ (Sartre 27).

11 See: Anderson; and Simont. See also the older and popular presentation of the ethical ideas of Kierkegaard,
Heidegger, and Sartre (in BN) in Warnock’s book Existentialist Ethics.

12 Copleston speaks of Sartre’s professional “turgid jargon” (xiii). “His jargon is simply irritating. If what he says
sometimes seems to be extremely obscure, this is not because what he is saying is unintelligible, but because he has chosen
to express in difficult language something which could have been said much more plainly” (xvi). Manser deals with Sartre’s
language on different occasions. Some of what he writes sounds, to say the least, curious, and to say it bluntly, with a great
deal of linguistic and philosophical chauvinism: “It is clear that the book [BN] is too long by modern English standards”
(39). Or: “It is possible to find sentences that are turgid and almost incomprehensible, though some of those quoted as
examples of this fault are clearer in context” (40). Also: “Part of the difficulty at the stylistic level springs, I think, from
the French language itself. For the spirit of that language is not well adapted to philosophic thought” (41). To read Critique
de la raison dialectique, according to this English philosopher, is a “herculean task” (206). Fry observes: “The influence
of German phenomenology is often apparent in Sartre’s versions of German phraseology and even etymology” (44 n. 22).
Grene describes the attraction and repulsion of the English-speaking reader to Sartre in this way: “Man of words, indeed!
A juggler of words, perhaps, who means next to nothing by them?” (28). Hayim notes the “difficult language” of BN (Xii).
Morris is of the opinion that “one of the severest difficulties is that, even in English, Sartre’s ideas are obscured by his
strange and difficult terminology” (ix). Warnock writes: “He [Sartre] is extraordinarily obscure and repetitive” (The
Philosophy of Sartre 9); “he does not want to be precise, nor to get things exactly right”; Sartre is “a literary metaphysician”
(The Philosophy of Sartre 10); Warnock complains of the “deliberate obscurity [of Sartre’s later reexamination of
Marxism]” (The Philosophy of Sartre 12). Silverman and Elliston find that Critique of Dialectical Reason employs a
“tortuous style” (Preface xi). Spiegelberg speaks at some length of Sartre’s style (2nd ed. 2: 446-47, 472, 481-82, 485,
487), and touches on nearly all the difficulties that | discuss in my essay. Perhaps the horror of the English-speaking scholar
from Sartre’s language is spelled out most expressively by Dominick LaCapra, who writes that BN is “one of Sartre’s most
troubled texts, a veritable textual jungle (it might be read as a philosophical systematization of a paranoid-schizophrenic
world view)” (122).

Edie, in contrast to the Continental phenomenological idiom, is proud to offer a new type of phenomenological
language cultivated in the United States: “There is an unspoken but clearly evident abandonment of the intricacies of
technical jargon [by the authors in the collection] when this is not specifically helpful or necessary to the argument” (8-9).

13 See Macann, Four Phenomenological Thinkers 116-17. According to Macann, Part Four of BN devoted to
Having, Doing, and Being, is “strangely incoherent, since it calls for nothing less than the substitution of a new set of
ontological categories for those in terms of which the entire analysis has been conducted thus far” (111-12). See also
Hartmann 20. Catalano often changes the terminology of Sartre, perhaps in order to mitigate the bewilderment by the
differences between the earlier and the later terminology in BN; the good intentions of Catalano, however, sometimes lead
to confusion instead of clarity. Such is the case with Catalano’s commentary on the third section of the chapter on
temporality in BN, “Original Temporality and Psychic Temporality: Reflection” (BN 150-70).
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14 Catalano (191, 191 n. 4, 218 n. 2, 231) points out some other unfulfilled promises in BN. Spiegelberg, as | have
mentioned in note 5, finds the main difficulty in interpreting Sartre’s phenomenology “in its incompleteness” (2nd ed. 2:
445). By now, since Sartre is dead and many of his unpublished works have been brought to the public, this reason does
not play such an important role.

15 Catalano points out many such examples (58, 65, 77, 89, 89 n. 9, 103, 106 n. 9, 118 n. 7, 123, 129 n. 14, 133 n.
2,135,137, 138,142 n. 7,144 n. 8,167 n. 11, 215 n. 1, 228 n. 2). See also: Fry 44 n. 22; Hartmann 6 n. 10, 73, 79-82, 99,
113 n. 35,119 n. 57,123, 135, 135 n. 19, 141, 147; and Naess 299-300, 329. Fry (47 n. 28, 75 n. 112, 94) argues that Sartre
frequently (mis)quotes Hegel and sometimes confuses Hegel’s thought. Spiegelberg comments on a typical passage in BN
in the following way: “Suffice it to say that in cases like these Sartre seems to be starting from original and significant
observations, only to be carried away to paradoxical formulations bordering on the nonsensical” (2nd ed. 2: 487).

Hartmann (24 n. 69), on the other hand, points out cases in which Sartre’s text is misunderstood: for example, W.
Desan confuses Sartre’s pre-reflective cogito with his cogito. Naess (318-20) also reminds us of the unfair, in some respects,
criticism of Sartre’s le néant by A. J. Ayer, due partially to a misunderstanding of BN. Misunderstanding in philosophy is
often the understanding: Husserl’s criticism of Brentano’s theory of an internal consciousness, for example, involves a
terminological misunderstanding (Hartmann 24-25).

16 See, for instance, the detailed analyses of Sartre’s basic paradox that the for-itself, consciousness, or human
reality is what it is not, and is not what it is: Naess 316-18; Catalano 84; and Jones 437-38. Spiegelberg writes of this
paradox: “One feature of Sartre’s style in L Etre et le néant calls for special comment, his new fondness for paradoxical
and baffling formulations, which at times suggest even plays on words” (2nd ed. 2: 472; see also 2: 481). See also Copleston
349.

17 LaCapra is perhaps the only English-speaking scholar who, to my knowledge, promises to examine not only the
thematic content of BN but also “the way in which the text is made” (122). In his deconstructive reading of Sartre and BN
in particular, however, LaCapra’s promises, in my opinion, are more interesting than his actual achievements. LaCapra
does not discuss Sartre’s ideas of temporality.

18 William Leon McBride writes: “Despite the enormous length and complexity of Sartre’s writings, the core of
his ontology [in BN] is, as one might expect and hope for it to be, essentially very simple. [. . .] This is, precisely, the
phenomenon of being” (264). Catalano often both simplifies Sartre’s text and adds his own examples to make Sartre’s
point more perspicuous; the result, as we shall see, is not always the presumed faithfulness to the original.

19 It is the descriptive character of Sartre’s philosophy that tempts many of his serious commentators to interpret
his philosophy using his literary works (the novel Nausea, in the first place) and vice versa. Perhaps the most striking
example in this respect is Jones (419-28, 433, 435, 438) who presents the problem of the self, which is central in Jones’
discussion of Sartre, in this way. Manser (1-19) also introduces the core of Sartre’s philosophy by referring to Nausea; he
speaks at length as well about the relation between Sartre’s philosophy in general and his novels (167-88) and his
philosophy and his plays (47). On Nausea and BN, see also Fry 40-45; Warnock, The Philosophy of Sartre 90-99; and
Barnes, Sartre 36-47. Spiegelberg uses Sartre’s literary works, including Nausea, in order to clarify Sartre’s philosophy
(2nd ed. 2: 455-57, 497). LaCapra attempts a reading of Nausea as “a novel antinovel or a deconstructed novel” (97); for
LaCapra’s deconstructive reading of the novel, see 93-116. Walter Kaufmann, in his anthology Existentialism from
Dostoevsky to Sartre widely used in American universities as an introduction to the study of existentialism, includes, among
other things, Sartre’s short story “The Wall” because, as he writes, it “is one of the classics of existentialism” (280).
Unfortunately, Kaufmann forgets to explain how precisely the story is connected with existentialism. It seems that in this
case the belief that Sartre’s literary works reveal automatically his philosophy is taken for granted. The inertia of the
merging of literature and philosophy seems so strong that even a critic of the rank of Tzvetan Todorov echoes it: “Sartre’s
writings span the genres, and no watertight compartments separate philosophy, criticism, and fiction in his work™ (44);
fortunately, Todorov’s analysis of Sartre’s critical writing on literature does not follow this line.

20 Catalano (118 n. 8, 215 n. 1) points out cases in which Sartre’s illustrations refer ambiguously to his universal
argument. Hartmann (13 n. 38, 62 n. 5) discusses the inadequacy of some of Sartre’s examples. Naess remarks: “Although
Sartre’s own examples are clear enough, they are often so infused with theoretical consideration as to make any
straightforward formulations of them difficult, if not impossible” (297). Spiegelberg (2nd ed. 2: 510) speaks of the positive
and the negative characteristics of Sartre’s descriptive method based on intuition and the choice of his examples.

2l Hartmann draws a parallel between Sartre’s BN and Hegel’s Encyclopedia and Logic: “Hegel’s philosophical
system is laid out in an architectonic order, which might be called a ‘projective’ order: notions occurring at the beginning
of the Logic--being, determinate being, being-for-itself--have analogies in subsequent notions or recur in them in an
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amplified manner” (130); see also 130-32. From Hartmann’s formal analysis of Hegel’s philosophy in its dialectical
movement we could infer some formal principles of Sartre’s writing and dialectical thinking. Hartmann’s comparative
approach leads him to this conclusion: “Sartre’s philosophy in EN [BN] is found to be the consistent transformation of
Hegel’s Logic, resulting from a rejection of the immanence of thought” (132). Catalano points out numerous cases of
Sartre’s referring to different parts of BN in order to develop his notions (63, 68 n. 8, 69, 72, 72 n. 11, 74, 88, 96, 103 n. 5,
108 n. 10, 110 n. 11, etc.).

22 Catalano explains some such cases (14, 26 n. 5, 29-30, 35 n. 13, 41 n. 14, 44,46 n. 16,57 n.2,79n. 2, 118 n.
7,126,126 n.11,132n.1,133n. 2,139 n. 5, 141 n. 6, 153 n. 2). Hartmann also deals with this problem (5 n. 8, 10 n. 30,
14-15n. 47, 27, 29, 29 n. 92, 38 n. 25); for the meanings of such pivotal terms such as consciousness (four interpretations),
the being-for-itself (two interpretations), and the in-itself (two interpretations), see Hartmann 44, 68, 87; see also 134.
Naess observes: “Sometimes Sartre seems to be a slave to his own complicated terminology” (298 n. 42); see also the
interesting observations on Sartre’s terms on 303 and 358. Barnes touches on the meaning of the being-for-itself (Sartre
53-54) and discusses three characteristics of consciousness (55-65). See also Spiegelberg (2nd ed. 2: 491).

23 See Hartmann xvii, 5n. 8, 6 n. 12, 10 n. 29, 11 n. 33, 21 n. 59, 22 n. 63. One of the striking examples of how
Sartre reshapes terms is the way he borrows Hegel’s definition of time and uses it, with a quite different meaning, in his
definition of human reality or consciousness: “Sie [die Zeit] ist das Seyn, das, indem es ist, nicht ist, und indem es nicht
ist, ist” (Hegel, Enzyklopddie § 258, 20: 247); compare with Sartre’s: human reality or consciousness “is what it is not and
which is not what it is” (BN 63, 74); see Hartmann’s comments on this case (94-95). Naess (280, 292-93) points out some
cases in which Sartre translates Heidegger’s terms into French. See also Fry 63 n. 77, 112, etc. Spiegelberg, as mentioned,
deals predominantly with the similarities and differences in the phenomenology of Sartre, on the one hand, and Husserl
and Heidegger, on the other (2nd ed. 2: 445-515).

24 Catalano, for instance, translates “est été” as “brought-to-be” rather than “made-to-be” which is Barnes’ (and
Hartmann’s) version. Catalano (68 n. 7, 189 n. 3, 198 n. 1) also points out other examples of unconvincing translations.
Hartmann provides several examples of incorrect translations of “est ét€” (64 n. 16; see also 21 n. 58, 35 n. 5, 62 n. 6, 88
n. 100). Naess in his quotes from Sartre often uses, within the same quote, more than one translation. Manser (Preface, 45-
46, 118 n. 1) prefers to make his own translations. See also Fry 11 n. 27. The third section of the chapter on temporality in
BN, “Original Temporality and Psychic Temporality: Reflection,” is plagued by the difficulties in the translation of the key
terms “reflection,” “reflective,” “reflected-on,” etc. (BN 151 n. 8).

25 Catalano writes: “Strictly speaking, being-in-itself is not an in-itself because it totally lacks selfhood” (97 n. 2).
See also Hartmann 22 n. 62. Naess (290-91 n. 33, 300, 300 n. 44) makes interesting observations on Sartre’s terms.

% At this point Sartre’s initial overcoming of the ontological paradox of time--namely, that time has no being and
time has being--reminds us of Augustine’s provisional solution of the same aporia. To the skeptical argument that time has
no being Augustine opposes the argument that we speak in positive and meaningful terms of the being of time (Ricoeur,
Time 1: 7). Sartre refers to the use of language in this way: “Thus the particular tenses of the perfect indicate beings who
all really exist although in diverse modes of being, but of which the one is and at the same time was the other” (BN 112).
““to have’ a past” and its substitution by “‘to be’ its own past” (112-14),
especially assertions such as “the term ‘was’ is a mode of being” (114); for language as a proof of the being of time, see
also 110-14. In the section on the past, the present, and the future, Sartre time and again makes use of aphorisms, common
sayings, etc., i.e., of inherited wisdom about time fixed in language. The section on the ontology of temporality is based
on a common verbal agreement: “Temporality is often considered as an indefinable. Everybody admits however that it is
before all else a succession” (130). Sartre’s positive thesis of duration is implicitly based on the tense system of language
(144-45). Catalano (123-24), by means of his examples, makes this implicit connection between the being of the duration
and the verbal tenses explicit.

21 Cf. “a universal Present” (BN 112), “universal Temporality” (BN 129).

28 And yet, Sartre is not easy to pin down, for the general and the particular future are intermingled, and “myself”
and “I” are interchangeable with “the Self” as it is in this important passage: “The Future is the ideal point where the sudden
infinite compression of facticity (Past), of the For-itself (Present), and of its possible (a particular Future) will at last cause
the Self to arise as the existence in-itself of the For-itself. The project of the For-itself toward the future which it is is a
project toward the In-itself” (BN 128). Here one should note the strange combination “a particular Future,” the small letter
of “future” in the second sentence, and the transition from a capital to small letter in the case of in-itself in the first and in
the second sentence. One could say, in general, that if Sartre’s usage of capital and small letters in the section on the three
temporal dimensions highlights the notions of the universal and the concrete past, present, and future, this usage is

See also Sartre’s analysis of the expression
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inconsistent. When speaking of the past and the present, Sartre prefers the small letters for the for-itself, the in-itself, the
past, and the present, whereas in the part devoted to the future, Sartre, as a whole, switches to capital letters.

29 In this case, I prefer again to follow Sartre’s logic and not the arrangement of his arguments. In fact, this second
case originally comes after Sartre’s first positive description of the internal connection between A and B in BN 132,

30 Cf.: “In both cases [Descartes’ and Kant’s] it is a temporal (God or ‘I’) which is charged with providing the
non-temporals (instants) with their temporality. Temporality becomes a simple external and abstract relation between non-
temporal substances; there is an attempt to reconstruct it entirely with a-temporal materials” (BN 133). Or: “In a word, how
could a being with a-temporal structure apprehend as temporals (or intend as such) in-itselfs isolated in their non-
temporality? Thus inasmuch as temporality is at once a form of separation and a form of synthesis, it does not allow itself
either to be derived from a non-temporality or to be imposed from without upon non-temporals” (BN 134).

31 1t seems that in criticizing the theory of the temporally ubiquitous witness Sartre again is in the tradition of
Augustine who considers this problem when he thinks of the relation between time and eternity (cf. Ricoeur, Time 1: 22-
30).

%2 In seeing the present as the unity of the three ekstases Sartre, opposing Heidegger’s stress on the future, joins
the tradition of Augustine for whom the distention of the soul (distentio animi) brings the three temporal dimensions into
the present (cf. Ricoeur, Time 1: 16-22).

33 Macann, as pointed out in note 4, is skeptical about Sartre’s theory of temporality as a whole. His criticism is
particularly strong in respect to the dynamic of temporality and crystallizes in the question: “How can change be a
characteristic of the For-itself if there is no place in Sartre’s analyses for the category of becoming?” (Four
Phenomenological Philosophers 136).

34 For Catalano, the difficult reading of this section is due to “the arrangement of tenses and long sentences” (123).

% In connection with this assertion, Macann skeptically asks: “But is a succession of negations (not this, not this,
not this) really so different from a succession of instants (this, this, this)?” (Four Phenomenological Philosophers 136).

% The psychic duration, says Sartre, occurs when | feel the flow of time, apprehend myself as a unity of succession,
and as a result, am conscious of enduring (BN 150).

37 “Pure reflection, the simple presence of the reflective for-itself to the for-itself reflected-on, is at once the
original form of reflection and its ideal form; it is that on whose foundation impure reflection appears, it is that also which
is never first given; and it is that which must be won by a sort of katharsis. Impure or accessory reflection [. . .] includes
pure reflection but surpasses it and makes further claims” (BN 155).

38 Barnes seems not to connect Sartre’s historicity to Heidegger’s Geschichtlichkeit, for she derives the English
“historicizes itself” directly from the French s historialise (BN 158 n. 11).

39 Catalano writes of the ego in this way: “This ego cannot be consciousness because it is present to consciousness
as an object to be studied and does not have the perfect translucency of consciousness” (109; Catalano’s emphasis).

40 It seems that in the opposition of psychic temporality and original temporality Sartre follows, once again, in the
footsteps of Augustine’s theory of time. Ricoeur distinguishes two modes of time in Augustine’s (and in his, Ricoeur’s)
temporal theory in general: first, objective, linear, physical time which can be compared to Sartre’s psychic temporality
based on the in-itself (or, to be more accurate, it is our perception of objective time which is Sartre’s psychic time); and
second, subjective, existential, phenomenological time (presented in Augustine by the notion of distentio animi) which
reminds one of Sartre’s original temporality based in the for-itself (see Ricoeur, Time 1: 5-30; and Ricoeur, “Narrative
Time”).

41 The simplest and most radical operation in such deplorable “philosophical readings” of literature is to use the
editorial scissors to get rid of these parts of the literary work that are “superfluous” in respect of certain “pure” philosophical

ideas. This is the approach of Kaufmann (53), for instance, who cuts off the whole second part of Dostoevsky’s “Notes
from the Underground” as well as the conclusion of the first part.

218



Colloquia Comparativa Litterarum, 2017

Works Cited

Anderson, Thomas C. Sartre’s Two Ethics: From Authenticity to Integral Humanity. Chicago and La Salle, Illinois: Open
Court, 1993.

Aronson, Ronald. Jean-Paul Sartre--Philosophy in the World. London: Verso; New York: Distributed in USA and Canada
by Schocken, 1980.

Barnes, Hazel E. Sartre. Philadelphia and New York: J. B. Lippincott Company, 1973.

---. “Sartre’s Ontology: The Revealing and Making of Being.” Howells. 13-38.

---. “Translator’s Introduction.” Being and Nothingness. By Sartre. viii-xliii.

Bernstein, Richard J. Praxis and Action: Contemporary Philosophies of Human Activity. Philadelphia: U of Pennsylvania
P, 1971.

Busch, Thomas W. The Power of Consciousness and the Force of Circumstances in Sartre’s Philosophy. Bloomington and
Indianapolis: Indiana UP, 1990.

---. “Sartre’s Use of Reduction: Being and Nothingness Reconsidered.” Silverman and Elliston. 17-29.

Carr, David. “Maurice Merleau-Ponty: Incarnate Consciousness.” Schrader. 369-429.

Catalano, Joseph S. A Commentary on Jean-Paul Sartre’s Being and Nothingness. New York, Evanston, San Francisco,
London: Harper Torchbooks, Harper & Row, Publishers, 1974.

Charmé, Stuart L. Vulgarity and Authenticity: Dimensions of Otherness in the World of Jean-Paul Sartre. Amherst: U of
Massachusetts P, 1991.

Copleston, Frederick Charles. Maine de Biran to Sartre.A History of Philosophy. Volume IX. Paramus, N.J., New York,
N.Y.: Newman P, 1974.

Craib, lan. Existentialism and Sociology: A Study of Jean-Paul Sartre. Cambridge, London, New York, Melbourne:
Cambridge UP, 1976.

Cranston, Maurice William. Jean-Paul Sartre. New York: Grove P, 1962.

---. The Quintessence of Sartrism. New York, Evanston, San Francisco, London: Harper Torchbooks, Harper & Row,
Publishers, 1969.

Cumming, Robert D. “Role-Playing: Sartre's Transformation of Husserl’s Phenomenology.” Howells. 39-66.

Dastur, Frangoise. “The Ekstatico-Horizontal Constitution of Temporality.” Macann, Martin Heidegger. 1: 170-82.

Edie, James M. Introduction. Phenomenology in America: Studies in the Philosophy of Experience. Ed. James M. Edie.
Chicago: Quadrangle Books, 1967. 7-27.

Elliston, Frederick A. “Sartre and Husserl.” Silverman and Elliston. Jean-Paul Sartre. 157-67.

Fry, Christopher M. Sartre and Hegel: The Variations of an Enigma in L’Etre et le néant. Bonn: Bouvier Verlag, 1988.

Greene, Norman N. Jean-Paul Sartre: The Existentialist Ethic. Ann Arbor: U of Michigan P, 1960.

Grene, Marjorie. Sartre. New York: New Viewpoints, A Division of Franklin Watts, Inc., 1973.

Haar, Michel. “Sartre and Heidegger.” Silverman and Elliston. Jean-Paul Sartre. 168-87.

Hamlyn, D. W. The Pelican History of Western Philosophy. London: Penguin Books, 1987.

Hartmann, Klaus. Sartre’s Ontology: A Study of Being and Nothingness in the Light of Hegel’s Logic. Evanston:
Northwestern UP, 1966 (originally published in German as Grundziige der Ontologie Sartres in ihrem Verhdltnis
zu Hegels Logik: Eine Untersuchung zu L’Etre et le néant. Berlin: De Gruyter, 1963).

Hayim, Gila J. The Existential Sociology of Jean-Paul Sartre. Amherst: U of Massachusetts P, 1980.

Hegel, Georg Wilhelm Friedrich. Enzyklopddie der philosophischen Wissenschaften im Grundrisse. Gesammelte Werke.
In Verbindung mit der Deutschen Forschungsgemeinschaft. Herausgegeben von der Rheinisch-Westfilischen
Akademie der Wissenschaften. Hamburg: Felix Meiner Verlag, 1968-present. Band 20.

Howells, Christina, ed. The Cambridge Companion to Sartre. Cambridge [England]; New York: Cambridge UP, 1992.

Jones, W[illiam] T[homas]. A History of Western Philosophy: Kant to Wittgenstein and Sartre. 2nd ed. New York, Chicago,
San Francisco, Atlanta: Harcourt, Brace & World, Inc., 1969.

Jopling, David A. “Sartre’s Moral Psychology.” Howells. 103-39.

Kaufmann, Walter, ed. Existentialism from Dostoevsky to Sartre. Revised and expanded. [n.p.]: A Meridian Book, 1975.

Kockelmans, Joseph J. “Heidegger on Time and Being.” Macann, Martin Heidegger. 1: 141-69.

LaCapra, Dominick. A Preface to Sartre. Ithaca, New York: Cornell UP, 1978.

219



Colloquia Comparativa Litterarum, 2017

Macann, Christopher E., ed. Martin Heidegger: Critical Assessments. The Routledge Critical Assessments of Leading
Philosophers. 4 vols. London and New York: Routledge, 1992.

---. Four Phenomenological Philosophers: Husserl, Heidegger, Sartre, Merleau-Ponty. London and New York: Routledge,
1993.

Manser, Antony [Richards]. Sartre: A Philosophic Study. London: The Athlone P, 1966.

McBride, William Leon. “Jean-Paul Sartre: Man, Freedom, and Praxis.” Schrader. 261-329.

Morris, Phyllis Sutton. Sartre’s Concept of a Person: An Analytic Approach. Amherst: U of Massachusetts P, 1976.

Naess, Arne. Four Modern Philosophers: Carnap, Wittgenstein, Heidegger, Sartre. Trans. Alastair Hannay. Chicago &
London: U of Chicago P, 1968.

Nankov, Nikita. “The Narrative of Ricoeur’s Time and Narrative.” The Comparatist, VVol. 38 (2014). 227-49.

Ricoeur, Paul. Main Trends in Philosophy. Main Trends in the Social and Human Sciences. New York, London: Holmes
& Meier Publishers, Inc., 1979.

---. “Narrative Time.” On Narrative. Ed. T. J. T. Mitchell. Chicago and London: U of Chicago P, 1980. 165-86.

---. Time and Narrative. Trans. Kathleen McLaughlin and David Pellauer (vols. 1 and 2); Kathleen Blamey and David
Pellauer (vol. 3). 3 vols. Chicago and London: U of Chicago P, 1984-1988.

Sartre, Jean-Paul. Being and Nothingness: An Essay on Phenomenological Ontology. Trans. Hazel E. Barnes. New York,
Avenel: Gramercy Books, 1994.

---. Critique de la raison dialectique (précédéde de Question de méthode): Théorie des ensembles pratiques. Tome |. Paris:
Gallimard, 1960. Critique de la raison dialectique (inachevé). L Intelligibilité de [’histoire. Etablissement du texte,
notes et glossaire par Arlette Elkaim-Sartre. Tome Il. Paris: Gallimard, 1985.

---. Critique of Dialectical Reason: Theory of Practical Ensembles. Trans. Alan Sheridan-Smith. Ed. Jonathan Rée. London

- NLB; Atlantic Highlands, N.J.: Humanities P, 1976.

---. Nausea. Trans. Lloyd Alexander. [Norfolk, Conn.]: New Directions Publishing Corporation, 1964.

---. “On The Sound and the Fury: Time in the Work of Faulkner.” Literary and Philosophical Essays. Trans. Annette
Michelson. New York: Collier Books, 1967. 84-93.

---. Search for a Method. Trans. Hazel E. Barnes. New York: Alfred A. Knopf, 1963.

---. “The Wall.” Kaufmann. 281-99.

Schrader George Alfred, Jr., ed. Existential Philosophers: Kierkegaard to Merleau-Ponty. New York, St. Louis, San
Francisco, Toronto, London, Sydney: McGraw-Hill Book Company, 1967.

Schroeder, William Ralph. Sartre and His Predecessors: The Self and the Other. London, Boston, Melbourne and Henley:
Routledge & Kegan Paul, 1984.

Silverman, Hugh J., and Frederick A. Elliston, eds. Jean-Paul Sartre: Contemporary Approaches to His Philosophy. [S.
1.]: The Harvester P, 1980.

---. Preface. Silverman and Elliston. Jean-Paul Sartre. ix-xii.

Simont, Juliette. “Sartrean Ethics.” Howells. 178-210.

Spiegelberg, Herbert. The Phenomenological Movement: A Historical Introduction. Phaenomenologica, 5. 2nd ed. 2 vols.
The Hague: Martinus Nijhoff, 1965.

---, with the collaboration of Carl Schuhmann. The Phenomenological Movement: A Historical Introduction.
Phaenomenologica, vols. 5-6. 3rd revised and enlarged ed. The Hague, Boston, London: Martinus Nijhoff
Publishers, 1982.

Stack, George J. Sartre’s Philosophy of Social Existence. St. Louis, Missouri, U.S.A.: Warren H. Green, Inc., 1977.

Stern, Alfred. Sartre: His Philosophy and Existential Psychoanalysis. A Delta Book. 2nd revised and enlarged ed. [New
York: Dell Pub. Co., 1967].

Stumpf, Samuel Enoch. Socrates to Sartre: A History of Philosophy. New York, St. Louis, San Francisco, Toronto, London,
Sydney: McGraw-Hill Book Company, 1966.

Thompson, Kenneth, and Margaret Thompson. Sartre: Life and Works. New York, New York; Bicester, England: Facts
On File Publications, 1984.

Todorov, Tzvetan. Literature and Its Theorists: A Personal View of Twentieth-Century Criticism. Trans. Catherine Porter.
Ithaca, New York: Cornell UP, 1987.

Verstraeten, Pierre. “Appendix: Hegel and Sartre.” Howells. 353-72.

Warnock, Mary. Existentialist Ethics. London, Melbourne, Toronto: Macmillan; New York: St. Martin’s P, 1967.

---. The Philosophy of Sartre. London: Hutchinson University Library, 1965.

220



Colloquia Comparativa Litterarum, 2017

Beceniuna BEJIEBA!

My3esiT — HAYHHM HA YnoTpeda B IBa 0AJIKAHCKM POMAaHA
(,,Yepuo musiko” ot Esmmd lladak n ,,My3esar Ha Ge3ycjioBHATA
kanuryJaamnus” ot JlyopaBka Yrpemmny)

Pe3iome

Crarusra pasriexa Bb3MOXKHATA KOHUENUUS 3a My3ed B JUTeparypara — ,,My3eid~ HE caMO KaTo
MeTadopa, a kaTo cnenuduyeH TUI poMaH. ToBa € ONUT Aa ce MPOCIEeAAT Bb3MOKHUTE Npecpeitanus (Hiu
Ha4YMHUA Ha yrnoTtpeba) MEexIy JBa OalKaHCKHM pOMaHa — HMCTOpUYECKHsi My3ed Ha JlyOpaBka Yrpemud u
nmurepatypaus xapeM Ha Enud adax. M3cnenoBaTenckust ¢pokyc € B HENPECTaHHOTO U3CIIeIBaHE U ThPCEHE
Ha YOBEIIKaTa MHOTOJUKOCT U YOBEIKAaTa LSIIOCTHOCT.

B aBroOuorpaduunus cu poman Yepuo masxo Emud Iladak ce ommtBa nma ,,ypean” coOCTBEH
JUuTepaTypeH Mysed. B Hero T ycrnsiBa Aa crOepe nmucarenku karo 3enna Ouipkepann, Cunsus [Tnar, Cepru
Coiican, Xanmune Enun, Aita Paun... B Myseam na 6e3ycrosnama xanumynayus JlyopaBka Yrpemmnd e cbyMsiia
na cnrbepe, KOHCepBHpa W TMOKaxke (0e3 MpUBUAHA BpPB3Ka) (PparMeHTHUTE/CHUMKHUTE/KHUTHTE OT CBOSTa
coOcTBeHa Onorpadus KaTo cBoeoOpa3eH poMaH-My3eH.

KirouoBu aymm: Myseid; KOJEKIUs; WHBEHTAapHA KHHra; ajnOyM; OaJkaHCKM pOMaHu; nucateinkd; Emug
[Tadaxk; JyopaBka Yrpermmy.

The Museum and its Usages in Two Balkan Novels
(Elif Shafak’s Black Milk and Dubravka Ugresi¢'s The Museum of Unconditional Surrender)

Abstract

This article examines the possible concept of the museum in literature — a ‘museum’ not only like a
metaphor but also like a specific type of novel. This is an attempt to trace the possible meetings (or usages) of
two Balkan novels — Dubravka Ugresi¢'s historical museum and Elif Shafak’s literary harem. The focus of the
study is on the never-ending quest and the search for human multifacetedness and human completeness.

In her autobiographical novel Black Milk: On Writing, Motherhood and the Harem Within Elif Shafak
is trying to ‘arrange’ her own literary museum. She was able to gather in her ‘collection” women writers like
Zelda Fitzgerald, Sylvia Plath, Sevgi Soysal, Halide Edib, Ayn Rand, etc. In The Museum of Unconditional
Surrender Dubravka Ugresi¢ was able to collect, preserve and show (without apparent connection between
them) the fragments/photographs/books of her own biography as a kind of ‘museum’ novel.

Keywords: museum; collection; inventory book; album; Balkan novels; women writers; Elif Shafak; Dubravka
Ugresic.

Ha cBosita XXII| renepanna acam6ness BbB Buena npez 2007 r. MexayHapoIHUST ChBET Ha

myseute UKOM ompenens my3es kKato ,,IOCTOSTHHA WHCTUTYIIUS, OTBOPEHA 3a MyO0JIMKaTa, B yCIyra

Ha OOIIECTBOTO U HETOBOTO Pa3BUTHE, KOATO ChOMpa, KOHCEPBHpA, MPOYYBa, KOMYHUKHpA U TIOKa3Ba

! Beceauna BEJIEBA e joktopanT 1o CpaBHUTENHO GankaHcko jureparyposHanue B CY ,,Ce. Knument Oxpuacku”
(Paxynrer CnaBsHcku Quionorun, Karempa ,,00mo, nHIOEBpomeHCKO M OalKaHCKO €3MKO3HaHWE), YpeIHHK B
HUctopuuecku mysei — Ucnepux.
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MaTepHaATHOTO M HEMAaTepHAIHOTO HACJIEACTBO Ha YOBEKa M OOKpbhKamamlaTa ro cpena, ¢ Iel
obpa3oBaHne, W3cleaBaHEe M pa3BieueHue.”” BbIOpexn NPUBHIHO MOHONHTHATA NeUHHINS, B
JHEIIHATa enoxa Ha MHGOPMAIIMOHHU TEXHOJOTHUH MOHATUETO ,,My3el” Mpeln3BUKBA PA3HOIIOCOUYHU
acolMaluu.

B JlpeBna Enana ,,jlovceiov” e xpaMm Ha My3uTe, pumocodcka MKoJa, MICTO 3a Ch3epIaHue,
HO M MHCTUTYLMITA, ocHOBaHa oT IITonemeit | Corep oxono 308 r. np. Xp. B Asiekcanpusi, Eruner.
C pasnaganero Ha Pumckara ummepwusi, morbiHaja Npeaud TOBAa EIMHUCTUYECKUTE IbP>KaBU Ha
bankanute n Mana A3usi, OHATHETO € 3a0paBeHO. TepMUHBT ,,My3ei” ce MOosIBsABa OTHOBO Mpe3 XV
BeK BbB Dropennus, 3a 1a 0603naun KonekuusaTa Ha Jlopenno ne Menuuu. Jlo XVII Bek natuHckara
TpPaHCKpUILHUS ,,MUSEUM”, IIMPOKO pa3npocTpaneHa B EBpona Hape ¢ ,,kaOuHET” U ,,kamepa”, CIIy KU
3a OMHMCaHKe Ha KOJEeKIus oT mobonutHu npeameTu. [lo Bpeme Ha [IpocBeniennero ce n3noi3pa u B
Ha3BaHMETO Ha KHUTU — [loemuuecku my3eti € myOnukyBaHa mpe3 1784 r., 3a ;ma moaueprae
M34YepraTeIHOCTTa Ha o0XBaTa Ha JIUTEpAaTypHU IMpOU3BEACHUs. TepMUHBT ,,My3eil”, O3HayaBalll
KAaKTO €KCIIOHATHUTE, TaKa U CrpajiaTa, B KOATO ca pa3oyIoKEeHU, C€ U3I10JI3Ba 3a IbPBU BT B AHIUIUS
mpe3 1682 r., 3a Aa orOenexu MpeMecTBaHETO Ha Kojekuuara Ha Emmac Ammon B Oxcdopackus
yHuBepcHuTeT.’ BB3M0on3BaM ce OT peTpOCHeKIMATa, TIpeIoKeHa B KHurata Mcmopuueckusm mysei
— Xpam Ha 0obpooemenu, 3a Aa OYepTas OCHOBHUTE 3HAUCHUS (UM HAUMHU HA ynoTpeda) Ha My3es:
KaTo xpam, puiocodcka mkosa (BUI MHCTUTYIIHS ), KOJIEKIUS OT MPEAMETH M HE Ha MOCIEIHO MICTO
kHura. Credanka KpbcreBa momyepraBa pa3HONOCOYHHUTE BB3IJIEAN B ChbBPEMEHHATa MY3€0JIOTHUS
OTHOCHO KYATYPHHS CMHUCBHI U posid Ha My3es u uuthpa deomopos: ,,Myseute ca mogoOHH Ha
KHUTUTE: KaKTO Ca Pa3HOOOPAa3HH KHUTHTE, TaKa ca Pa3HOOOpa3Hu U My3enTe.””

MucieH Karo KHHWra, My3esT HEChbMHEHO ¢ (MHBCHTapHA) KHHUIA, B KOSATO Ca BIMCAHU
(KONEeKIMM) KYATYPHH LIEHHOCTH — (He)MaTepuallHi CBUETENICTBA 3a YOBelIKka uctopus. Hacousaiiku
ce KbM Ta3u ujes, OUX MCKaia Jla MPUIIOMHs KOHIenuusaTa Ha Amenus JIuueBa, criopen KOsTO B
JHEITHATA WHTEPHET-eN0Xa PEYHHKHT € aKTyajleH JKaHp, 3apajd KpaTKocTTa M mH(opManusTa.’
Cnopen Hest peUHUKBT MOXKE Jla c€ YIoJ00H, OCBEH Ha CHIIMKJIONenus, Ha Oubnmnoreka, reorpadcka

KapTa, orjicaaio. B ta3u peauiia 3aMECTUTCIIN, CIICHA KOATO JInyepa e moctaBuia MHOT'OTOYHE, IIC CH

2 O¢punmanen caiit na UKOM - http://icom.museum/the-vision/museum-definition/ (06.01.2017): ,,A museum is a non-
profit, permanent institution in the service of society and its development, open to the public, which acquires, conserves,
researches, communicates and exhibits the tangible and intangible heritage of humanity and its environment for the
purposes of education, study and enjoyment.” — moii mpeBo.

3 Bsx. UBanos, [I., H.Jle6prone. Hcmopuyeckuam myseii — xpam Ha 0obpodemenu. Codusi, YHUBEPCUTETCKO U3ATENCTBO
,»3a OykBuTE — 0 cMeHexsb”’, 2012, c. 8-9.

4 Kpscresa, Credanka. Cmyouu no myseonozus (knuza eémopa). Tomemu, meszaypycu, KYHCHMKAMepU, SUDMYATHU
npocmpancmea. Codus, Uznarencka kpma ®JIK, 2003, c. 11.

5 Jluuesa, Amenus. Xanpwr Ha peunuka. — B: Esuxom u aumepamypama — cpedcmeo 3a /me/pasbupamencmeo. Tlon
penaknusaTa Ha n-p Mimana Monosa. Codust, YU ,,Ce. Kimment Oxpuacku”, 2003, c. 137-138.
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Mo3BOJISL Jla 100aBs U My3es. My3ear KaTo KHHra (IoJ00HO Ha PeUHUKA) Mperoara 10Bepue, Thid
KaTo ,,yBepsiBa”, 4e BHTPE BCHUKO € BIIHCAHO U ce ma3u.® BrucanoTo obade e pe3ynTar OT CelleKTHBEH
au4eH u30op. B To3u cMuchI My3edT € Helo moBede oT Mmeradopa, KaTo TUIl PEYHHK, TOH ce
MIPEBPBIIA B JKaHD.

JlndeBa oHariensBa TpelacTaBaTa 3a JMTEpaTypara KaTo PEYHHMK C M3BECTHA KHUTA Ha
JHyOopaBka Yrpemund. BChITHOCT U ABETE MUCATENKH, 32 KOWTO IIIe CTaHE TyMa, UMaT JINTEPATypHH
OIUTH B JKaHpa ,,peyHuK”’. B Hauanoto Ha cBost Amepuxarncku peunuk (1993 r.) Yrpemnu orOensn3Ba,
4e B IOCTMOJIEPHOTO BPEME TO3H BCE MO-YECTO CPEIIAH JKaHP € U3JIA3BI OT IMHTBUCTUYHHUTE CU PAMKH
U ce e mpecenun B nauteparypata.’ OT cBos ctpana Emud Illadak cTpykTypupa cBoil Peunuk Ha
nozneoume & (2000 1.), kato: ,,HenpexscHATO pa3dbpKBalIe pa3sHI HCTOPUH 1 CIIAralie Kpas 3a Hagaso
U HAYaJloTo B cpenarta. B3umaiie oTKbCH OT (PUIMH, CHHMINA, CTATUHM W EHIUKJIONEIUH U THU
ckampnBante.”® EHIUKIONEN, PEYHNK, KHUTA, KOIEKIMS, My3ei — yIom006sSBaHeTo YBEPEHO CTUTa
710 JInTepaTypHaTa TBOpOa M MO-CIEIHAIHO 10 poMaHa. Moxke OM aKkTyaJIHOCTTa Ha YKaHpa ,,peUHHK’
(pecreKTUBHO ,,My3€il”’) € 00yCJIOBeHa U OT Pa3HOMOCOYHUTE HJIEH 32 pOMaHa. BbB BEIMKOJICITHOTO
cu ece Myzeu u pomanu Opxan [lamyk ynomo0sBa poMaHa Ha My3eid, KaTO M3TbKBa TEXHUS OOII
MOTEHIIUAN J1a ApXUBUPAT:

,,POMaHNTE M3rpaxIaT ChIIO TaKa U €IMH OOraT W Bb3JCHCTBAIL apXHB — Ha CIOJEIEHH YOBEIIKH
YyBCTBa, HA HAYMHHMTE, TI0 KOMTO Bh3NPHEMaMe OOMKHOBEHHTE HEIla, Ha HAIIUTE KECTOBE, H3Ka3BaHUs
¥ NO3UIMK. PasiuuHy 3ByLM, JyMH, PasroBOpHH (pasd, MHUPH3MH, 00pa3H, BKyCOBE, IPEJAMETH H
IIBETOBE C€ 3allevarBar B MAMETTA CAMO 3aIOTO MMUCATENUTE TH 3a0€NIA3BaT U OIMCBAT CTAPATENHO B
cBoute TBOpOU.” 0

BepmbocT u aBete TBOpOM — OOCKT Ha aHAJTU3 B Ta3W CTATHUs, TPYAHO CE BIHCBAT B )KaHpa
,»pomaH”. B Oenexxkarta mpeau mbpBata 4acT Ha Myszeam na b6e3ycioenama kanumynayus JlyOpaBka
VYrpemnu ymnono0sBa 4yuTaTeNss HA MY3€€H IOCETHTEN M TO IMPH30BaBa Ja 4YeTe pPOMaHa ChbC
CH3HAHUETO, Y€ MEXKIY TJIaBUTE, CHIIO0 KAKTO MEXIYy EKCIOHATHUTE, HAMa 3/paBH BPB3KH, HO
TIOCTENIEHHO Te ce ycTaHoBsBaT camu.'! B 06pbINeHHE KBM YMTaTels, KOTOTO ONPHIMYABA Ha

IBTCIICCTBCHUK, EJ'II/I(I) H_Ia(I)aK OIIpEACIId BCsAKa KHUT'A KaTo ,,IIbTYBAHE, KapTa, OTpa3saBalla CIIOKHUTEC

® TTak Tam, c. 139 — Criopent JIn4eBa peYHUKBT B[bXBA YBEPEHOCTTA, Y€ B HETO BCUUKO CE Ma3H.

" Yrpemmnu, [lyGpaska. Amepurancku peunux. Ipesox ot xbpsarcku Kena Ieopruesa. Codust, UK ,,Cturmatn”, 1999, c.
11-12.

8 PomansbT Ha Illadak u3/1M3a UIMEHHO 110/ TOBA 3ariiaBUe Ha OBLIrapcku e3uK. IIpeBOABT € OT aHMIMHCKH, 0 U3PHYHOTO
XKenaHue Ha apropkata. OpUTHHAIHOTO 3arjiaBue Ha Typcku e Mahrem, va anrmuiicku e3uk — The Gaze.

® Iladak, Enud. Peunux na noznedume. Tpeson ot anriuiicku Kpacumupa Abamxuesa. Codus, ,,Ermont Brirapus”,
2015, c. 174.

10 Mamyxk, Opxan. Hauenusm u canmumenmanuam nucamen. Ilpeson ot anrnuiicku bopsia Jxana6ercka. Codus, U3,
,Emaopor”, 2012, ¢. 110-111.

1 Vrpeuny, JlyGpaska. Myseam na 6ezycrosnama kanumynayus. Ipeson ot xepearcku Xena [eopruesa. Codus, UK
,Crurmatu”, 2004, c. 11-12.
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KPUBOJIMIIY HA YOBEIIKUsA yM U ayma.” *2 Yepno masaxo He TpaBH U3KIIOUEHHE — TA € ,,KOKTEHI OT
pa3ka3BayecTBO, MAWYMHCTBO, KOTHEK MO MbTEUIECTBUATA U JIEIPecHsi”’, C Hesl MucaTelIkaTa OTBEXKIa
uyuTaTENs Ha ,,IBE MBTEIIECTBHS eIHOBPeMeHHO — B JlonunaTa Ha 6eGetara u B 'opara Ha kuuTHTE. 1
B T031u cMuch1 Ha poMaHa MOJKe J1a ce TJIela KaTo Ha KHUT'a, B KOSITO Ca BIIMCAHU KYJITYPHH LIEHHOCTU
(excrioHaTH) — cBOEOOpa3eH MbTYyBAI] My3€i, KOWTO NMEPUOUYHO MPEKOCsSBA reorpad)CKu TpaHMIIH,
Ha/JMOTBa 3a0paBaTa M MpeakTyalu3upa nmamerra. TUIBT poMaH-My3ed, pa3dupa ce, 3aBHCH OT
TeMAaTHYHUsI 00XBAT Ha apXuBa (KOJEKIHITA).

[Ipenu na HaBBPILIM TPUAECET U MET FOAUHH, pojeHara B CtpacOypr, HO u3pacHaia B McranOyn
u Manpun Emud [lladax ce onucsa B clieHaTa NOCIEA0BATEIIHOCT: MUCATENKa, HOMaJ], KOCMOTIOJHT,
obuyam cypusma, manuduct, BererapuaHka U jkeHa. Ts € KeHa, B JyIlllaTa CH Pa3IBOCHA MEXIY
Ustoka u 3anaza.’* , Ho axo numrem mbpBo Ha aHIIMHCKH, KaK MOYKEM OILE JIa T€ HapudaMe TyPCKH
aBTop? Tu cera cu eiHa OT msx, a He eiHa OT Hac?”*® — ToBa € peaklusTa Ha TYPCKH KPHTHK I10 TIOBOJ
¢axra, ue lladak numre poMaHUTE CH Ha AHTJIMKWCKU M TYPCKH €3UK. ABTOpKAaTa CIIOJIENsS, Ye HE BAPBa
B M3KYCTBEHATa JABOMCTBEHOCT MEXIY ,,TIX U ,,HaC” W CMsTa, Y€ MMa U JAPYTH IIBTUINA B CBETa Ha
TBOPUYECTBOTO — @ UMEHHO HOMaIcTBOTO. Criopes Hest BMECTO IIPEIBapUTENHO 3aa/ieHa, GuKcupaHa
UJCHTUYHOCT, MOKEM J]la UMamMe MHOXECTBO (PIIyHIHU MpUHAANIEKHOCTH. B muTepBro npen Mpena
I'pymxuncka-I'poct® [ly6paBka Yrpermuu criofens, e HIMa HUKAKBU HALIMOHAIIHY 9yBCTBA. Maiika i
e ObJTrapKa che c1ado pa3BUTO UYBCTBO 32 €THUYECKA MPUHAIICKHOCT, Oala i — XbpBaTHH, HCKPEHO
BApBaJ B UjeATa 32 MHOroHannoHaiHa fOrocnasus. CaMoompeneneHeTo u KaTo ,,;oro”, ,,ioCTIOro”,
,,0alIKaHKa”, ,,lINTaHKa” € HEeWHUSAT HaYKH /1a OTXBBPJIM HAJIaTaHETO Ha OMpeiesieHa UASHTHYHOCT. /[Be
MUCATENKH, ChIO0OBHO CBBP3aHU ¢ bankanute, He ChyMsIBaT ,,J1a MPUHAJIEKAT Ha eaHa reorpadcka
IIMpYHA, HUTO Ha €/lHa eIMHCTBeHa ¢uiocodus. TBopOUTE MM ca ONUTH 3a MPEOOJsBaHE Ha
MIPUHAIICKHOCTH, HA TPAHUIM — QU3NYECKU U TYXOBHHU.

B pomana Munucmepcmeo na 6onkama JlyOpaBka Yrpeumunu Kas3pa, 4e ,,BCEKH € ypeIHUK B
cobctBerus cu Myseit”.!” B kuurata Myseam na 6Ge3ycnognama xanumynayus, W3aneHa Tpeu

Munucmepcmeomo, nucatenkata € chbymsla Ja cbOepe, KOHCepBHMpa, M3CielBa U ToKaxe (0e3

2 1[ladax, Enud. Yepro musaxo: 3a nucanemo, Mauuuncmeomo u xapema esmpe ¢ nac. Ilpesos ot anrmiickn Emunus J1.
Macnaposa. Co¢us, ,,Ermont bearapus”, 2012, c. X.

3 TTak Tam.

14 MTak Tam, c. VIII; c. 96.

15 Elif Shafak. But why do you write your books in English and Turkish? Pen Atlas — 28.11.2014.
https://www.englishpen.org/pen-atlas/but-why-do-you-write-your-books-in-english-and-turkish (06.01.2017).

16 Ppena I'pymxuncka-T'poc. Paszoeop c Jybpaexa Yepewmy. Ilpeson ot nosncku: Kara Beruesa. EnexTponno cnucanue
Jlureparypen kiy6”, op. 125, roa. X, okromepu 2008 r. http://www.litclub.com/library/prev/ugreshich/interview.html
(06.01.2017).

17 Vrpemuu, ybpaska. Munucmepcmeo na 6oaxama. peson ot xbpearcku Jlogmuna Munnosa. Codus, daxen
ekcnpec, 2005, c. 129.
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NPUBHUIHA BPB3Ka MEXAY TAX) GparMeHTUTE OT CBosiTa buorpadus B cBoeoOpa3eH poMaH-My3eil, B
KOWTO KanmuTyJrpa coOCTBeHaTa i IsUI0CTHOCT. B aBrobuorpaduunara Yepro maaxo: 3a nucanemo,
mavuuncmeomo u xapema svmpe 6 Hac Emud ladak cwimo ce onutpa aa ,,ypeau” coOOCTBEH My3eH,
OTKpUBAKM B cebe CH MHUHUXAapeM OT IIecT MaJku KeHW. llucarenkara eKCIOHHpa B CBOS
nuteparypen myseit 3enaa Ouumxepana, Cunsus [lnar, Cesru Coiican, Xanune Enun, CumoH a0
boBoap, Aiin Pana... Bp3moxkHara KoHIEnius 3a My3esi B JIMTepaTypara JaBa OCHOBAaHHE JiBa
OanKaHCKM poMaHa (C IpIaTa YCIOBHOCT HA MOHITUETO B KOHKPETHHSI CIIydaii) Jja CTaHaT O0EKT Ha
CpaBHHUTEJEH aHaiu3. JOKOJIKOTO KyinTypHO-ucTopuuecku B EBpoma Haii-paHo ce Qopmupa
MY3€0JI05KKa LIKOJa U Olle Npe3 AHTUYHOCTTa Ha bankaHuTte ce pakaar UIEUTe 3a ChIIHOCTTAa Ha
My3es'®, Mys3edT kato oOIIOeBpoONeickHM (EHOMEH XHMIIOTETHYHO OM MOTBJI A3 ObJe BHLPXHT HA

19 koiito popmymupa P. JI. Cranuesa 3a

paBHOOEIPEHUSI TPUBI'BIHUK B ,,iPUBSHIHUL MAPWPYm’
YCIIEIIHOTO CPaBHsBaHE Ha IOrOM3TOYHOEBpoIeiicky (OakaHCcKn) nuTepaTypu. Tyk 1ie ce onuram B
CpPaBHMTEJIEH IUIaH Jia Mpocieas Bb3MOXKHUTE INpecpeniaHus (WM HAaYMHU Ha yrnorpeda) Mexnay
ucropudeckuss myseid Ha JlyOpaBka VYrpemwd wu JutepatypHuss xapem Ha Emud Illadak.
N3cnenoBarenckuar GoKyc € B HEIIPECTAaHHOTO M3CIIEABAHE U ThPCEHE Ha YOBEIIKaTa MHOTOJIMKOCT U

YOBC€IIKaTa OaJI0CTHOCT.

1. Eaundg Mladaxk: JlutepaTypHUSIT My3ei.

B Yepno mnaxo Emud ladaxk npusHaBa, ye KHUTUTE, KOUTO Ca M Hal-CKbBIM, i YakaT B
pa3NUYHM KbTYETa Ha cBeTa. B pbuHus i1 6araxk Ha MbTyBall nucaTes odauye nMa Helo, KOeTo HOCH,
KBJIETO U J1a OTHJIE — ,,KECHUIKA, CTapa KaTo MBpPTBO MOpE, HO JIEKA KaTO MepIe, KOATO HE MOUICKH Ha

JeKIapupaHe Ha HUKOS MHUTHHIA mo cBeTa””® — wM3KycTBOTO [a paskasBa. AKo 3amamsT

IIPOTHBOTIOCTABS THCAHO CIOBO M mameT?!, B mamerta Ha Illaak M3TOYHATA M 3amajHaTa MECMEHA
Tpaaullusg BOJAT Auanor — pparmentu ot Joxmop Kusaco Ha IlacTepHak ce cMecBaT C HAKOU OT
Jyxoenume cmuxose Ha Pymu. CHITHUTE CITOMEHU 3aMecTBat fe0ennTe KHMKHU Tena. B penensusta
cu 22 3a Yepno mnsixo Padma 3axapua oT6enIa3Ba, Ye aBTOPKATA BOIH YATATETNTE HA TBTYBAHE, KOETO

NpoMCHA NPCACTABUTC HU 34 HUACHTUYHOCT — Td € CIHOBPECMCHHO TYPKHHSA MW aMCpUKaHKa,

18 Bx. UBanos, J1., H. Jlebprone. Mcmopuueckuam myseii — xpam na 006podemenu. Codusi, Y HUBEPCUTETCKO U3/IATENCTBO
,,3a OykBUTE — 0 mcMeHexsb”, 2012, c. 9

19 Bx. Cranuesa, P. JI. Cpewa 6 npouuma. Cpasnumenno numepamyposuanue u barkanucmuxa. (MoHorpapuaHo
u3ciensane). Copus, Usn. bamkanu, 2011, c. 72-84.

2 Madax, Enud. Yepro maaxo: 3a nucanemo, MatiauHcmeomo u xapema ébmpe 6 ac. Ilpeson ot anrnuiicku Emunus J1.
Macnaposa. Codus, ,,Ermont bearapus™, 2012, c. 27.

21 Bsk. Jluuea, Amenus. XKanpbT Ha peunuka. — B: Esuxom u aumepamypama — cpedcmso 3a /ue/pazbupamencmeo. Tlon
penakuusaTa Ha n-p Mimana Monosa. Codust, YU ,,Ceeru Kitmment Oxpuncku”, 2003, c. 138

22 The Women Within Elif Shafak by Rafia Zakaria. May 10, 2011.
http://www.elifsafak.us/en/degerlendirmeler.asp?islem=degerlendirme&id=41 (06.01.2017).
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¢paniy3oiika u ucnanka, untaren Ha Pymu u Cunsus [1nar, xoiito ce yun ot Cumon 10 boBoap, HO
Y OT Bbh3pacTHaTa CH Typcka 0aba.

B mpenrosopa xbMm umrtatens Emu¢ [adak cnonens, ye, mogoOHO Ha MHO3MHA Jpyru
GeNeTPUCTH, ce UyBCTBA 110-0/1M3Ka C MBPTBHTE, a HE ChC ChBpeMeHHuTe mucaTenn.” 1o nepunumms
My3eute KojeknuoHupar wmuHano. Illadak KomekumoHupa mnMcaTenkd, YUUTO Ouorpaduu
(mpe)pa3ka3zBaT MCTOpHUSTa HA JIWiIeMara MUCaHe — MaiuMHCTBO. B (HE)CH3BydHMETO Ha TEXHHTE
IJIacoBeE ,,Ce UyBa’ pa3[JBOCHOCTTA Ha caMaTa aBTopka. Hakou oT Te3u nucarenku ca u3dpaau mbpBoToO,
IPYTH Ca ONUTAIM J1a ChYETASAT U ABETE. YepHo MasAKO HANOMHs KaTajol WIA MHBCHTApHA KHWTa,
KosTO (mpe)cpelia JMYHOCTH W JIMYHU MCTOpUH, Oe3 Ja ce MHTEepecyBa OT HAIMOHAIHUS HIIH
XPOHOJOTUYHHUS NpuHIUI. Te ca CBbp3aHH Upe3 MUCAHETO U MAUMHCTBOTO, MACTHJIOTO U MJIISIKOTO.
B to3u cinyyail My3esT € Xpam Ha My3UT€ — IMCATEIKU, BAbXHOBWIN UM BABXHOBSBAILK aBTOPKaTa,
a He MAaHTEOH Ha cjaBaTa, MPEACTaBAll HalMOHAIHU repou. CTpyKTypHpaHETO My IpEACTaBIsABa
KaTaJIOTU3MpaHe Ha JKEHCKM MMeHa. B HauanoTo ca nafeHu KpaTku OuorpaduyHu JaHHU (€IHA OT
OCHOBHHTE (DYHKITMH Ha My3es € J1a oy sipusupa). [I[pumep 3a ToBa e mbpBOHavaIHaTa HHPOPMALUs
3a Anauc Hun — pozaena npe3 1903 r. BbB @panuus, nucaresika, okaszaja BIUSHUE HE CaMO BBbPXY
CBETOBHATA JIMTEpaTypa, HO U BBPXY JKEHCKOTO IBHKeHHE mpe3 XX Bek. Makap aa € ocraBwia
POMaHu, pa3Kasy U IMTepaTypHa KPUTHKA, TS € H3BECTHA Hali-Beue ¢ JHeBHUIUTE cu.>* M3BBH cyxute
¢axTy, ucropusita Ha Anarc Hun ,,mpryBa” 3aenHo ¢ Enmug Illadak mo Bpeme Ha mbpBOTO ¥ IBTyBaHE
no Amepuxa. B camonera Emu¢ cu cnomus 3a Anauc. Mcropuure Ha JBeTe MNUCATEIKU CHU
cboTBeTcTBaT — Hul cburo npuctura B CAIL, o npe3 1914 r. ,,c kanbda ¢ nurysikara Ha 6paT cu B
eHaTa PbKa M C JHEBHUKA CH B IPyrara, KOHWTO MPeCTON 1a 3ambian.” 2°

BewuiHocer cnen peamHaTa cM cpellla ¢ M3BECTHATa Typcka mucaTenka Ananer Araoriy,
Ch3HATENHO M30pana Aa HaMma jaeua, llladak e n3npasena npex auinemara nucaHe — MafdMHCTBO. B
nameTTa i n30yxBa eKCIUIO3Usl OT MMEHA Ha MUCATEKH, CTAaHaIM MallKM M Ha TaKMBa, OCTaHaIU 0e3
nena. Ho B MHBeHTapHaTa KHUra aBTOpKaTa BIIMCBa OnorpaduyHy JaHHU CaMo 3a OIPEJIeIeH! UMEHa,
KOUTO copmupar kojekuuu. Te3um konekuuu oOequHsABAT nucaTtenku oT OcMaHCKaTa HUMIIEpHs,
cbBpemenHa Typuus, 3anagHa EBporna u Amepuka, nopu SAAnonus. Hanpumep, ocoGeHO MACTO B My3est
na Illadax 3aema Ypcymna ne I'yuH — ,,pbkaTa, KOATO MoJlee MoKaTa u muire kaurure”28. Jlo nes cron

Xamune Epun — ,,peMuHHCTKA, TOJUTHYECKAa aKTUBHUCTKA W OCJNETPUCTKA, JWBaTa Ha TypcKaTa

% Madax, Enud. Yepro masaxo: 3a nucanemo, Maivuuncmeomo u xapema ébmpe 6 nac. Ilpeson ot anrnuiicku Emumus J1.
Macnaposa. Codus, ,,Ermont bearapus™, 2012, c. IX.

2% T1ak Tam, c. 27.

% TTax tam, c. 109.

26 Tak Tam, c. 273.
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nuTepaTypa oT ocMaHcko Bpeme”. 27 Tperoto ume e Ha HobGenopara naypearka Jopuc Jlecunr 28 —

BCYHOTO MOMMHYE, KOETO HCHABMIXKJAa Aa CTOH IIO LA ACH C HEBPBCTHO JCTC. Mosxe O0u och3Haja

OIMaCHOCTTa OT Ta3u CbCTapsBalld CKYKa, H)I(GI;’IH OCTI/IH29 OCTaBa BspHa Ha ,,CaMOTHAaTa CH

U3TBHYEHOCT .
JeBerHaiicer mucatenku GopMHpaT SAAPOTO, MAKPOKOJIEKLIMATA HA MIBTYBAIIUs My3el Yepro
maaxo. Ha TSX ca TOCBETeHH OTJENHHU eceTa — nopTpeTH. [IbpBa e BboOpa3eHara cectpa Ha moera

®yzymu — Gupyse.®® Benymsaiiku ce B rinaca Ha Bupmxunus Yiud, Enmnd Iladak Tpbraa ,,1o ciaeauTe

31

Ha €JHa I/ISFY6eHa 66HeTpI/ICTI/IKa” — IIO CJICAUTEC HA XCHH, YHUATO ITHCATCIICKa )Jap6a € oCTaHalla B

canka. C moprpera, koiito mpasu Ha Codus AmzgpeeBHa bepc,®? aBTOpKaTa OLEHHOCTSIBA

UHTEJNEKTYallHUsl M MPUHOC B JMUTEpaTypHOTO HacieactBo Ha Toncroi. Mcropusita Ha 3enga

9533

OuiypKepana € ucropus ,,Ha ppoa”™ — MEeXIy aBTOpaslo3HaBaHE Ha (HE)IPUKPUTUTE IUTATU B

POMAHUTC Ha Ckot CDI/II_[I[)KCPB.JII[ Hu OUTHETO M KaTo dBTOp Ha AOHCBHHUIM, IIMCMa W Ha

noiryaBroOuorpaduIHus poMan 3anasu Mu mo3su 6aJc.

934

Ha ,,npa3zunuen nup™™" B mamerra Ha llladaxk ,,ce cpemar” ¢ppaniry3oitkara Cumon 160 boBoap,

snonkute FOko ILlymuma u Tommko Tamypa u typkunsara Cesru Coiican. Benpeku pa3cTosiHUETO,
KOETO TU pasJiensi, T CHKUTEICTBAT B CBOS TBOPYECKH OMUT M OOII €3MK — TO3W Ha (peMHHU3MA.

HeouakBano nanar rpanuuurte Mexay nucarenku ot M3roka m 3amama. Kakto 3abenszBa Padua

2935 9536

3akapwma, ,,l1ladax ce qBMWXK B MpOTHBOpeUHBH Treorpaduu.” ,,MankuTe KEHH ¢ TOJIEMH ChpLa

JIyuza Meit OnksT u JIxopak EnubT BlasesT ,, IuaaKTUKaTa, KOSTo paskaspa uctopun’®’, Obeunssa
TH U3KYCTBOTO, KOETO, KAKTO cMATa EnubT, TpsAOBa 1a ,,yBeandaBa chCTpaiaHUeTo Mex Iy Xopara”,
[ladak ciomens Ta3u mpeacTaBa 3a TBOPUECTBOTO KATO CPENICTBO Jla C€ CaM03a0paBHUIII 3apafu APYTH

xopa u apyru ucropun. JJoporu Iapksp — ,,Haif-ocTpoymHara xeHa B 1llatuTe”, ,,uepHaTa Maiika”

27 [ak TaM, c. 166.

28 [Mak Tam, c. 215-217.

2 Tlak taM, c. 105-106.

%0 TTak tam, c. 32-40 — Eceto, nocsereno Ha ®upyse, ce Hapuua Cecmpa c dapba.

31 Tax tam, c. 40.

32 [Tax Tam, c. 61-65 — Jlynnama scena € ecero, mocsereno Ha Codust Anapeesna Bepc.

33 [Tax Tam, c. 134-139 — EceTo, moceeTeHo Ha 3ena, € chC 3ariaBue Ja ceduw na pvoa.

% Tak tam, c. 116-120 — [Tpasnuuen nup € 3arIaBUETO HA ECETO, OCBETEHO HA YETUPUTE TTUCATEIKH.

3 Bax. The Women Within Elif Shafak by Rafia Zakaria. May 10, 2011.
http://www.elifsafak.us/en/degerlendirmeler.asp?islem=degerlendirme&id=41 (06.01.2017).

36 B, lladak, Emud. Yepro mraxo: 3a nucanemo, Maiyuncmeomo u xapema evmpe 6 nac. IlpeBos ot anrnuiickn EMunus
JI. Macnaposa. Co¢usi, ,,Ermont beirapus”, 2012, c¢. 178-182 — Ecero, nocseteno Ha Jlyusa Meit OnkbT u JIKOPIK
Enupt, € cbe 3armaBue Manku scenu, eoiemu copyd.

37 Huxomuuna, Murnena. Pooena om 2nrasama. Codus, UK ,,CEMA PIII”, 2002, c. 142.

8 Mladax, Enud. Yepro maaxo: 3a nucanemo, MatiuHCcmeomo u xapema ébmpe 6 Hac. IIpeson ot anrnuiicku Emunus J1.
Macnaposa. Co¢us, ,,Ermont bearapusa”, 2012, c. 182.

% Bsk. Huxomumna, Murnena. Podena om anasama. Copus, UK ,,CEMA PIII”, 2002, c. 143 — HukoruuHa KOMEHTHpPA
BB3reautTe Ha Jpxopmk ExusT 32 Mopaia B TBOPUECTBOTO.

227



http://www.elifsafak.us/en/degerlendirmeler.asp?islem=degerlendirme&id=41

Colloquia Comparativa Litterarum, 2017

Onpu Jlopn u ,,HuumsTa Maiika u ceipyra” Canapa Cucaepoc® — ¢ kuurute cu Te kapar yurTaTesuTe
Ja TPECKOYaT COOCTBEHHUTE CH KYJITYPHH CTEHH, Ja OpakocwhyeTasT ,,0enust Oama’ (pasyma) u
,depHaTa Maiika” (MHTYWTHBHOCTTa). Pebeka Yect He ce ymopsiBa na ce OOpu 3a coluaiHa
CIpaBEeAJIMBOCT U PAaBEHCTBO, @ Maprsoput J{ropac He ce cTpaxyBa Ja pa3padboTBa €HU U ChIUIH TEMH.
Brnpeku ye qHec e Bb3npueMaHa kaTto Mysa Ha Punke, Humme u @poiin, B TBOpuecTBOTO cH Jly
Anpnpeac Canome BMXK/Ia jK€HaTa KaTo TBOPEL, HE IMPOCTO KaTO M3BOP Ha BIABXHOBEHHUE. Tpure ce

1

cpemaT4 B IIpo1ieca Ha ,,CTaBaHe” Ha )XCHCKOTO Ha4daJio, 3a KOC€TO IroBOpu CumoH AbO BOBoap. Amuca

”42 i craBa Al

3unoBueBHa Pozenbaym ce npepaxkia B ,,HpaBCTBEHOCTTA Ha PALIMOHAIHHUS €TOU3bM
Pann. A Cunsus [Inar npocro He ycnsiBa B ,,CTaBaHETO”, Thil KaTO M3UCKBa OT cebe CH MpeKaleHO
MHOT0 — Jla IIOCTHTHE ChbBBPIICHCTBO B TBOPYECTBOTO CH (B KOCTO YCIIsIBa), HO J1a Ob/IC U ,,CBPBXIKeHA”
— ,,ceBBpIIeHara Iloeteca Maiika”.*® Ta3su HEMOCTIKMMOCT TIPEBPBIA U YMHPAHETO B HM3KYCTBO. B
LUTUPAHOTO CTUXOTBOPEHHE ,,A3 UCKaM, a3 UCKaM’~ OTPOMHOTO O0romnoaooHo 6ede e IMEHHO TOBa:
CBPBXJKEJIAaHUETO J1a OB, HEKOHTPOJIHpPyeMaTa KEHCTBEHOCT.

KakBo apyro moxe na Obpae My3eHHHAT pediekc 3a KOJEKIMOHUpaHE Ha >KEHU-TBOPIH B
Yepro maaxo, ako HE BYJIKaH OT JKEHCKa TBOpUYECKA IJIOJOBUTOCT, HO U OOTraTCTBO OT HACIEACHU
YCTHHU pa3Kas3u — Mpe/laBaHu BEeKOBE Hapea OT 0abu Ha BHY4YKU. IMEHHO TAX HEeHIT U Anuc YOKbp, U
Tonu Mopucen®, u Emud Illagak. Camara Emu¢ Illadax e mpageceraTa HmcaTenka, KOSTO
3aTBaps/OTBapsl Kpbra Ha KEHCKATa IJIOAOBUTOCT — TS pa3ka3Ba MCTOPUHUTE HA TE3W NHCATEIKU U
MUIIE Ta3U KHUTA, TS CIylla TO3M ,,XO0p Ha HECh3BY4YHHUTE Ii1acoBe” B cede cu. L{era XybeHoBa nuie
32 MHCTMHKTA HU KbM ,,M/H/0%eHET0 %, KOIWTO BCBHIIHOCT € OTBapsHE KbM CBETa U KbM jpyrute. [To
TO3W MOJIeN pa3Kka3BaukaTa Cc€ y-MHO)KaBa B IIeCT ,,MaikH keHu (mo Jlymza Meit Onkbr), mect
[Taneuku (mo mpukaskaTa Ha AHJIEPCEH), BCSIKa OT KOUTO pa3Ka3Ba CBOsSl IpHKazka. MankaTa
lNocnioxuuka [IpakTuynHa cinenu 3arinaBus Ha KHUTY 3a camornioMonl. Jlamata JlepBuii roBOpU Ha €31UKa
Ha Pymu, lllamc ot Te6pu3 u ['annu. Muneiinu Amoummosnara [Toknonnuiia Ha YexoB ce BIbXHOBSBA
OT TBOPUYECTBOTO Ha TOJeMusi pycku kiacuk. Haii-mHoro ¢unocodcerBa 'ocnoxkuna I[{unuynara

Nurtenexryanka — HeliHaTa pey ornacsiBat Butrenmiaitn, Captp, Bantep bensmun, Maptun Xaiiaerep,

40 Bx. lladak, Enud. Yepro masxo: 3a nucanemo, MamuuHcmeomo u xapema évmpe 6 Hac. IIpesoj ot anrmiickn EMumnus
JI. MacnapoBa. Codusi, ,,ErmonT Bearapus™, 2012, c. 208-213 — B ecero Knueu u deya, nocsereno Ha Jloporu Ilapksp,
Onpwu Jlopn u Canapa Cucuepoc, [ladak komeHTHpa MeTadopaTa 3a TBOPUECTBOTO KaTO paxaaHe.

4l TTak tam, c. 234-238 — JIy Auapeac Canome, Maprsoput J{iopac u Pebexa Yecr ,,ce cpemar’” B eceTo JKeHcKomo HA4ano
KAmo He3a6bpuleHo No8ecinaosaue.

42 [Tax Tam, c. 170 — Eceto 3a Aiin Pann ce Hapuya B npocrasa na e2ousma.

3 [Mak TaM, c. 78-83 — Eceto 3a Cunsus [1nat e o3arnaBeHo 3a noemume u 6ebemama.

4 TTax Tam, c. 250-254 — Eceto 3a Amuc Yoxsp u Tonn MopucsH ce Hapuua ITucamenku matiku u mexuume oeya.

4 XyGenosa, Llpera. ETnuka Ha HapaTHBa WK yJIOBOJICTBHE OT M/H/0kKEHETO. — B: E3uknvm u aumepamypama — cpedcmeo
3a /ne/pazoupamencmeo. llox penakunsta Ha 1-p Unuana Monosa. Codust, YU ,,Ceern Kitument Oxpuncku”, 2003, c.
179.
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Emun Yopan, Xemunryeil, Xana Apenrt, IOmus KpscreBa, Ockap VYaiina.. Mama Cytnam e
MalluMHCKU HaCTPOEHA U ce€ MHTepecyBa OT rorBapcku peuent. Hezabpaska boBapu He camo oT/aBa
IOYUT Ha repouHsaTa Ha dao6ep, HO BiIajee e3UKa Ha AKEHCKOTO TsUI0 — ChILO KAaTo Iucarenkure Pura
Meii bpayn, Capa Yorspc, Anekcanapa Kononraii... Ciopen Padua 3akapust moxe 61 camo eiHa Win
JIBE OT IIECTTE MAJIKU )KEHU MOKEM JIa OTPEACTNM KaTo TYPKUHH U MIOCIOJIMAHKH. A J1a ce cOIbCKalll
C OJIO0HU TUNIAXKKU B KHUTA, KOATO BKJIIOYBA JyMarta ,,XxapeMm’ B 3arjaBUETO CH, € HeouakBaHo.*® Ako
nepugpasupam 3akapusi, Moke O UMEHHO Ta3u JyMa € U3TOYHUAT UMITYJIC 32 CbOMpaHe Ha Pa3JInyHU

IMUCATCIIKKU U TEXHUTE IMYHU UCTOPUHU 3a Mal4MHCTBOTO M JKEHCTBEHOCTTA B €Ha KHHUTa.

2. JlyopaBka Yrpemmy: UcTopuyecKusiT My3eii.

»VI3STPUTHAT KUBOT U YHUIIOXKEHATa KyJITypa HUKOTa U C HUIIO HE MOraT Jia ce OOHOBST.
3aroBa aHec EBpoma e mbiiHa ¢ My3ed, KOUTO Ca 3aMHCIIEHH KAaTO MECTa Ha KOJICKTHBEH CpaM.
Mys3eanu3upaHUAT cpaM € Helo KaTo M3KyIuieHne Ha rpexosere.”*’ ToBa e Hammcana ¢ TOpUMBHHA
HyOpaBka Yrpemud B €IHO OT ecerara B cOopHuka Hiawa nuxou eéxvwu. TakbB € u My3esaT Ha
Oe3ycioBHAaTa KamuTynanus, mnoctpoeH B HM3touen bepnun, 3a ga mnpumomHs wucTOpUATa 3a
KaluTyJIUpaHeTo Ha xuTiepuctka ['epmanus Ha 9 mait 1945 r. Ho Toii e oTnpaBHaTa Touka, OT KOATO
€IHOMMEHHUAT pOMaH Ha YTpelny 1€ ce ONMTA Jla My3€ealu3upa )KEHCKaTa IaMeT, )KEHCKUsI pa3Ka3
Ha MCTOPUATA, 33 Ja CIaCH MUHAJIOTO M Ja U3YUCTH cpama oT namerTa. Enmnd [ladak Bnucsa cBoute
,My3eiHH YOBEIIKM eKCTIOHATH *® — mucaTenkm OT Pa3sNUYHM €MOXM M HALMOHAIHOCTH — B CBOS
uHBeHTapHa kuura. Cropen Monuka Ilomecky® B ocHoBata Ha Myszesm na 6e3zycrosnama
Kanumynayus ca cHUMKUTe. Ha konekTuBHUTE My3en Ha cpama JlyGpaBka Yrpemund npoTHBONOCTaBs
JIOMalIHUs My3ed — ceMeiHust (uuHusl) anOym, Ha ronsMarta Mcropus — cemeifHata (JM4HATA)
UCTOpHUSL.

POMaHBT € CTPYKTypHpaH OT (GoTorpadu, ,,pealHy iy BepOoatan’’, KOUTO JOKyMEHTHPaT
cyOeKTHBHOCTTA Ha pa3ka3za. HeroBoro Hauaso ce Kpue B JaMCKaTa YaHTHUYKa OT CBUHCKA KOXKa, KOSTO
MalikaTa Ha pa3ka3BaykaTa JloHacsl B fasieyHara 1946 r. ¢ unsanero cu ot bbiarapus B cieBoeHHA

IOrocnapus. MaMuHaTta 4aHTa ce MpEBpPbHILIA BbB (I)OH,Z[OXpaHI/IJ'II/IH_IC Ha CIIOMCHH — CHHMKH, ITHUCMaA,

KbJITUILIA, cpe6I,pHa Ta6a1<epa, KOIIPUHCH MIaJI U KUYYyp KOCa. C tecucHHe Ha BPEMCTO JOMAIIHHUAT

46 Bsx. The Women Within Elif Shafak by Rafia Zakaria. May 10, 2011.
http://www.elifsafak.us/en/degerlendirmeler.asp?islem=degerlendirme&id=41 (06.01.2017).

47 Vrpemmy, lyopaska. Hama Huxoti exvuju. Ilpeson ot xupBatcku Jiogmuna Munnosa. Codus, daxen excrpec, 2006,
c. 161.

“8 [Mak Tam, c. 158.

49 Popescu, Monica. Imaging the Past: Cultural Memory in Dubravka Ugresi¢'s The Museum of Unconditional Surrender.
— In: Studies in the Novel, Volume 39, number 3 (Fall 2007). Copyright 2007 by University of North Texas, p. 336.

%0 Ibidem, p. 337.
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My3€ﬁ CC MpCIbJiBa (C'bC CHI/IMKI/I), JKCHCKUSAT HAPATUB CCKaJIMpa, TOTraBa 4YaHTaTa OTCThIIBA MACTO Ha
anoymute. CHUMKHTE ca OJPEACHHU B al0yMu, KakTo JrooumuTe nucarenku Ha [llagak ca BkiatoueHn
B OTJEJIHU €CeTa, HO XPOHOJIOTMYECKUAT NPUHIMII OTHOBO € HapyIIeH — ,,JI0paad CyOeKTHBHOTO
ycemmane 3a Hemiara”>l, [Tog06HM H3TOYHOEBpONEcKU anbymMu (ITbIIHKE ChC CHUMKH HJIM TIPa3HHU) ce
npoaasar Ha Outnasapute B bepnun. Koit Moxxe na mpemara mogoOHM LIEHHOCTH, ako HE XopaTa,

52 Monuka ITonecky or6enssBa, 4e JaMcKaTa YaHTa OT

KOWUTO Cropel Yrpeluy ca ,,My3eiHa paca
CBUHCKA KO’Ka € HPOHHUYHO HAMUTBaHE KbM MaTpUapXaTHUTE KIaCU(PUKALUU HAa ADXETUITHUTE KEHCKU
MIPOCTPAHCTBA, TS € MOoTeHuuaaeH (oToandyMm, KOMTO OT CBOS CTpaHa MOCTENEHHO Ce MpEeBpbhIIa B
My3eit.>® BChIIHOCT M 4YaHTaTa, U anOyMHTE ca ,,IbTyBalld My3en” (IBIHM C JMYHH JBHKHMH
KYJATYPHHU [IEHHOCTH), KAKBAaTO € IThJIHATA C IIUTATH OT Pa3jIM4YHU IMHCATENH, ,,cTapa KaTo MBbpTBO
Mope” kecus Ha Enud [ladaxk.

OcBeH anbOymMuTe CbC CHHMKH, Hal-TOISIMOTO OoraTcTBO Ha Maiikata oT Myseam Ha
bezycroenama kanumynayus ca KHATHTE — JOHECEHUTE B Kydapa M TO-KbCHO KyINEeHHTE. 3a
paska3BaykaTa (IbllepsaTa) MAldMHOTO JIMIE € CHUMKA, BbPXY KOSITO MOKE J1a C€ IPOYETE ,,yTaKaTa
Ha MPOYETCHUTE POMAaHM, U3TJeAaHu (UIMHU, yTaliKkaTa Ha KEHCKUTE ChJI0W, CUIIHM, POMAHTUYHH,
cTpacTHH...”> MaiikaTa oOuua 3arnaBuATa ¢ )KeHCKH uMeHa — AHa Kapenuna, Ema bosapu, Kapn

Apwmanc, Pebeka, Tec, JIycu KpoyH... B Tx npmepsra ,,Hanunea” JudHATa HCTOPUS HA MaiKa CH U

MIPHUCBOsIBA HEHfHAaTa OMOIMOTEKA, BBIIPEKH Y€ TPYTHO KiIacu(PUIupa KHUTUTE (KAKTO U CHUMKHTE).

3. AHreJIbT Ha HCTOPHSITA H POMAHBT (MYy3esiT) HA HOCTAJITHSATA.

My3eute, CTPyKTYpUpaHH OT [BETE€ IHCATEIKH, CE Mpecpemar B Oe3clopHaTa CHOpe[
VYrpemmuu Bpb3Ka MEXIy JBaTa >XKaHpa — ceMelHus anOyMm u aBToOMorpadusTa: ,,al0yMbT €
MartepuanHata aBTobuorpadus, asrobuorpadusarta e BepOamHuaAT andbym”.>® B nuTeparypHara
konekuus Ha Enud Iladak Bnu3ar nucatenku, KOUTO camarta T € yesla WM YeTe U KOUTO ,,Iuiar”
aBTOOHMOTrpaduuHus u pomad. [Ipe3 TeXHUTE TUYHU M TBOPUYECKH MCTOPHH MPO3UpPa HEBH3MOXKHATA
a0COJIOTHA MCTHHA 32 MUCAHETO W MAaWYMHCTBOTO. OT CBOSI CTpaHa HEYIbPKUMHUTE KOJEKIHUA OT
anoymu (CHUMKHM) W KHMTM Ha JlyOpaBka Yrpemud HOCTaBAT MOJ BBIPOC TPAHULUTE MEXKIY

UCTOPHUOTPA(CKO U IUTEPATYPHO MUCAHE.

51 Vrpemmny, {yb6paska. Myseam na 6esycioenama kanumynayus. Ilpeson ot xwpBarcku JKena Ieopruesa. Codus, UK
,,Cturmatu”, 2004, c. 37.

52 Tlax tam, c. 349.

3Popescu, Monica. Imaging the Past: Cultural Memory in Dubravka Ugresié¢'s The Museum of Unconditional Surrender.
— In: Studies in the Novel, Volume 39, number 3 (Fall 2007). Copyright 2007 by University of North Texas, p. 342.

54 Tlax tam, c. 142.

% Vrpewmmu, Jlyopaska. Myseam na 6esycrosnama xanumynayus. Ilpeson ot xbepearcku XKena Ieopruesa. Codus, UK
,.Cturmatu”, 2004, c. 55.
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My3eiHUAT €KCIOHAT MOKE Ja pa3KpuBa, HO U Ja CKpUBAa HCTOpHUS, KAKTO B cillydas C
MOXKBJITSJIaTa CHUMKA Ha TPUTE HEMO3HATH KbIELH ce )keHU. CHUMKaTa, KOSITO MOXKE /1a C€ BUJU U B
OBJIrapcKOTO U3JaHNE Ha pOMaHa Ha YTIpellny, € HalpaBeHa B HayasioTo Ha XX Bek Ha peka [lakpa B
XnbpBarcka. ToBa e eIMHCTBEHATa M3BECTHA HA MpUTEXaTenkara (paskasBaukaTa) mH(popmaims.®
HeusBecTtHarta uCTOpHs HAa Te3M JXEHHU, CBIIO KaTo pas3ka3a 3a Dupyse, e meradopa Ha
npeHedpersanuTe oT roysiMata Mcropus sxeHcku ucropuu. B Yepro maaxo Emug ladax Tpwraa mo
ClIEINTE HA MUCATENKH, YMATO fap0a e octaHala B csHKa. B Myseam na 6esycnosnama xanumynayus
JlyOpaBka Yrpemud My3ealn3upa HENO3HATUTE, HENPOYETEHU M HEHANMCAHU JEIHUYHU JKEHCKU
uctopuu. ToBa ca buorpaduu Ha )KEHH KaTo MalKa i, kato 0abda ¥, KOATO B JajieuHaTa YepHOMOPCKa
Bapna mnnersuia ,,MHOro rpyou mynoBepu 0e3 pbKaBH, TakuBa, KOUTO ,,TOIUIIT KpbcTa’, TyHaia
MHOTOOPOHHHUTE BH3IVIABHUIM U TIpaBena ,,0aHuIM, MEKMIIH U Jukubkunana”.’ Jlens [yna, rocnoxa
buna u Cunreprpadunsara ca xato cectpu Ha Mama Cymiam or Yepro misaxko, KOATO OTIIIEKIA
OeroHuy, TpaBu TYPIIUU W MapMaiaad, IpUTOTBs JecepTd. [IppBara € yduTenka, CerHaaucT 1o
BBIIPOCHTE HA €JIEraHTHOCTTA, BTOPATa JIOBH OPUMKHUTE HA CKbCAHUTE YKEHCKU YOpaIu, a Tperara €
IIMBAaYyKa, CpacHajJa ce CbC CBOsTA IlEBHA ManMHa. TexHure Ouorpaduu ,numar’ rojasmara
aBTOOMOrpadus Ha pas3Ka3BauykaTa, KOSITO KaTO B XMIIHOTUYEH TPAHC MECHU CJIAJKd B OIPOMHHU
KOJIMYECTBA U pa3/iaBa Ha MpUATEINTE CU. B Hes mucaHeTo, ChIO KaTO FOTBEHETO, IIMEHETO WIIN
IJIETEHETO, C€ MpPEeBpbhINAa B , KeHCKa pabora”. XKeHckuTe AEMHOCTH M KEHCKATa MaMeT CTaBaT
(oHIOXpaHWINIIA, My3€H Ha Oe31leHHa KyATYpHa HHPOpMaLusi. A pOMaHbT — MHBEHTapHa KHUTA WX
asi0yM, KOUTO BITUCBAT TOBA MYy3€HHO OOraTcTBO OT UCTOPHH.

ABToOHOrpaduaTa Ha pa3ka3BaukaTa € (He)HalrcaHa BbpXy OHa3u OCBETEHa rPyloBa CHUMKA,
Ha KOSITO € TpsiOBaJIo Jja ce BUK/AT TS U HEMHUTE MPUSITENKU, ChIIO MPENoJaBaTesIKi B YHUBEPCUTETA
— Hyma, [lotu, MBana, Anma u JluHka. OTHOCHO Ta3u cHuMKa Monuka Ilonecky komeHTHpa
pasMHBAHETO Ha M3KYCTBEHUTE TIpaHUIM MexIy ¢ororpadus, NUCaHE, CKYINTypa, apT
uHcTananuu...>® T npuinya Ha GenuTe CTPaHMIM B JHEBHHMKA Ha AHanc HuH — rotoBu ga 6baar
u3NnMucaHu (OIUIOZEHH) OT 4epHOTO MacTuiio. OcBeTeHaTa CHHUMKa ,,eJTHOBPEMEHHO I03BOJISIBA U
BB3MpenaTcTBa namerta”™, Ho Koif MoXe Ja Mpeu3BHUKA CTIOMHSHETO, T.€. 3alHCBAHETO HAa BCHUYKH
OHE3MU JKEHCKHU UCTOpUU B Myszesam na be3ycroenama kanumynayusa? VI xora MIIKOTO IMOYEpHSIBA OT

nucarencko Mactuino? Koraro moiime Angelus Novus, 3a koiito roBopu ['ocmokuiia [{uruunara

% [Tak Tam, c. 17.

57 Mak Tam, c. 202-203.

%8 Popescu, Monica. Imaging the Past: Cultural Memory in Dubravka Ugresi¢'s The Museum of Unconditional Surrender.
— In: Studies in the Novel, Volume 39, number 3 (Fall 2007). Copyright 2007 by University of North Texas, p. 345-346.
%9 Ibidem, p. 347.
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HNuTenexkryanka M KOMTO M3MJIEXKAAa TOJKOBAa ,,CAMOTEH U 6esuanexen’. AnbymMbpT WU
aBToOMoOrpadusTa copes; Yrpemuy ca ,,JIeHHOCTH, PbKOBOJIEHU OT pbKaTa Ha HEBUAMMMS aHTell Ha
HocranrusTta.”®! Pomannte Ha nBeTe mumcatenku ce (Ipe)cpemaT B MHTEpHpeTanuaTa Ha Banrtep
bensmuH, B KosTO aHre)IbT OT KapTuHaTa Ha [ayn Kiee ,,Angelus Novus” e ,,Anrein na I/ICTOpI/ISITa”GZ.
Crnopen berstMiuH HEroBOTO JinIle € 00BPHATO KbM MUHAIOTO. BMecTo Bepura oT chOUTHSI, TOM BUXK/1a
€IMHCTBEHO KaracTpoda, KOATO Tpyla OTIOMKH BBPXY OTIOMKH. AHTENBT OM HCKal aa chOepe
pa3buToTo, HO He ycrsBa. HecaydaiiHo B cBos cTaTHs, o3ariuaBeHa Mosm eepoil: Baimep benamun®®,
Emud ladax vHapuya HeMckus ¢unocod ,,aIxuMHUK’, KOUTO cMecBa JuTepaTrypata ¢ puiocodpus u
KOWTO B TBOPUYECTBOTO CH HEMPEKHCHATO Koyekiuonupa. [logo6Ho Ha Hero u Yrpemmd, u [lladak
YCIENIHO CMECBAT JHUTeparypara ¢ JIpyrd u3KycrBa. B To3u cmucwn Yepno masaxo moxe na ce
pasriexaa Karo aadyM Cc MOPTPETH Ha Pa3IMYHU MUCATENKHU, KOUTO, CbOpaHU 3aedHo, ,,M3pUcyBaT’”’
(aBTO)OpTpETa Ha aBTOpKaTa Ha pomaHa. CHUMKHUTE, peaTHH U BepOATHU OTIIOMKH OT MUHAJIOTO, Ce
Hacyarear u opopMsT Koax ¢ o0pas3a Ha pa3ka3Baukara B Myszesam na Oe3ycioeHama Kanumyaiayus.
,derenero” Ha Yepno mnsxko m Myzeam... ipe3 BU3MHUTE Ha BeHSMUH JaBa BB3MOXKHOCT
POMaHBT-MYy3ei 1a Ob/ie NeuHupaH npe3 Npru3Mara Ha JTUTepaTypo3HaHueTo. OnpenensiHeTo My KaTo
,AHBEHTapHa KHHTra”, ,,KOJEKIUS WIH ,,al0yM” OT TJeAHa TOYKAa Ha MY3EO0JIOTHATAa CHBCEM
€CTECTBEHO BOIM J0 audepenuupane Ha ,Jmteparypen” (Illadak) u ,ucropuuecku” (Yrpermd)
pOMaH-My3ell — B 3aBUCHUMOCT OT IMpeajokeHusi apxuB. CpaBHeHueTo ,,pe3 beHsMuH” naBa
BB3MOXHOCT 32 CBOOOIHO MPEBKIIIOYBAHE OT MY3€0JIOTHSATA B TUTEPATypO3HAHUETO U 00paTHO. B TO31
CMHUCHJ KHUTATa (KOJICKIHS, AI0YM) OT MOPTPETH/CHUMKH MPEICTABIISABA KOJIaX OT aBTOOHOrpapuuHM
(dbparMeHTH — CIIOMEHH, YMEJIO BIUICTCHH B THhKaHTa Ha aBTOOMOTpaduyeH poMaH M ONpEIeIIsIu
HeromaTa CTpykTypa. BMecTo Bepura ot chOUTHS, B HApAaTUBHUS CTPOEXK CE€ HACIArBaT MHOXKECTBO
,,OTKIIOHeHHs”. B cBos omuT 3a anTpomonorus Ha mamerta JKoen Kanmo® onpenens cnomena xato
OTKJIOHEHHE OT OTMHHAJIOTO CHOUTHE, CPABHSIBANKHU IO C My3€HHHSI €KCTIOHAT, KOWTO 32 MMOCETUTENS €

Jajied OT KOHTEKCTA, T.€. OT CbIIIMHCKOTO CH 3HAYCHHUC. 41 CIIOMCHBT, U €KCIIOHATHT B CBOATA CbIIHOCT

ca (parMeHTH, OTJIIOMKH, OT KOUTO C€ ONHUTBAME Ja CIJII00MM, Jla PEeKOHCTpyupame LsuioTo. B

80 B, Iladak, Emud. Yepro mnaxo: 3a nucanemo, Maiyuncmeomo u xapema evmpe 6 nac. IlpeBos ot anrnuiicku EMunus
JI. Macnaposa. Codus, ,,ErmonT beirapus”, 2012, c. 58.

81 Vrpemmu, Jly6paska. Mysesm na besycrosnama xanumynayus. Tlpeson ot xbpearcku Kena [eopruesa. Cous, UK
,,Cturmatu”, 2004, c. 58.

52 Bsx. Benjamin, Walter. Theses on the Philosophy of History. Illuminations, trans. Harry Zohn, New York: Schocken
Books, 1969, p. 249: https://en.wikipedia.org/wiki/Angelus Novus (06.01.2017). BeHsiMiH HHTEpIIpETHpa KAPTHHATA Ha
xynoxxuauka [Taym Knee ,,Angelus Novus”.

8My hero: Walter Benjamin by Elif Shafak. The Guardian — 27.04.2012.
https://www.theguardian.com/books/2012/apr/27/hero-walter-benjamin-elif-shafak?newsfeed=true (06.01.2017).

8 Kauto, XKoein. Aumpononozus na navemma. Ipesox ot dpenckn Mapuo Mowues. Bpaua, M3narencka kbma ,,0apu”,
2001, c. 28
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OenexkuTe 3a cBOs Jekius ot 12 suyapu 1980 1. ®°, B kK04TO paschikaaBa BbPXY AMATEKTHKATA HA
KHUTaTa U andyma, Ponman baprt TBepanm, ue ,,Kuurara” e oOpeueHa Ha OTJIOMKHU, OT HEsl OCTaBa IIUTaT,
(hparMeHT — HaIlMcaHa, Cje BpeMe T OTHOBO cTaBa ,,Anoym”. B TBopoute cu u llladak, n Yrpemuny
MOCTUTAT OHOBA, KoeTo bapT Hapuua ,,Bb3xBana Ha AnOyma HapaBHO ¢ KHHTraTa” v KOETO CIiope]] Hero
BOAM 10 IUIAaMEHHA 3aluTa Ha PancoanyHoTo uinu Ha ,uaesta 3a Hemo Cwvuumo, Ckvpneno, 3a
Iauyvpk”. ®® TpeBeneno Ha e3uKa HA BATA POMAHA — CHOPAHUTE MApUYEHIA, KPBIKH UK (parMeHTH,
CBIIUTH, (PE)KOHCTpyHpaT MHUHAIOTO M Cbh3/AaBaT CHEeUU(PUYHO POMAHOBO MPOCTPAHCTBO HA
Hocranrusta (Hocranruunoro, ako mepudpasupam baprt), meradopa Ha KosITO cTaBa AHIrenbT Ha
Banrep benamun.

B pomana Ha Yrpemuu AHreabT Ha HocTanrusra ¢ Andpea, KOWTo ocBeT(J1)sBa rpyrnoBara
CHUMKa C MPUCHCTBUETO CHU M OCTaBS Ha MPUSTEIKUTE MO €AHO aHTeNICKO nepo. [IpuchcTBreTo My e
MaTepUaInu3upaHo Ciell KaTo MorbiHanara neporo VMBana 3abpeMeHsiBa U pakaa CHH. AHTEJICKHUTE
1epa U3TpUBAT MMaMETTa 3a CAy4mIoTo ce. CIIOMHS CH €IUHCTBEHO pa3Ka3BaukaTa — TS HE € IOoJyuuia
IIepo, HO y Hesl OCTaBa Mpa3HaTa CHUMKa ¢ Os1aTta MoBbpPXHOCT. Pa3zka3Baukara 11e iMa Bb3MOXKHOCTTa
Jla ce MpeBbpHE B MUCATEIKa, /1a POJU POMaH, B KOWTO III€ BIHILE CIIOMEHHUTE CU — 3a Ta3u UCTOPHS,
HO U 3a IPYTY He3alMCaH! )KeHCKHU UCTOPUH — Ha Maiikara, JaneyHara Obiarapcka 6aba, na nens [yna,
rocnioxa buna u Cunreprpadunsra... B ponsta Ha AHrena Ha ucTopusTa B YepHo MiAKo ce SBSBa
MIOBEJIUTENIAT Ha JP)KUHOBETE U Ha cieapoauiHara aenpecus I'ocnionapst Iloron. [TosiBata My npexbeBa
Ipoleca Ha IMCaHe Ha UCTOPHH, 3a Ja I'o Bb3poau ¢ HOBa cuia. OT cTapara Kecuiika ¢ pa3Ka3u Ha
Hladak n3mu3aT COOMEHH 3a TOJIKOBA MHOT'O MHMCATENIKH, BCSIKA ChC CBOM pa3ka3 3a TBOPYECTBOTO U
MaiunHcTBOTO. EnHa ot T, Enen Cukcy — u3BectHara ppeHcka nucarenka-peMUHUCTKA — Ka3Ba, ue
TEKCTHT M € HAIHCaH ,,c 05710 U YEPHO, C MIISIKO U sour”.%" Tasm ,,3amajHa’ BU3MA 3a MHCAHETO IO
0CO0EH HAYMH ce mpecpelia ¢ moe3usnTa Ha nepcuena Pymu: ,,Ilepoto rinaBata cu cBexa, / 3a 1a aazie
TBMHa CTaJ0CT Ha cTpanunaTa”.® | TrMHa cajgocT” ce Hapyya IecTaTa 4acT Ha KHHTATa, B HA4aIoTo
Ha KOSTO € To3u nurar. Pesynrat ot npecpemnianeto Ha M3toka u 3anaga, Ha U3TOYHUTE U 3aIaTHUTE
Tpaauiuu Ha ucane € Yeprno musxo. Cnen cpemara ¢ ['ociogaps [Toron Enud [ladaxk e poau omre
€/IHO JIeTE U IlIe HaluIle poMaHa JI10608.

B uepnoro mmsxko Ha Emud Illadax u ocBerenara cHumka Ha JlyOpaBka VYrpemmuu ce

MPUILTB3BAT YETEHETO M INHMCAHETO, ITaMETTa W HCTOPHSATA, UCTOPUATA W JUTEPATYypaTa, MY3esIT U

8 Bx. Bapt, Ponan. Illoozomoskama na pomana | u |l. Benesxcku 3a nexyuonnu u cemunapuu sanamus 6 Konesc 0o Dpanc
1978-1979, 1979-1980. IMpesox ot dppencku I'amuna Menamen. Codpust, UK JIMK, 2006, ¢. 350-351

6 TJax tam, c. 344

5 Mlagax, Enud. Yepro maako: 3a nucanemo, Matiuuncmeomo u xapema evmpe 6 nac. Ipesos ot anrnuiickn Emunus JI.
Macnaposa. Co¢us, ,,Ermont bearapusa”, 2012, c. 272.

% [Tak Tam, c. 227.
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poManbT. OT enHa cTpaHa POMaHbBT-My3el, KOMTO ce omuTax Aa JeGUHUpaM B MPEATIOKCHHS
CpPAaBHHUTEJCH aHalu3, ce [JBW)XKM II0 TpaeKTopuara Ha aproOuorpaduunus pomad. B
3amaJHoeBpoINelcKkaTa TpaJulus OOMKHOBEHO TOBAa € poMaH 3a cbhjbara Ha TBopeua. Toil e u
XyA0KeCTBEHa MHTepIpeTalys Ha oTHomeHnero [Tamer — Mcropusi, BBIIpoc, KOWTO, KAaKTO 0TOENsA3Ba
YKoen Kanno®, e axryanen 3a 3amagmara Ky/iTypa ¢ XapakTepHaTa M CTPacT KbM OINO3HABaHE HA
MUHanoTo. B ,cpmmrara’ cTpykTypa Ha poMaHa-My3eil o0Oauye Ipo3upa HaIlpEeKEHUETO,
IIPOTUBOIIOCTABAHETO MEXAY IaMeT M UCTOpHs, 3a Koeto rosopu lImep Hopa, ¢ akueHt BBpXY
CIIOMEHa, T.e. BbpXy namerra. OT apyra cTpaHa JBeTe TBOPOM IMOCTaBAT BBIPOCA HE IPOCTO 3a
chabaTa, HO U 3a aMeTTa Ha )keHara-TBopell oT bankanure. [TonobHo Ha AHrena Ha beHsMuH, T €
o0bpHATa C JIUIE KbM MUHAJIOTO, B3MpaIlla C€ B OHE3W CKPUTH, HEMPOUETCHH M HEHAITMCAHU HETOBU
JeTaiIi, KbM KOUTO HENPEeKbCHATO ce 3aBpbila. OTKa3bT U OT 3aJa/ieHa, CTa0WIHA UICHTUYHOCT —
I'BTYBAHETO, Ieorpacko M MEHTAIHO, IPE3 MHOXKECTBO MAJIKH HCTOPHUM, MJIECHTU(UIUPAHETO ¢
TOJIKOBA Pa3JIMYHU U CHILEBPEMEHHO TOJKOBA OJIM3KU KEHCKH IJIACOBE — U B ABaTa pOMaHa Mopaxaa
OHOBa HEN30€XHO YyBCTBO, KOETO HA-TOUHO OM MOIJIO /1a C€ U3pa3u C TpbliKaTa Ayma ,,HOCTaIrus”
— Thra I10 3aBpbIIAHE Y 1oMa. MHUCIIEH KaTo My3€i, pPOMaHbT CE IIPEBPBIIA B IPUCTAH HA CIIOMEHUTE,
cBoeoOpa3eH 3amecTuTesl Ha oM. BMecTo pojauHa, TOM mpeanara NpoeKkTUpaHe Ha pPOAMHA —
BBH3MOKHOCT 32 3aBPBIIaHE U PEeHapexk1aHe Ha (hparMeHTUTE (WM EKCIIOHATUTE), Ha CIIOMEHHUTE. A
HSKBJIE B [IOBTOPEHUETO, B HEMIPEKBCHATOTO MPECHTBOPSIBAHE U JIMYHO MPEXKUBSIBAaHE HA POAUHA U

poHO, € 0010TO 6ankaHcko 6utue Ha Yepno maaxo u Myseam na 6e3ycioeuama Kanumynayusi.

8 Bik. Kango, XKoen. Aumpononoeus na namemma. Tpesox ot dpenckn Mapuo Monues. Bpara, M3natencka kbina
,,Onpu”, 2001, c. 56
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Igor FIATTI !

Trieste, périphérie slave
Une question de minorité a travers la slovénitude de Boris Pahor

Résumé

Parcourue par des sollicitations idéologico-identitaires parfois lancinantes, Trieste a vécu les tensions
européennes en cherchant un équilibre impossible entre le cosmopolitisme (austro-hongrois) et I’affirmation
des cultures nationales. Nous souhaitons considérer le role de la littérature « triestina » de périphérie, avec une
application du paradigme centre/marge ; a savoir, le role de la littérature des minorités ethniques, notamment
celui de la production littéraire de la minorité sloveéne. L’ceuvre de Boris Pahor va nous aider a particulariser le
sujet de cet essai, qui vise a saisir « le fait différentiel » exprimant la singularité de 1’approche comparatiste.
Mots-clés : Trieste, minorité(s) slave(s), identité, Boris Pahor

Trieste, Slavic Periphery:
A Question of Minority through the Slovénitude of Boris Pahor
Abstract

Torn by ideological and identity stresses (existential ruptures in posse et in esse), Trieste has lived the
European tensions looking for an impossible balance between the Austro-Hungarian cosmopolitanism and the
affirmation of national cultures. With an application of the centre/margin paradigm, we intend to consider the
role of the peripheral literature of this city — namely, the role of the literature of its ethnic minorities, especially
the literary production of the Slovene minority. The work of Boris Pahor will help us to particularize the subject
of this essay, which aims to grasp the "differential fact" expressing the singularity of the comparative approach.
Keywords: Trieste, minorities, identity, Boris Pahor

Parcourue par des sollicitations idéologico-identitaires parfois lancinantes, Trieste a vécu les
tensions européennes en cherchant un équilibre impossible entre le cosmopolitisme (austro-hongrois)
et I’affirmation des cultures nationales. Dans cet essai, nous envisageons d’analyser cette unicité «
triestina » qui est un exemple clair d’une province devenue centre littéraire — et culturel tout court ;
nous nous proposons notamment d’en examiner un aspect : la question (slave/) slovéne.

Cette ville a toujours souligné son identité de frontiére, a partir de I’héritage de Sigmund Freud
jusqu’a la vague d’« utopie rétrognostique » de 1’Autriche-Hongrie : premier port de la Double
Monarchie, elle a fagconné son caractére grace a la mésalliance entre Apollon et Mercure, grace a la
répartition harmonieuse entre opérateurs politiques et économiques. (C’est un unicum qui a été étudié

méticuleusement par Arduino Agnelli, selon qui Trieste n’a été qu’un organe de 1’organisme cher aux

Y 1gor FIATTI. Titulaire d'une thése de doctorat en Littératures et civilisations comparées (Paris I1[/La Sorbonne Nouvelle
— en cotutelle avec 1'Université de Turin). Auteur de la monographie La Mitteleuropa nella letteratura contemporanea
(préface de Claudio Magris, Milano 2014). Collaborateur du magazine littéraire « L’Indice dei libri del mese ».
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« théoriciens » de I’idée de la « Mitteleuropa », une partie — a laquelle revient le mérite de ne pas
ambitionner de se présenter en tant que « tout » — exempte de I’« infinitude » et du « personnel »
théorisés par Hegel?.) A ce propos, Angelo Vivante a formulé une hypothése aussi anhistorique que

suggestive a laquelle les historiens ne peuvent se soustraire :

Trieste serait restée la petite ville de 3 000 habitants perdus dans la campagne slave prééminente, privés
de tout pouvoir d'assimilation a son égard, et de tout rayonnement sur les autres minorités citadines, si
le flux générateur des échanges ne lui avait permis d'assimiler et d'italianiser peu a peu les dizaines de
milliers d'étrangers accourant de toutes parts, et plus particuliérement les masses rurales devenues
automatiquement le nerf de l'actuelle italianité, tergestina et julienne.’

C’est donc dans le cadre de la métamorphose qui a mené « une commune fermée oligarchique »
a devenir « un emporium d’état cosmopolite »*, que la littérature évolue, presque comme un vice
secret. Dans un contexte ambigu centre-périphérie qui, en réalité, se révéle plutdét comme un discours
entre périphéries, il faut remarquer que I’Italie et Trieste gardent toujours un certain écart dans leur
rapport culturel. Par exemple, la tradition littéraire de Trieste refuse toujours la formule de Benedetto
Croce — qui en pratique finit par mettre 1’accent sur la forme plutot que sur le contenu ; a Trieste, par
contre, la forme est obstinément considérée comme ancilla substantiae et n’a jamais la méme dignité
de contenu®. A ce propos, I’écrivain triestin Giani Stuparich (1891-1961) cite Croce et sa réflexion est
exhaustive : « Il est souhaitable que I'ltalie apprenne a connaitre... I’ame germanique, slave etc... Mais
qu'elle ne perde pas... cette clarté intellectuelle, cet équilibre moral, ce sens fin de la forme, qui est une
des meilleures forces de sa riche tradition® ».

Nous souhaitons considérer le role de la littérature « triestina » de périphérie, avec une

application du paradigme centre/périphérie ou centre/marge’ ; a savoir, le role de la littérature

2 Agnelli, Arduino. La genesi dell’idea di Mitteleuropa (1971), Milano, Giuffré, 1973, p. 246.

3 Vivante, Angelo. Irrendentismo adriatico (1912), Firenze, Parenti, 1954, p. 248. Cité par Ara, Angelo et Magris, Claudio.
Trieste, une identité de frontiére, traduit de l'italien par Jean et Marie-Noélle Pastureau, Paris, Ed. du Seuil, 2008, p. 38.

4 Définitions d’Angelo Vivante, Irredentismo adriatico, op. cit., p. 15. Cité par Ara, Angelo et Magris, Claudio. Trieste,
un’identita di frontiera, op. Cit., p. 35. Pour la traduction francaise : Trieste, une identité de frontiére, op. Cit., p. 48. En
1719, la ville compte seulement 5600 habitants, alors qu’elle devient port franc par la volonté de 1'empereur Charles VI.
Ensuite, elle connait un rapide développement démographique : en 1818, la population compte 39.000 habitants, 123.000
en 1875 et 220.000 en 1925 (Mayer, Horst Friedrich, « Triest : Osterreichs Tor zur Welt », in Wien- Trieste um 1900 : zwei
Stéidte — eine Kultur?, Cornelia Szabo-Knotik (hg.), Wien, VWGO, 1993, p. 1-16). Notamment a la moitié du XIX® siécle,
la prolifération démographique est accompagnée par un développement économique impulsé en particulier par les
compagnies de navigation et les compagnies d'assurances : le Lloyd, qui transportait 2600 tonnes de marchandises en 1837,
en traitait 14.000 en 1851 ; les polices d'assurances des Generali avaient augmenté de 318.000 (1835) a plus d'un million
(1845). De plus, entre 1865 et 1890, plus de dix publications voient le jour chaque année (Apih, Elio. Trieste [con contributi
di Giulio Sapelli ed Elvio Guagnini], Bari, Laterza, 1988, p. 59).

5Voghera, Giorgio. Gli anni della psicanalisi, Pordenone, Edizioni Studio Tesi, 1980, p. 115.

& Stuparich, Giani. Scipio Slataper, Milano, Mondadori, 1950, p. 152 (nous traduisons).

7 Minh-Ha, Trinh T., « No Master Territories », in The Post-Colonial Studies Reader, Ed. Bill Ashcroft, Gareth Griffith
and Helen Tiffin, London, Routledge, 1995, p. 215-68 ; Itamar Even-Zohar, Polysystem Studies, Special Issue of Poetics
Today, vol. 11, n° 1, 1990, p. 68.
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« périphérique » des minorités ethniques, notamment celui de la production littéraire de la minorité
slovéne. L’ceuvre de Boris Pahor (né en 1913) — particuliérement son roman triestin par excellence
L’appel du navire (Parnik trobi nji, 1964) 8 —va nous aider a particulariser notre lecture, qui vise a

saisir « la différence ou plutot le fait différentiel »° exprimant la singularité de I’approche comparatiste.

1.

A la base de la spécificité triestine, il y a un facteur ethnogéographique : aucune autre zone de
la péninsule italienne ne bénéficie d'une telle contiguité avec le monde allemand et le monde slave.
Périphérique, enchassée dans le cceur du continent, Trieste connait un développement culturel
différencié et unique. Cependant, certaines communautés minoritaires se sont distinguées par la tenace
et stimulante survie de leurs cultures originelles (durant I’épanouissement de la ville, dans un équilibre
toujours tres fragile entre intégration et sauvegarde identitaire). Comme le note I’historien Angelo Ara,
ce discours est valable notamment pour les communautés caractérisées par une identité spécifique a la
fois culturelle et religieuse : la communauté allemande, protestante, se disperse dans le milieu
environnant, alors que les communautés grecque et — surtout — serbe restent ancrées dans leur
individualité ; elles s’insérent profondément dans le tissu social de la ville, mais restent tenacement
liées & leur tradition’®. Et, dans une dynamique centre-périphérie, les Serbes de Trieste deviennent
centraux dans le développement politico-culturel de la Serbie proper. Vuk Karadzi¢, pére de la langue
serbe moderne, écrit en 1833 : « Trieste est la cité maritime la plus importante de notre peuple (en ce
que concerne le nombre d’ames, c’est peut-€tre la plus petite, mais en termes de richesses c’est la
premiére)l. » Constatation de I’aisance d’une petite communauté qui, lors de I’explosion économique
du grand centre de commerce triestin, s’affirme entre le XVIII® et le X1X® siecle : elle contribue de
facon importante aux fortunes économiques de la ville, grace aux activités maritimes, aux banques
privées et aux compagnies d’assurances. Les villas et les palais des notables serbes de 1’époque et,
notamment, la coupole de 1’église serbo-orthodoxe de Saint-Spiridion — qui se découpe avec ses reflets

d’Orient dans le paysage triestin — témoignent aujourd’hui du poids économique de cette communauté.

8 Cf. Pahor, Boris et Rojc, Tatjana. Cosi ho vissuto: biografia di un secolo (Tako sem Zivel - Stoletje Borisa Pahorja),
traduzioni di Martina Clerici, Marinka Pockaj, Tatjana Rojc, Milano, Bompiani, 2013.

% Pageaux, Daniel-Henri. Le séminaire de 'Ain Chams: une introduction a la littérature générale et comparée, Paris,
L’Harmattan, 2008, p. 9.

10 Ara, Angelo. « Trieste e la mediazione tra le culture », in Intellettuali di frontiera : triestini a Firenze, 1900-1950, Atti
del convegno del 18-20 marzo 1983 promosso dal Gabinetto scientifico letterario G. P. Vieusseux, a cura di Roberto Pertici,
Firenze, L. S. Olschki, p. 10. Tout cela est possible grace a I’impératrice Marie Thérése, qui reconnait aux Grecs et aux
Serbes le droit de fonder une communauté religieuse a eux.

11 Karadzi¢, Vuk. Crna Gora i Boka Kotorska (1836). Cité par Medakovi¢, Dejan. Letopis srba u Trstu, Beograd,
Jugoslovenska Revija, 1987, p. 151 (nous traduisons). Pour une ample bibliographie, voir : Genti di San Spiridione. | serbi
a Trieste 1751-1914, Milano, Silvana Editoriale, 2009.
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Il s’agit de témoignages d’une richesse monumentale, une fortune capable de financer a la fois la
culture et les aspirations nationales : Dositej Obradovi¢ (1742-1811), promoteur des Lumiéres dans la
culture serbe, est accueilli plusieurs fois a Trieste ou il trouve un soutien, tout comme le fondateur de
la dynastiec Karadordevi¢ (Porde Petrovi¢ Karadorde [1762-1817]) : il y trouve lui aussi un soutien au
moment de 1’insurrection antiottomane. Et cette ville, cette « Trieste fiére et riche » chantée en 1844
par le prince-évéque monténégrin Petar Petrovié-Njegos (1813-51)!2 n’a absolument pas disparu de
I’imaginaire serbe contemporain®®.

Ici une précision est nécessaire. S'il est vrai que Trieste joue un role médiateur en transmettant
a I'ltalic des voix significatives de la culture de langue allemande, il est vrai, aussi, que la ville
méconnait les cultures balkanique et slave dans leur ensemble. L'ouverture vers le monde slave est tout
a fait négligeable, abstraction faite de la premiére « découverte » de Prague — ou certains Triestins
¢tudient a l'université allemande et ou Giani Stuparich a 1'idée d'écrire un livre sur la réalité tchéque,
La Nation tcheque (La nazione czeca, 1915). La déficience est encore plus grave, puisqu'elle a des
répercussions intestines. Une seule donnée suffit a le comprendre : en ce qui concerne le nombre
d'habitants, en 1912 Trieste est plus grande que Ljubljana : il s’agit de la premiére ville slovéne du
monde’*. Malgré cela, les Slovénes et leur culture sont totalement ignorés, c'est le cas d’Italo Svevo
(1861-1928) et Umberto Saba (1883-1957), chez qui, d’ordinaire, ils finissent dans la marmite du
méprisant « s'ciavo »*°. Et si, en général, les intellectuels ayant des horizons européens nourrissent un
sens de la supériorité italienne sur les Slovenes, cette conviction est visiblement encore plus enracinée
dans le milieu de la bourgeoisie moyenne qui, selon les mots du lettré Roberto Bazlen (1902-1965),
éprouve sa supériorité sur les Slaves et la fait aussi peser sur eux'®. On ignore que c’est a Trieste que
s'est formé Primoz Trubar (1508-1586), pére de la littérature slovéne et principale voix slovéne de la
Réforme protestante (les pieces d'un ou deux euro sloveénes représentant son buste ne suffisent
pas, aujourd'hui, a le rappeler ; les Triestins les mettent dans leur poche, distraitement) ; probablement
ignore-t-on aussi qu'a Trieste, a partir de la seconde moitié du XIX® siecle, les périodiques, les librairies
et les événements pour la promotion de la langue sloveéne se sont multipliés ; pareillement on ignore,
de fagon plus ou moins volontaire, que les €coles slovenes (inaugurées par les Francais pendant la

bréve parenthése napoléonienne des provinces illyriennes) ont ét¢ fermées par les Italiens au

12 Medakovi¢, Dejan. Letopis srba u Trstu, op. cit., p. 141.

13 Cf. Les romans Destin et commentaires (Sudbina i komentari, 1993) de Radoslav Petkovi¢ et L ’Observateur de la mer
(Posmatrac mora, 2001) de Goran Milaginovi¢. Ici nous rappelons aussi un roman triestin de Bora Cosi¢, comme I’indique
le sous-titre de son ouvrage Musilov notes : jedan trs¢anski roman (1989), qui renvoie le lecteur a la fin de la Yougoslavie,
a travers Trieste et le récit du crépuscule de 1’ Autriche-Hongrie.

14 Bavcar, Evgen. « Ecrire slovéne a Trieste », in Italo Svevo et Trieste, Paris, Centre Pompidou, 1987, p. 223-36.

15 S'ciavo en dialecte triestin signifie « esclave ». Par extension, « slave » au sens péjoratif.

16 Bazlen, Roberto. « Intervista su Trieste », in Scritti, Milano, Adelphi, 1984, p. 248-49.
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commencement du fascisme. C’est une césure d'une violence absolue, qui implique l'italianisation de
cinquante mille noms de famille et, surtout, l'interdiction totale de la langue slovéne. Le point de non-
retour de l'intolérance est marqué par l'incendie du Narodni dom : la Maison de la culture slovéne est
incendiée par les squadristi en 1920. « Je n'oublierai jamais cet aprés-midi de 1'été 1920, quand le
Balkan fut brtil¢, cet hotel ou les Slaves se retrouvaient. Dans le tragique spectacle de cette fin d'apres-
midi, je compris quelque chose d'énorme : les limites de cette place grandissaient dans une vision
funeste d'écroulements et de ruines, comme si quelque chose de beaucoup plus féroce que la guerre
passée menagait méme les bases de notre civilisation!’. » Aux fins d’intégrer ce témoignage de Giani
Stuparich, nous notons que le méme Stuparich est aussi ’auteur du passage suivant : « Les Slovenes
ont un sens inné¢ de la servilité », ils font « partie d’une nation obscure et vaincue, courbée sur la

glébe », « ils sont sous les talons de seigneurs plus forts et plus civils »*8.

2.

A Trieste, Ivan Cankar (1876-1918)%° découvre la culture slovéne en tant qu'expression d'un
peuple opprimé : dans son dernier discours prononcé dans cette ville quelques mois avant sa mort, il
affirme : si Ljubljana est le cceur des Slovénes, alors Trieste en représente les poumons®. Ainsi le
contraste italo-slave se profile, amplifiant une dialectique dyadique de contradictions jamais dépassées.
Contrastes inconciliables que Pahor approfondit dans son ceuvre a travers la question de la
slovénitude?. Le roman L'Appel du navire n’y fait pas exception, la résistance séculaire de la langue
et de la culture slovenes domine incontestablement le texte : l'histoire d'amour du jeune couple
protagoniste (Ema et Danilo) n'est qu'une expression de cette résistance ; et la Trieste des années 1930
que I’auteur brosse se révele étre en coulisses une ville désormais en chemise noire, ou tous ceux qui
voulaient réussir dans le commerce ou les affaires, endossaient « le masque de l'appartenance
italienne 22 ».

Pahor est né a Trieste, en 1913, quand la ville était encore le port principal de 1’ Autriche-

Hongrie ; il y réside toujours. Bien que sa « triestinita » soit donc peu ou pas du tout contestable,

comme est peu réfutable le fait qu'il soit I’'un des meilleurs écrivains slovénes contemporains, une

17 Stuparich, Giani. Trieste dans mes souvenirs (Trieste nei miei ricordi, 1948), trad. par Jean-Frangois Bory, Paris,
Bourgois, 1999, p. 91-89.

18 Stuparich, Giani. « Irredentismo superato ? », in Rivista di Milano, 5 février 1920. Cité par Ara, Angelo et Magris,
Claudio. Trieste, un’identita di frontiera, op. cit., p. 118 (nous traduisons).

1911 est question du prosateur slovéne majeur.

20 Cf. Cankar, lvan. Ociscenje in pomlajenje (1918).

21 Si Aimé Césaire a forgé le terme « négritude » pour revendiquer l'identité noire et sa culture vis-a-vis d’une francité
pergue comme oppressante, alors on pourrait pareillement parler de « slovénitude » pour décrire I’ceuvre de Pahor face a
I’oppression de I’italianité et en tant que rejet de I’assimilation.

22 Pahor, Boris. L'Appel du navire (Parnik trobi nji, 1964), traduit par Antonia Bernard, Paris, Phébus, 2008, p. 14.
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simple constatation est éloquente : le roman L'Appel du navire a été publié en 1964 ; pour lire la version
italienne, il a fallu attendre 1'année 2009 (la version frangaise a été publiée en 2008). Ce hiatus n'a pas
besoin de commentaires supplémentaires pour illustrer la réception de la littérature périphérique par
excellence de Trieste qui, manifestement, a été écrasée dans l'engrenage de 1'Histoire et des
métamorphoses des divisions continentales?®.

Les pages de Pahor émanent d’une conscience tout a fait herdérienne de la centralité de la
langue dans la défense identitaire. Vis-a-vis de l'italianisation, « tant que les Slovénes resteraient aussi
fideles a leur langue maternelle, méme s'ils n'étaient qu'une poignée par agglomération, rien n'était
définitivement perdu ». On constate qu'il s'agit d'une conscience absolue de Sprachnation, une
conscience qui assume des accents apostoliques-protochrétiens — « les premiers chrétiens, malgré la
suprématie du pouvoir romain, n'avaient pas cédé mais, devant la tyrannie, se cachaient dans les
catacombes pour accomplir leurs rites » — et qui renvoie plusieurs fois au mythe biblique. Par exemple,
peu avant la citation précédente, on peut lire : « Les garcons, eux, se réunissaient presque chaque année
a Visarje, pour assister a des cours de sloveéne a presque deux mille métres d'altitude, pendant environ
une semaine. Les montagnes étaient de leur coté et les protégeaient de leurs flancs puissants®*. » La
langue slovene, comme les Tables de la Loi, et le parallélisme entre le livre de Pahor et le livre de
I’Exode, entre le mont Lussari et le mont Sinai, devient plus net si on pense a la toponymie slovéne du
mont Lussari : Svete Visarje, les Saintes Hauteurs.

Dans le roman de Pahor, le mythe biblique se refléte entre les rochers calcaires du plateau du
Karst. Le peuple slovene devient le peuple €lu de 1’aride nature karstique, en arriere-plan de I’amour
entre Danilo et Ema ; dans le Karst, dont I'eau afflue vers Trieste pour « étancher la soif de la ville Y
L‘équivalence Karst: désert = Slovenes : Hébreux se matérialise dans un épisode dont les
protagonistes sont Marta, une jeune Slovéne, et le fils d’un négociant italien. Ils fuient ensemble, mais
lui doit rentrer pour faire le service militaire. Cependant elle, entre-temps, commence une nouvelle

liaison amoureuse.

Mais lorsque son premier amoureux revint en permission, il n‘accepta pas la situation, il la chercha dans
la ville, mais elle s'était sauvée chez ses parents dans le Karst pour s'en défaire. Il le devina et partit a sa
recherche, la menaga de son revolver, a en faire peur aux tranquilles chaumieres du mont Trstelj ; mais
elle connaissait le moindre buisson et la moindre doline, et se cacha pendant que lui errait dans la lande
inconnue, dont la pauvreté renforgait encore son sentiment de solitude. Personne n'entendit le coup de
feu?.

23 Cf. Ko3uta, Miran. Scritture parallele : dialoghi di frontiera tra letteratura slovena e italiana : studi e saggi, prefazione
di Elvio Guagnini, Trieste, Lint, 1997.

24 Pahor, Boris. L'Appel du navire, op. cit., p. 54-53.

25 Ibid., p. 135.

2 |bid., p. 49.
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De ce passage, il faut surtout retenir la partie qui va bien au-dela de la tragédie d’amour — plutot
banale en soi. Ainsi : « mais elle connaissait le moindre buisson et la moindre doline, et se cacha
pendant que lui errait dans la lande inconnue, dont la pauvreté renforgait encore son sentiment de
solitude ». Une remarque est nécessaire en réitérant les termes de la proportion Karst : désert =
Slovenes : Hébreux. Pour les Hébreux, la Galut (1a diaspora, 1’exil, I’€tre chassé) n’est pas seulement
le temps de la damnation, mais le lieu nécessaire pour préparer la rédemption. Pour utiliser les termes
d’Elias Canetti, les Hébreux sont une masse nue et errante, pour qui I’exode de I’Egypte se répéte avec
une régularité inexorable. Cependant, ils sont invincibles dans le désert, comme I’affirme le Moses de
Arnold Schénberg?’. C’est bien dans le désert que — d’aprés Canetti — le peuple se voit réuni, se
concentre sur soi-méme, recoit ses lois, définit sa cible. Si on ne peut concevoir la rédemption qu’a
travers I’exode et le désert, alors le désert méme est la maison du peuple d’Isra€l. Par conséquent, pour
les Slovénes le Karst correspond au désert des Hébreux : la jeune Slovéne connait chaque doline et
chaque buisson, alors que le garcon italien, un Gentil, ne sait pas pérégriner dans la lande karstique,
hostile.

La transposition est complete, avec la sortie hors de I’histoire. Contrairement au devenir
chrétien, I’Hébreu est éternel — il est depuis toujours, depuis le Commencement, dés la Genése ; sa
propre langue est la langue dans laquelle Dieu a parlé?®. L’Hébreu existe dans le temps, mais il est
dans le temps depuis toujours ; temps et éternité se confondent dans son allure éternelle. Dés la
destruction du Temple, le peuple d’Israél n’a pas vécu dans le devenir, mais dans un livre : dans la
parole et dans I’écriture, dans la Torah, considérée comme préexistante a la création méme. Cependant,
comme I’explique Maurice Blanchot, le livre signifie absence du temps ; la tradition hébraique apparait
ainsi articulée selon de stricts archétypes et sur le modele de la répétition. Il s’agit d un antihistoricisme
commun a chaque vision religieuse et transcendantale, mais exaspérée par I’impossibilité dans laquelle
se trouvait la religion hébraique d’agir sur la réalité historico-sociale qui I’entourait?®. La méme
impossibilité a marqué le peuple slovene jusqu’a la récente fondation de la République de Slovénie et
qui, encore aujourd’hui, caractérise de facto la minorité sloveéne de Trieste. Ainsi Ema, la protagoniste
du roman, en écoutant un chceeur de femmes sloveénes, « avec sur ses arriéres la paroi unie de la voix »,

est « traversée par une forte chaleur inconnue » :

27 Cacciari, Massimo. Dallo Steinhof : prospettive viennesi del primo Novecento (1980), Milano, Adelphi, 2005, p. 244-
45.

28 Habermas, Jirgen. « Der deutsche Idealismus und der jiidischen Philosophen », in Philosophisch-politische Profile,
Frankfurt am Main, Suhrkamp, 1971, p. 37-66, p. 49.

29 Magris, Claudio. Lontano da dove : Joseph Roth e la tradizione ebraico-orientale (1971), Torino, Einaudi, 1989, p.
111
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Elle faisait partie de ces femmes, elle habitait avec elles ces petites maisons solidement ancrées au milieu
de la garrigue, et éprouvait le sentiment d'étre éternelle avec elles, avec la garrigue, immortelle malgré
toutes les épreuves. Elle se vit aussi, le regard fixe, dans sa chambre inhospitali¢re, errant dans les rues,
mais tout cela n'était que bagatelle face a I'histoire de son pays, arrosé par la mer, chanté de génération
en génération par les femmes, dans lequel naissaient des pécheurs, des marins et des héros®.

3.

Si nous comparons le Karst biblique décrit par Pahor et 1’ouvrage Mon fiére le Carso (1l mio
Carso, 1912) de I’auteur triestin Scipio Slataper (1888-1915), nous obtenons un prisme excellent pour
évaluer la distance entre Trieste et le monde slave. Dans sa confession poétique en prose, Slataper
rencontre un paysan slovéne pendant une promenade aux alentours de la ville. La bora 3! fait rage.
« Esclave (S'ciavo, dans la version italienne), veux-tu venir avec moi ? Je te donnerai de grandes
campagnes au bord de la mer. Notre plaine est loin l1a-bas, mais la mer est riche et belle. Et tu dois en
devenir le maitre. » 3 Poussé par un enthousiasme a la Rousseau, Slataper s'imagine amener le bon
sauvage sloveéne, ce « barbare », ce « mongol », sur les amples mers pour le faire patron des richesses
du monde. Dans Mon fiére le Carso, la vision archaique du monde slave et balkanique est frappante :
Slataper étale un répertoire plein de clichés, y compris les heiduques monténégrins et le légendaire
prince serbe Marko Kraljevi¢, adhérant ainsi au modele dicté par la « Géographie philosophique » des
Lumiéres et par I'« Orientalisme »*3. Le voyage vers I’Est, vers les Balkans, demeure un voyage vers
la barbarie : Slataper établit des analogies avec les anciens barbares, comme le consul frangais Charles
de Peyssonnel au XVII1I° siécle ; dans les Sloveénes, il reconnait substantiellement les Scythes décrits
de fagon admirable par Hérodote au V® siécle avant Jésus-Christ.3*

(Plus qu’a Trieste, L 'Appel du navire cherche le kaipoc salvifique dans la mer ou se refléte la

ville : la mer, avec sa puissance, sauve la parole slovéne de la mort®. Ainsi, dans le roman de Pahor,

30 pahor, Boris. L'Appel du navire, op. cit., p. 152.

31 La bora est un vent du nord-nord-est qui souffle sur la mer Adriatique. En hiver, il est souvent violent.

32 Slataper, Scipio. Mon fiére le Carso (11 mio Carso, 1912), traduit de 1'italien avec une préface de Benjamin Crémieux,
Paris, F. Rieder, 1921, p. 67. VVoir Pirjevec, Marija. « L'immagine degli sloveni nella letteratura triestina in lingua italiana »,
in Letterature di frontiera, n © 1, Roma, Bulzoni, 1991, p. 161-68 ; Cergol, Jadranka. L immagine dello sloveno nella
letteratura triestina italiana e l'immagine dell’italiano nella letteratura slovena del periodo fascista: confronto fra due
stereotipi, in Literature in an Intercultural Perspective, Koper, University of Primorska, Science and Research Centre,
Annales University Press, 2015, p. 231-40.

33 Cf. Wolff, Larry. Inventing Eastern Europe : the map of civilization on the mind of the Enlightenment, Stanford,
Stanford Up, 1994 ; Said, Edward. Orientalism, New York, Vintage, 1979.

34 Cf. de Peyssonel, Charles. Observations historiques et géographique sur les peuples barbares qui ont habité les bords
du Danube, Paris, Ed Tillard, 1765.

% «[...] comme si la mer portait en soi des chants slovénes, dont la puissance préservait de la mort », Pahor, Boris. L'Appel
du navire, op. cit., p. 151.
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retrouve-t-on les motifs de la grande poésie slovéne : Dragotin Kette [1876-1899] et, surtout, Srecko
Kosovel [1904-1926], un fils du Karst [a la différence de Slataper, il ne le voit pas comme un espace
barbare, mais comme un dispositif scénique capable de montrer le spectacle de I’existence humaine
dans son unicité]. La mer est notamment prépondérante dans deux recueils lyriques de Kosovel, Extase
de la mort [Ekstaza smrti, 1925] et Tragédie sur ['océan [Tragedija na oceanu, 1927], exprimant a la
fois la souffrance de la population slovéne et le présage d’une catastrophe imminente®®. Les deux
poésies sont citées dans le texte, en une sorte de somme transtextuelle de slovénitude, laquelle, outre
Kosovel, Kette, Cankar, inclut aussi les poétes Oton Zupanéié, Alojiz Gradnik, France PreSeren, et les
écrivains Ivan Pregelj, Bogomir Magajina et France Bevk.)

Remarquons que la conscience autocritique (ethno-nationale, slovéne) revient de maniére quasi
obsessionnelle chez Pahor, dans le cadre d’une introspection et d’une analyse collective presque
continues. Les tons se durcissent et calquent ceux de la « servilité innée » dont parle Giani Stuparich,
entre le blame pour son manque de leadership et la condamnation de 1’assimilation. On reconnait la
séculaire tradition de sujétion, le fait d’emprunter la langue au maitre du moment et une bonne dose
de fatalisme. Mais ici Pahor — nous rappelons que le roman a été publi¢ en 1964 — a entrevu, en
visionnaire, la naissance de la premiére forme d’Etat slovéne de 1’Histoire, né en 1991 sur les cendres

de la Yougoslavie.

Le peuple slovéne est fataliste pour 1'essentiel. Il est petit, donc il pratique I'attentisme. Il sait que s'il se
révolte contre une avalanche, celle-ci l'écrasera, il préfére donc se terrer en espérant que ['avalanche
passera par-dessus®.

En attendant ’indépendance sloveéne et « en se terrant », L’ ’Appel du navire ne ceéde jamais a
I’utopie rétrognostique constituée par le passé habsbourgeois. De toute fagon, comme 1’a avoué Pahor
lui-méme, il est plutot naturel que les traumas de la monolithique face fasciste de Trieste soient au
centre de son ceuvre. Il écrit I’expérience de sa génération ; du trauma éprouvé a sept ans devant
I’incendie de la Maison de la culture sloveéne, « de toutes les conséquences psychologiques de la langue
prohibée, de celle imposée, des noms et des prénoms imposés, dans une atmosphere de fin du monde,
de condamnations et d’exilés » 8. C’est un aveu aussi traumatique que représentatif de la littérature

slovene de Trieste, « périphérie » slave.

3 Sur cet argument voir : Pahor, Boris. Letteratura slovena del Litorale : vademecum : Kosovel a Trieste e altri scritti,
Trieste, Mladika, 2004 ; et la biographie de Kosovel écrite par Pahor, Srecko Kosovel, Pordenone, Edizione Studio Tesi,
1993.

37 Pahor, Boris. L'Appel du navire, op. cit., p, 63. Nous soulignons.

38 Discours prononcé en 2003 a I’occasion de la remise du « San giusto d’oro », in Letteratura slovena del Litorale :
vademecum : Kosovel a Trieste e altri scritti, Trieste, Mladika, 2004, p. 153-54 (nous traduisons).
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3a KkHurara.

Kuaeo IlporoxpucroBa. Temu c eapuauuu. /lumepamypHomemamuunu emioou.
YHHUBEPCUTETCKO H31aTeNCTBO ,,[lancuii Xunengapcku®, Ilnosaus, 2016. [ Cleo
Protokhristova. Themes and Variations. Studies in Literary Thematics.]

Ceetna Yepmokona / Svetla Cherpokova
Albert-Ludwigs-Universitét Freiburg / Plovdiv University “Paisii Hilendarski”

KakBo cOmmxaBa necen Ha CTiBH YOHABP U HACJIEACH OT AHTUYHOCTTA PETOPUYCH ITOXBAT,
noprperute Ha Ana Kapenuna u [lopuan I'peil, kpiiara Ha Jlamaptus B [1noBnuB u kbiiara Ha [luep
Jlotu B UctanOyn? Anpuit uiau aBryct, HOHEAETHUK WA YETBbPTHK Ca IUTEPATypHO NPEANOYETEHUTE
MeCeLU U JIHU U KaKBHU Ca TEXHUTE XYI0KEeCTBEHM mpedyHkunoHanuzauuu ot xeppu Yocsp mpes
T. C. Enubt, ®okubp 10 Tomac Man, [Ixeiimc [Jxolic, Bupmxunusa Yng, Kamio u Captp? B kaxBa
II0OCOKA C€ pa3BUBAT B3aMMOJECHCTBUITA MEXK/Yy €IUH JIMTEPATYpPEH U €ANH PEeaieH TOIOC KaTo My3es?
KakBa e kopenauuara MeXIy JUTEPATypHUTE TEMaTU3allUd U ,KallaHUTE HA IOJUTHYECKaTa
KopekTHOcT*? [lepcnexkTuBa KbM BB3MOKHUTE OTFOBOPU JlaBa KHUrata Jlewmu ¢ eapuayuu.
Jlumepamypnomemamuynu emioou Ha npod. a.¢p.H. Kueo IIporoxpuctoBa, KOoMnapaTuBucT,
JUTEpaTypeH UCTOPHK U TEOPETHK, TUTPOJIOr U Temaroor. [locaenHoro onpexnensHe HE € 0COOEHO
MOMYJISIPHO B OBJITapCKUTE HAYYHU CPEAM, B KOUTO HA30BABAHETO HA €MH OT CHEeUU(UIHUTE METOTU
Ha CPAaBHMUTEIHOTO JINTEPATYPO3HAHUE KATO mMemamoio2usi € OTHOCUTEIHO HOBO SIBJICHHE BBIIPEKH
JOKa3aHUTE My IIPEUMYIIECTBA OT CBETOBHATA HayKa U AUCIUIUIMHUPAHOTO TPACHpPAHE Ha IIbTUIIATA
MY B OBITapcKOTO JUTEPATYPOBEICKO MPOCTPAHCTBO MPE3 TOCIETHHTE JIeCETUIETHS .

EnHo ThpceHe B MHTEpHET WJIK 110 KaTallo3UTe Ha ObJITrapcKUTe OMOIUOTEKH Ha OTIpeIeIeHUETO
qumepamypHomemamuyyer 1€ AEMOHCTpPHpA OTCBCTBUETO My 3a CMETKAa HAa HAJAMOIIMETO Ha
M3CIIEIOBATEIICKA TNIEPCIEKTUBH B IO0COKATa HA CBYETAHUSA KaTO JIMTEPATypPHOUCTOPUYECKH,

KYJATYPHOUCTOPUYECKH, JTUTEPATYPHOTEOPETUUECKN WM JTUTEPATYPHOKPUTHYECKU. B TO3M CMHUCHII

,Z[C(I)I/IHI/IpaHeTO Ha €IHO HU3CJICABAHC KATO JIUTCPATYPHOTEMATUYHO CaMO IIO cebe cu € HOBOCT B

! Topa TpacupaHe B HACTOSIIETO YCIEIIHO CE€ M3BBLPIIBA OT y4yeHH Kato npod. IIpoToxpucroBa B 00NacTTa Ha
eBporieiickata KyiITypa u Obirapckara nurteparypa, npod. Pymsna CraHueBa — Ha TepuTOpHUsATa Ha OAKAHCKHUTE
JUTEPaTypH H B CHIIOCTABKA C eBpoIeiickuTe mTepatypu, npod. Jeuxa Yasnaposa u nmpod. Jenka KpbcreBa — B cpepaTa
Ha pycKara JINTepaTypa, a B MO-JAJICYHA BpeMeHa — OT IMHOHEpUTE Ha OBJIrapcKaTa KOMIIApaTHBHUCTHKA — mpod. MBaH
[ummanoB u npod. Muxaun ApHayaos.
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OBJITapcKaTa JUTEPATYPOBEACKA MPAKTHKA M UABA KATO KOMIICHCAIIUS HA €IUH CEPUO3CH ePUIUT B
Hesl.

[IpeanocraBeHUTe B HAYaJOTO BBIPOCHM MOraT Ja Cb3AaJaT y €IUH OBbJACIl YUTaTel
MOTPEUTHOTO YCeIlaHe 3a MPOU3BOJIHOCT W PHUCKYBAT Ja CHOYASIT €AMHCTBEHO IMOBBPXHOCTHO
J00OMUTCTBO KbM CHUYETABAHETO MEXIY Ha MPBB MOTJIE] HECBOJUMH KaTErOpUU W AUCKypcH. B
JNEHCTBUTETHOCT 00aue CcTaBa BBIOPOC 3a 3aIBIOOYECHO TPOYYBAHE HA TEMATUYHU CEpUU U
3aBUCUMOCTH, KOUTO 32 YUCTO JIUTEPATYPHOUCTOPUUECKUTE U KYJITYPOJOTHUYHU U3CIICIBAHUS YECTO
OCTaBaT HEBUJMMH TOPaJAM ChOOpa3sIBAaHETO C YCTAHOBEHHW XPOHOJIOTHMU U Hepapxuu. EmHO
HECbMHEHO MPEIUMCTBO Ha TEMATOJOTHATA € M, Y€ OTBApPsA XOPU30HTH KbM HMHTEPIAUCIUILIIMHAPHU
BPB3KH, KOETO JlaBa BB3MOXKHOCT Ha JIUTEpaTypaTa Ja ce riefa He KaTO Ha HEeIIO 3aTBOPEHO B
OTHOIIIEHUS KAaTO enoxa — asmop — uumamein, KOHmeKcm — meopoa, a 1a ce€ OCMUCIS B paMKHUTE Ha
€IMH TO-TJIo0aJIeH IUIaH, KOMTO MMa MPEUMYIIECTBOTO Jla HajJcKaua BPEMEBH U TEPUTOPHUATHU
rpaHUlIU.

Kuurata Ha npod. IlporoxpucroBa mpemiara He MPOCTO Pa3IMYHH BU3WU B IOCOKATa HA
JaCTUYHO HM30pPOCHHUTE W3CIICHAOBATEIICKH TPACKTOPHUH, a MPEId BCUYKO CIWH CTAOWJICH MOJIEN 3a
oOcienBaHe, KOWTO ycCIeNIHO MoOke Ja paboTH 3a BCSIKO €IHO TEMAaTOJOTMYHO MpPOy4YBaHe,
HE3aBUCHUMO OT TE€pPEHa, BbPXY KOWUTO ce mpoBexaa. Oule 3arnaBuero — ,,[eMu ¢ Bapuanuu', OCB€H
MOATEKCTOBAaTa OTIpaTKa KbM My3UKaliHaTa opma ,,TeMa ¢ Bapualuu, ChIbpka U mapagurmara, mo
KOSITO C€ OCBIIECTBSBA ChUMHEHHETO U C€ CTPYKTYPHUPAT OTIACITHUTE aHAIN3U B HETO, Ne()UHUPAHU B
MO/3arJIaBUETO KaTo ,,JIUTEPATYPHOTEMATUUHU eTIonu'. EAWH M3KyIIeH OT My3uKaTra 4yuTaTel C
OCHOBaHME MOXE Jia 3amojo3pe B OpraHu3anusTa Ha Tpyaa Ha npod. I[IpoToxpucrosa
KOMITO3UITMOHHATA cxeMa Ha MomapToBuTe JBaHAAEeCceT Bapualuu Mo GpeHckara QoaKIopHa MeceH
,»Ah, vous dirai-je, Maman®, u3BeCTHH B XPOHOJOTUYECKHS U TEMAaTHUYEH KaTajgor Ha MolapToBuTe
npousBenenus kato K 265. CTpykTypHO T€ ce pasrpbliaT B TPHUHAJAECET YaCTH, KaTo IIbpBaTa
MpeJICTaBs TeMaTa, a CJIeJIBalllUTe ca BapUalluuTe BHPXY Hesl. IMEeHHO MbpBUTE akopau OT TBopOarta
Ha MouapT ce ch3upaT U BbpXY KOpHIIaTa Ha KHUTATa, 3a Jia ce pa3depe Mo-KbCHO, Y€ MPUCHCTBUETO
¥M TaM He € TU10]] Ha €()eKTHO XpYMBaHe, a UMILUTAKAIUS Ha U3CIIE0BATEIICKA CTPATETHSI.

Kato u3zxomna ,,rema“ B yBoJHATa CH rjaBa TPYIbT 3aJaBa TEMATOJIOTUATA U Bb3MOKHOCTHUTE,
KOUTO TS MPEAOCTaBS Mpe]] MOTeHIMATHUs u3cienosaren. [IpaBu ce 0030p Ha Teopunte 3a 00XBara M,
M3BEXKAAT CE METOJOJIOTMUYECKUTE M OCHOBAHUSI M C€ MPEUU3Hpa aKTyaJdHOTO M ChCcTostHME. Ha
yuTatesnsd ca NPEeJOCTaBeHH AapryMeHTH ,3a“ W ,,IPOTUB TEMATOJOTHMYHHUTE 3aHUMaHUS KaTo
JTUTEpaTypOBEACKA MPAKTHUKA, KaTO YPE3 TO3W PETOPHUCH MOXBAT C€ M3BEXKIAT MO3UTHUBUTE HA €THO

TCMATUYHO IIPOYYBAHEC YPC3 UHCTPYMCHTUTC HAa CPABHUTCIIHOTO JIMTCPATYPO3HAHUC. He 0e3 9YBCTBO
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3a ceOenpoHMs Ta3M yBOJHA IJ1aBa Ce€ OIpenels Karo ,,allojorus Ha TeMAaTW4YHaTa KpPUTHKA®, HO
3asiBEHOTO B HES HAMA HUILO OOILO € JIMIIEHOTO OT apryMEHTalMs anojoruyHo nucaHe. Hamportus,
Ha0aBAHETO Ha HEOOXOIUMMUTE ,,aKCHOJIOTUYECKH OCHOBAHHUA ™ 32 METOZO0JIOrMYEeCcKaTa CTpaTerus Ha
IIPOYYBAHETO CTaBa KaTO CE€ CTHIIBA BbPXY COJUACH (PYHAAMEHT Ha IMPEeIX0XKIalll TEOPETUYECKU
U3CIeBaHMs, cpell KOUTO 0COOEHO ca OTKpoeHM koHuenuuute Ha Jpxopmx Craituep u Teomop
[[nonkoBCcKM, oOmIpeneneH Karo ,,eAMH OT HAaW-peBHOCTHHUTE IIPAaKTULIM W TEOPETULH Ha
TemaTonoruara“?. B chriacue ¢ ,,My3MKaIHOTO® OPKECTPUPAHE HA KHUTATA Ta3K yBOJHA ITIaBa MOXKE
Ia ObJe pa3lo3HaTa KaTo MPeoaus, KOATO HacTpoiiBa KbM KOHKPETHUTE TEMAaTUYHU HAOIOACHUS.
Cnensat TpuHazecer miaBu (1mogoOHO Ha yactuTe B MouaproBara TemMa C BapuallM) — Taka
HapeuyeHUTe ,,JIUTEPATypHOTEMATUYHU €TIOIU", 00eIuHEeHU B ueTupu paszzaena. [lociennusr, neru
pas3zen Ha KHUTaTa, OOSBEH OlIe B yBOJA KaTo ,,IPHIIOKEHHE™, UMa (YHKIMATA HAa 3aBBpPUIBAII U
HeclyyaitHo e HapeueH ,,CODA®. B eqHo My3uKaJIHO IPOU3BEICHUE TOBA € Bb3MOKHOTO O3HAYEeHUE
3a (uHana Ha TBOpOaTa, KOWTO MO cBOeoOpa3eH HauuH 0000I11aBa MPO3BYYAIUTE O MOMEHTA TEMH,
HO OM MOTIJIO U J1a AaJie €AUH M0-Pa3IuieH PaKypc KbM TSIX.

B mepBusa paspen, HasoBaH ,,KynTypHu yHuMBepcaimu®, 3a3BydaBaT TEMH, IIO3HATH OT
IpeauIlHy u3cnensanust Ha npod. Ilporoxpucroa. ToBa ca yacoBHULMTE, KaleHIAApbT, OUMiIaTa,
IUTAXBT, YUETO 00CIIe[IBAaHE B KHUTATA JOMBJIHUTEIIHO € pa3rbpHATO B IOCOKA HAa ThPCEHE Ha TEXHU
napajgurMaliHg 3a KyJaTypara Bapuanuu. KpMm TsX ce 100aBg M eHa HOBa TeMa — 3a MOpPTpeTa U
MSCTOTO MYy B JINTEPATypHHUsI HHTEPUOP, HO U 32 CKPUTHS MY IOTEHIUA J1a CMUCIIONOPAXaa U rPain
TPOIH, YPe3 KOUTO JTUTEPATYPHUAT TEKCT KOHCTPYHPA XYA0KECTBEHO-ECTETUYECKUTE CH BHYIIECHUS,
HO 3a€JIHO C TOBA I'M MPEBPBIIA U B METAJAUCKypCUBEH IpobieM. Taka B X0/1a Ha TO3M ITbPBU pa3zes
ce oopMs eaHa HMHTPHUIyBallla H3CIENOBaTE]ICKa TPAEKTOPHUS, KOATO IOBEXJa YUTATENs OT
YHUBEPCATHOTO, BUJIIHO Ipe3 IudepOaaTa Ha YaCOBHUKA U PUThMa Ha KaJleHJapa, KbM U3paXKeHHUSITa
Ha OTHOILIIEHHWETO YaCTHO/COLIMYM upe3 eMOeMaTHKaTa Ha OYMiiaTa U IJIaKHUTE IPOCTPAaHCTBA, 3a J1a
Ce CTUTHE Hakpas J0 KOHKpPEeTHUTe oOpa3d Ha HWHAMBUAYAJHOTO, BHUJSHO Mpe3 IMOPTPETHOTO
n300pa’keHNe U HeroBaTa paMKa.

BropusTt paspen, ,,YCTOMYMBUA CHOKETH, MU3HEHAJBA C PAKYpPCUTE KbM JCHCTBUTEIHO
YCTOMYHMBH  JUTEPATYpHU CIOKETH W CBIIEBPEMEHHO MW3HAMHMpA JPYTH, HEAOBHUJISHU
JIUTEPATYPHOUCTOPUYECKH, HO HECBMHEHO COJIM/IHO JINTEPATYPHO 3aKPEIIEHU U C aHAJIOTUYHA TEKECT
3a KyATyparta. BMecTo TemarusupaHeTo Ha MO3HATOTO ,,U3ryOeHO BpeMe™ ce 00ChKIa ,,[IPOCIIaHOTO

BpeMe“, IMOATUKBT KbM KOCTO HABA OT €AWH CTpaHCTBALl IPUKA3HUYCH CHOXKET, B KOWTO CHH U BpEMC

2 TIporoxpucrosa, Kieo. Temu ¢ Bapuanuu. JIuTepaTypHOTEMATHYHH ETIONH. Y HUBEPCUTETCKO U3/IATENCTBO ,,Ilancuii
Xunenpapcku®, Ilnosaus, 2016, c. 9.
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ca B ocoOeHa kopenanusa. CblocTaBkaTa MEXKIy JIBE BapHallii Ha CIOXKeTa — B SIMOHCKATa MpUKa3Ka
»Ypammma Tapo™ m B ucropusita Ha Punm BaH YHHKBI — ymeno u3BiIMYa (GHIOCOPCKUTE My
UMIUIMKAUK, TPH TOBA C BAIMIAHOCT 32 €IWH MHOTO I0-00€MEH KYJITYpPeH M ENHUCTEeMOJIOTHYCH
KOHTEKCT. B chlus pa3nen ca BKIIOYEHHU U JIBa ,,eTIOJA, KOUTO IEMOHCTpUpPAT €AUH Napa 0KCaJIEH,
HO HECHMHEHO ,,yCTOWYUB® KyATypeH (eHOMEH — Kak KyJITypHaTa [aMeT MOXe Ja MPOMEHHU
¢dakTonornueckaTa peairHocT (riaBara ,,EAMH mapamuTepaTypeH CIOKET U TPOU3BOJHHUTE MY
temaTtu3anuu. 3a Jlamaptun, Jlotn u kpumre uMm B [InoBnuB n McranOyn®) u kak jureparypHara
JNEUCTBUTEITHOCT MOXE J1a C€ EKCTparoJiipa B PeaaHOCTTa, KATO MPOU3BEAEC KOHKPETHU TOIIOCH U
OoTHoIIeHUA (TiaBaTa ,,My3esT Karo TOINOC U IOBECTBOBATEJIIEH MOJYC B TBOpUYecTBOTO Ha OpxaH
[Mamyk u Emud ladak®).

B tperus pazgen, ,,Meradgopu U CUMBOIIN®, C€ TIPUIIOMHS €IMH BeYe 3a/aJI€H B MPECAUITHU
uscneaBanus Ha npod. [IpoToxpucroBa nmpobieM — IpOCBElIeHCKaTa ,,HOCOJIOTUA ™, HO TO3U BT TOU
€ BIUIETEH B ,,HOCOJIOTHYEH  TUNTHX, KbM KONTO € aCOLMHUPAHO aHATM3UPAHETO HA €JUH OT MOXKe 01
Hal-eMOJIeMaTHYHUTE ,,HOCOJIOTHYHU“ TeKcToBE — ,,Hoc* ot ['oron. TBopOaTa Ha ["oroi ce 0O6chxIa
B CHIIOCTAaBUTENIHA NepcreKkThBa ¢ pomaHa Ha JlopbHe CThpH ,,)KUBOTHT M MHeHMsITa HA Tpuctpam
Manau, mxeHTbIMEH . Upe3 oTianyaBaHeTO Ha He3abens3aHu Jocera OOLIHOCTH MEXAY IBETE
MIPOM3BE/ICHUS CE U3BEXJIa HE MPOCTO CaMO CThPHHUAHCKOTO y ['orom, a ce mocturat 0600IIeHHs 32
crenugpuIHaTa HapaTUBHA CTPATErys y ABaMara aBTOPU U CE MPABAT U3BOJIU 32 OCOOCHOTO 3HAUCHUE
Ha ,,MOTHBHATa Mpeka““ 3a TBopueckaTa namer. B nepcnexktuBata Ha MeTadopa/cUMBOJ CE OTIIEXKIAT
Y BapuallMUTE HA YUCJIOTO CEJEeM B IJIaBaTa ,,BriameOHara miaHuHa™ U MUTHT 32 YHUCIOTO cemeM*.
MHTpUryBammoTo M €CEMCTUYHO Hayallo, ONPEIENIEHO KaTo ,,KapUKaTypHO pe3loMe’ Ha poMaHa Ha
Tomac MaH, uiBa J1a mojickaske MHOroo0pasueTo B ynoTpeOuTe Ha ceMiIaTa B poMaHa Ha MaH, HO
U Ja OTBOPU BpaTH KbM HOBHU THJIKYBaHUS Ha TBOPUYECTBOTO HAa HEMCKHUS MHUCATEI, MOJKPENEHH OT
HAGIIOICHHS BBPXY eceTata My, poManute My ,,Jloktop ®aycryc” u ,,Mocud u Herosure Gpars‘.
3anbpabodyeHnuTe chocTaBkuTe ¢ Barneposus ,,Tanxoi3ep®, HO U CbC CpeIHOBEKOBHATA JIETE€H/IA 3a
Tanxoizep, ¢ mpukaskara ,,Jxymkero JIbaronocko or Bunxenm Xayd, ¢ ,,Menanxonusra™ Ha
Hopep, ¢ Huime u ¢ omie MHOTO ApYyrH Cbh3AaBaT €AUH MamlabeH CBSAT Ha WHTEPTEKCTYaIHU
CHOTHACSIHUS, Upe3 KONTO poMaHbT Ha Tomac MaH e pa3dereH Karo ,,00pa3ioBa peaau3amus’ Ha
,»MUTOTBOPUYECKHS POMaH Ha MOJEpHU3MA"".

B uerBbpTHS pazgen, ,,CounanHu GUIYpH U UCTOPHUYECKH JTMYHOCTH, ChbCPEJOTOUYABAHETO €
BbPXY JIMTEPATypHU TEMH, NMPOU3BOJHU OT COLMAIHU M HcTOpuyecku ¢urypu. Purypara Ha
OpbCHaps, €THOHUMBT ,,IIUTAHU U JIMTEPATypHUTE TeMaTU3allMi Ha AJIM Mamia — TOBa ca TPUTE

,,HpO6I/I“, BBPXY KOUTO TO3H pa3acil Irpau €AUH MOJCI 3a IMPOYYBAHEC, BIIICAAHO BbB Bb3MOXKHATA
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,,TEMaTHYHO-TIEPCOHAXKHA pa3BOitHA JTUHUSA " HA efqHa TBopOa. B Ta3m yacT 3a3BydaBa u MomaproBara
TEMa, HO BEYe HE KaTO METOJ Ha CTPYKTYpHUpPaHE, a C KOHKPETHUTE CHU NPUCHCTBUS U HEOYAKBAHU
UHTEpPIIpETAllMM B €IUH MOJEPEH KHHO-IPOEKT. BcChIMHOCT My3MKalHaTa TeMa € €IWH OT
JAUTMOTUBUTE B KHUTATa, PeloM C TeMaTa 3a OIJIEJaJIHOCTTa, KbM KOSTO aBTOpKaTa OTJaBHA €
MPUCTPACTHA U YMATO 3abJI0OYEHA MHTEpIpeTanus € Hajauie B kHurure u ,llpe3 orneganoro B
3aragkara‘“ (1996) u ,,OrnenanoTo — JUTEpaTypHHU, METAIUCKYPCUBHUA U KYITYPHOCHIIOCTABUTEIIHU
tpaekTopuu‘‘ (2004). Cnenu oT oryiegajiHaTa TeMa MOrar J1a C€ OTKPUSAT U TYK — B pa3ChkK/ICHUATA 3a
oumsiata, B ChIlOCTaBKata Ha moptperutre Ha Jlopuan I'peit m Ana KapenuHa, B ThpCEHETO Ha
¢bunocopckruTe UMILUIMKALIUU HA ,,IIPOCIIAHOTO BpeMe**.

Beue Oeme cromeHara HeCIy4ailHOCTTa Ha HAMMEHOBAHMETO HA IIOCIEAHHUS pasfenl Ha
m3caeasanero — ,,CODA®“. B Hero e BKIIIOYEH CaMO €IMH TEKCT — ,,BIaroBEIICHCKHUAT CIOKET U
¢bropentuHckara Kyntypa Ha Quattrocento, upe3 KOHTO ce ThpPCH OTTOBOpP Ha BBIIpOCA ,,3aII0
¢dbnopentunckuaT XIV Bek Taka HAacTOMYMBO HM3passiBa ceOC CHM MMEHHO Mpe3 OJaroBEIICHCKHUS
croxket"®. BCBIIHOCT OTTOBapAHETO HA TOBA IIUTAHE MMA TIO-APYTa 11eJI, YUMTO OCHOBAHUS Ca H3PA3EHH
MaJKO IpeAd TOBa 4Ype3 €AHa KOoHcTaTalus: ,,Korato M3KycTBOTO MpOSBSBAa TOJIKOBA OTYETIUB
MHTEpEeC KbM KOHKPETHA TeMa, € 3abJKUTENHO Ja ce (oKycupaMe BbpXy HWACHTU(PHUIIMPAHETO Ha
MOCIIAHUATA, KOUTO C€ ChABPKAT B Hesd. OUEBHUIHO €, Y€ ChOTBETHHAT 00pa3 UIIU CIOKET € HEe MPOCTO
NPUATEH U MPENNoYeTeH, a Ye aJpecupa ONpeiesieHu MpoOieMHu, XapakTepHU 3a OOILIECTBOTO OT
naneHa enoxa. Hemio moseue, JIOTMUHO € JOpH Jla c€ MPEIIOJIOKHU, Y€ MO HAKaKbB HAUMH TOBA
00I11eCTBO TTOCTHUTA CBOSATA CeOEUACHTU(UKAIUS C TTOMOIITA HA BBITPOCHHS CrOKeT .

Taka Ta3u mocieqHa 4acT CIOAENs U MPENOTBbPXKIaBa €THO MHOTO Ba)KHO MPETUMCTBO Ha
TeMaTUYHHUTE 3aHUMAHUATA, KOETO B OTACNHUTE CH 4YacTH KHHUrara Ha npod. [IpotoxpucroBa
CHUCTEMAaTUYHO OTCTOSIBA, @ UMEHHO — Ype3 IPOYyYBAHETO Ha JOMMHAHTHUTE TEMHU 3a KyJTypaTa Jia ce
MIPOHUKHE [0 CBHPLEBMHATA W W Ja C€ IOCTUTHE HEMHOTO MO0-3abJI00YEHO pa3dupaHe, KaTo
CBILIEBPEMEHHO CE U3BJINYA WHIUBUIYATHOTO U CE€ OTKPOSBAT ceOEHACHTU(DUKAITMIOHHUTE KOMITJIEKCH
Ha 00IIECTBOTO.

3asiBeHa CKPOMHO Kato ,,y4eOHO momarayio®, cho0pa3eHo ¢ ,,TeMaTOJOTUYHUS MOAYJT OT
YHUBEPCUTETCKHS KypC 10 CPAaBHHUTEIIHO JIUTEPATYpPO3HAHUE™, KOMTO aBTOpKATa YCIEIIHO BOAU OT
roJauHM, KHUTata Ha nmpod. [IpoToxpucroBa Moxe 1a Obie onpeaeNeHa KaTo SBIEHHE B OBITaPCKOTO
JTUTEPaTypOBENCKO MpocTpaHCTBO. OCBEH ue ce JBUXKH C PECleKTHpala JeKoTa mpe3 KyITypHU U

JUTEPaTypHU €MOXHU, paboTH C TEKCTOBE OT PA3JIMYEH KAHPOB U BPEMEBU MOPSABK, IEMOHCTPUPA

3 Iur. cbu., c. 258.
4 [Tak Tam.
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3aBUHA €PYAUPAHOCT U MpeJIara CTaOMIHA METOI0JIOT S, MHOTO IIEHHH KauecTBa Ha M3CJICABAHETO
ca HEroBOTO 3apa3siBalllo BIbXHOBEHUE U yBIeKaTelHocTTa My. Clieq 3aTBapsSHETO Ha IMOCJeIHAaTa
CTpaHUIla Y YATATENsI HE OCTaBa M ChbMHEHHE B JBJIOOKATa HEMPABOTA HA TBBPJECHUETO HA beHenero

“5  CromeeHoTo ot

Kpoue, uzneceHo B yBoja, ye ,HsMa MO-CyXO H3CJIeIBaHE” OT TEMaTUYHOTO
aBTOpKaTa B HAYaJOTO, Y€ MpeOMBAaBaHETO B M3CIIEAOBATEICKOTO IOJie Ha TEMATOJOTUsTa € Haii-
MaJKOTO ,,BBIHYBAIl0O W 3a0aBHO, HE CaMO HAMHpa CBOETO TMOTBBPXKICHHE NPHU UYETCHETO Ha
BUPTYO3HO pa3rbpHAaTUTE TEMH C Bapualldd, HO M B IKEJIAHUETO Ha YETSAIHS TE3U
JTUTEPaTypHOTEMAaTUYHH €TIO/IU Ja HE CBBPIIBAT.

Brpouem ,,Coda‘ ¢ HanMeHOBaHHETO M Ha MOCICIHUS aOyM Ha pok-rpymnaTta ,,Jleq [lememun®,
KOETO HAIIOMHS 3a €JIMH JIPYT JICKIMOHEH Kypc Ha mpod. [IporoxpucroBa — ,,POk My3ukara KaTo
JUTepaTypa‘‘, YneTo peanusupaHe B KHUra O OUI0 He caMO YMECTHO U MOJI30TBOPHO, HO ChIIIO Taka

,,BbJIHYBAIllO " 3a0aBHO. A M CBC CUT'YPHOCT HOCCHIO AHAJIOTHUYHOTO HaA ,,TCMI/I C Bapuanuu.

HI/ITCpaTypHOTCMaTI/I‘IHI/I CTIO,Z[I/I“ YAOBOJICTBUEC OT YETCHCTO.

5 ur. cbu,, c. 5.
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3a KkHurara.

Jlirogmuiia MunnoBa. /I[pyzama Hmaxka. 3a ooma na aumepamypama. Codpus, UK
LwA3Tok-3aman®, 2016, 304 c. [Liudmila Mindova. The Other Ithaca. On the Literary
Home.]

Antoanera bardesa / Antoaneta Balcheva
HuctutyT 3a OankanucTka ¢ LleaTsp mo Tpakosaorus npu BAH / Institute of Balkan
Studies with Centre for Thracology, Bulgarian Academy of Sciences

KHnurara Ha n-p Jlronmuna Munpnosa /[pyeama Umaka. 3a 0oma na numepamypama € €1UH
IIMPOKO pa3rbpHAT MPOEKT C MHOTOJIMKAa MmpoOieMaTHka, (OKYCUpaH BBPXY ChLIECTBEHU
JIUTEPATypPHO-ECTETUUECKH MPOLIECH U ABJICHUS OT XYI0KECTBEHATa CIOBECHOCT Ha ciaBsiHCKuA IOr.
CMUCBIBT Ha BKJIIOUCHHWTE B HEd W3CIIEBAHMS, 3araTHAT OIIE B 3arjaBUETO, € OTAAICYaBaHE OT
€IHO3HAYHOTO, JINHEAPHO IIBTEILIECTBUE B CBETA Ha JIUTEpaTypaTa M IPErpbLIAHETO Ha KpeOus Ha
IUIOAOTBOPHUS, IpeoOpa3eH M mpeodOpaszsBamy OjuceeB Kpbl Ha NPEOCMHUCISHETO Ha peauLa
JIUTEepaTypHu (DEHOMEHU OT KYJITYpHHS apeal Ha KpbCTON'BTHUSA HU peruoH. OnucaHu B TO3M KJIKOY,
bankanure ca nemucTu(UIMpPaHU B ONTHKATAa HA €HA CBOE-UyXKJa WAEHTHUYHOCT, ,,[IPEKpadumiIn
reorpadusra, pa3snpbCHAIN CE J1ajeyd OTBb]l COOCTBEHUTE CU IPaHUIU .

Jlaned OT yTBBpPAEHM CTEPEOTHIIHM HArjacl W BHUMAaTelHAa NpU ynoTpedara Ha
YCTaHOBEHU JIUTEPAaTYpOBEICKM NapaJurMH, aBTOpPKaTa yCIEIIHO Ipujara METOAMTE Ha
JUTEepaTypHaTa aHTPOIOJIOTUs, KOMIIAPATUBUCTHKATA U KyJATypHaTa CEMUOTHKA B U3TrPAKIAHETO HA
CBOHMTC 3HAKOBU KOHCTPYKIHUH U MOJCJIH. B onTmkara Ha p33H006pa3HI/I IMMOCTHUKH U TPOU3BCACHUA OT
XbpBaTCKaTa, CpbOCKaTa, CIOBEHCKAaTa M OOCHEHCKATa JUTEpaTypu, ChIIOCTABEHW C aHAJIOTUYHU
MPOIIECH M TeHJIEHIIMK B ObJrapckaTra U CBETOBHUTE JUTepaTypH, JI. MuHi0Ba mocTaBsi Bb3JIOBH 32
CBbBPEMEHHOTO JIUTEpaTypO3HaHUE BbOPOCH. KHurara € HMHTEpHIpeTHpaHa €IHOBPEMEHHO Karo
KYJITYpEH U eTudecku TeKcT. HelHaTa ChIIHOCT € 00roBopeHa KaTo CEeMHOTHYHA, 3HAKOBA PEAJIHOCT,
HO 1 KaTO CBBKYITHOCT OT CB0606p33HI/I CUHTCTUYHU MOJCIIN, YPE3 KOUTO U3CIICABAHUTE JINTCPATYPHU
OOIIHOCTU C€ CaMOMACHTU(UIMPAT B PAMKUTE Ha JPYroCTTa, HA YHUBEPCAIHUTE M3MEPEHUs Ha
OTIO3ULIMUTE MEKIY ,,MAIKU U ,,LOJIEMH"* TUTEPATYPH, TPATAULUSA — CbBPEMEHHOCT, ETUKA-ECTETUKA U
mp.

Pa3unTaiiku GUTHETO Ha ,,XY/J0KECTBEHATa CIOBECHOCT IO BpeMe Ha Oapoka, pOMaHTH3Ma U

MOCTIOTOCJIABCKOTO IIPOCTPAHCTBO, aBTOpPKATAa YCIIABA Ja XBBbPJW CBCTJIIMHA BBbPXY CTPYKTYPUTC HaA
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MEHTAJIHOCTTa M COLMAIHUTE HAarjacH, BbpPXY EBOJIOLMITA HAa MHOTOOOpa3HUTE IJIaCTOBE Ha
WHIUBUIYATHOTO U OOIIECTBEHO Ch3HaHMe Ha 3ananaute bankanu. [pyeama Umaxa € TBpCEHUST OT
Hes KJIIY KbM pasrazaBaHe Ha bankanuTe, HE caMO KaTO PErMOHAIHO, 4 U KaTO KOCMOIIOJUTHO
MIPOCTPAHCTBO, KaTO MOCT, KOWTO C€ MPEBPbBIIA B CHHEPIrUHHO MOJE 32 TPAHCMHCHS Ha KyJITypHATa
nametr Ha Ctapust KOHTUHEHT. Ha To3u noetndecku tonoc, JI. MuHaoBa npuaaBa eK3UCTEHIUAIHO,
OHTOJIOTUYHO 3ByuYeHe, (OKycHpaiiku Oorarara, MHOIOIUIACTOBAa TpOOJIEMaTHKa Ha CBOETO
u3cieBaHe BbPXY MeTa(hU3MYHOTO MIPOCTPAHCTBO HA CJIOBOTO, B YHUCOH C (pUI0co(CcKOTO CXBariane
Ha Xaiigerep 3a e3uka Karo JoM Ha outuero. [lon HeroBus MOKpPHUB CU J1aBaT cpellla eTHOBPEMEHHO
ChBpEMEHHHU 3a Hac nucaresu karo Jlanmno Kui, Munopan [TaBuy, Urop [llukc, Anekcanabp X eMoH,
JlaBun AnGaxapu, Mocun Octu, Anem Jle6emsk, bmara Jlumurposa, Becha ITapyn, Bucmasa
Ium60pcka, Tomax [Hlamamyn, Koncrantun I[laBnoB, buabo MIBaHOB, KakTO M MpPEICTABUTEIN Ha
O6apoxoBara ctuiuctuka karo U. I'ynnynuy, Ban bynuu Byuny, @pan Kpbero @pankonan, Hukona
I'yuetnu u ap. CHKUTENCTBOTO HA XY0KECTBEHU TEKCTOBE OT OMBIIETO FOTOCIABCKO MPOCTPAHCTBO
C IPOM3BEACHUs Ha 0apOKOBaTa IMOETHKA € MTPOBOKUPAHO OT BH3NPHEMAHETO Ha JIUTEpaTypara Karo
HACBINHA ,,)KMBa MeTadopa“, THIKYBAaHETO M KAaTO JUHAMUYCH MPOIEC HA MPEHOC Ha JUTEPATYPHU
MIOCJIaHMS], B KOHTEKCTa Ha HEMPEKbCHATaTa peakTyalu3alus, NIPechTBOPSIBAHE HA BPb3KaTa TEKCT-
aBTOp-BB3MpHEMaTes. 3a U3cieAoBaTeNKaTa € BaykKHa UMEHHO Ta3u (QUITpanus, ,,0CTPAaHHOCTSIBaHE"
Ha TEKCTa, 32 Ja BHUKHE B 0COOCHOCTHUTE (M MapalOKCUTE) Ha MOSTUUECKUS U3Ka3, 3a J1a KOHCTpyHpa
CBOsITa TBOpUECKA JTabopaTopusi, B KOSITO B TUHAMHUKATa Ha ,,TMAJOTUYHATA PABHOIIOCTABEHOCT WIIH
MIPOTUBOIOCTABEHOCT" C€ ThPCU KaKTO ,,aKTyaJIH3UpaHe Ha MMOeTHKaTa Ha 0apoka B JIMTepaTypara oT
BTOpaTa mojioBuHa Ha XX B.“ (mpumepHo B TBopuectBoTO Ha JI. Kum u M. IlaBuu), Taka u
JTUTEPaTypHO-aHTPOIOJIIOTUYHA HWHTEPIpETaIisl Ha CIABUCTUYHHUS U OalKaHUCTHYEH OapoKoB
JUCKYPC.

N36panusar noaxoxa mo3poisisa Ha JI. MuH0Ba f1a pa3rajgae mojJMCeMaHTUYHOTO 3ByY€HE Ha
peauia XyJao’KeCTBEHU apTedakTH MW CHI'BTCTBAIIMTE TM MOJAIHOCTH KAakTO B ChbBpeMEHHaTa
TUTepaTypa, Taka U B CBbp3aHaTa ¢ Hesl MaTpuila Ha OapokoBara cTuircTuka. Cpeliara Ha pa3TudHUTe
TEKCTOBE CE€ M3BBPIIBA C OIVIe] Ha MOpaxzaallara ' KyJITypHAa cUTyalusa. B onThkata Ha HEHHOTO
W3CIIEJIBAHE OCHOBHO MSACTO € OTPEJIEHO HA POJIsATa Ha MHTEJIEKTyajlella B MECTHaTa My KYyJITypHa
cpena; TeMaTu3upaHe, KOeTo € ,,CBbP3aHO U ChC CHENU(PUIHOTO MPEMOACIMPAHE HAa HUIIICAHCKHS
MOTHB 33 BEUHOTO 3aBpPBIIaHE KaTo ,,3aBpbIaHe’ KbM ,,pOJHOTO. AHanmu3upaiiku ,,pusmkara u
Metadu3ukata Ha wusrHanueto, JI. MuHI0Ba OTKpOsSIBA OCHOBHH 3a ,,M3THAHMYECKHUS TEKCT
npoGieMu, cBbp3aHu ¢ MuTa 3a Opucel: YOBEMIKOTO JyTaHE U CTPAHCTBaHE, MpeoOpakeHUsITa Ha

JIMYHOCTTA U pa3pymieHaTa UHACHTUYHOCT, HCBb3MOKHOCTTA HA 3aBPBINAHCTO B MUHAJIOTO B KOHTCKCTA
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Ha ,,IeTepUTOpHUATU3alUATa®, NEKOHCTpyUUATa W Tiaolanu3anusaTa. Bcuukum Te ce ornexzaar B
IpeceyHaTa TOYKa MKy eTHKa U TIOeTHKA, TOMUHHPAIIH aHAlIM3a Ha TBOpUYecTBOTO Ha Januino Kum,
MIPEBBbPHAIO CE B CMUCJIOB LIEHTHP Ha KHUTATa. ,,Homo poeticus™ u ,,Homo politicus“ ca oTkpoenu
KaTo ,,eCeUCTUYHUTE TMOJIOCHU BapHaHTH HAa OHA3U JIBOIKa, KOSTO Mpecuya LsaTa npo3a Ha Kum, B
KOSITO C€ TPaBH ,,[10-€TUYECKU aHATIU3 Ha MOJIUTHKATA", @ B HETOBOTO XY/I0’)KECTBEHO Ch3HAHUE BCAKO
,,JIOMTUTHYECKO JCHCTBHE CE€ OCMHUCIS OT TJIeAHATa TOYKA HA €CTETHKATa M Ha OTHOIICHHETO, KOETO
nmokasea copsimo Hes.” He e ciydaiiHo, B TO3M KOHTEKCT, OCMHUCISHETO Ha JHUTEeparypara KaTo
MIPUCTaH, KOMTHEX 0 YPaBHOBECSABAHETO HA TE€3U JBE KATErOPUHU B MEUTAHMUS ,,JIOM Ha OE3JOMHHUKA™,
KOETO aBTOPKATa MIIFOCTPHPA Ype3 TBOpUecTBOTO Ha Mocun Octu, ch31ai ,,cHiHaTa MeTadopa ‘Kblla
OoT e3uK’™, W o0coOeHO 4upe3 ecenctukara Ha Ajem J[eOensk, TOCBETHI TIOBEYETO OT
JUTEPATypOBEACKUTE CH 3aHMMAHHUS Ha IOTOCIABCKUTE M IMOCTIOTOCIIABCKUTE JIMTEPATypH, 3a Ja
ch3Zaie B €IHO OT CBOUTe ecera, Penybnuxa Ha Oykeume, meradopara 3a ,JIMTEPATYPHOTO
IPa)XIaHCTBO KATO €MHCTBEHO BH3MOKHO T'PAXKIaHCTBO 32 YETSIIHS YOBEK.

B nomo06eH Kito4 ce ThPCH M OTTOBOPBT B HAy4HOTO ece Kakeo numa noesusma (3a Tomadnc
Hlanamyn, Koncmanmun Ilasnos u bunvo Heanos), koeTo U3BEK/Ia Te3aTa, Y€ MOC3UATA € BriieaHa
Ha MBPBO MSCTO B €3MKa, €JHOBPEMEHHO BHB (hopMaTa U B CMUCHJIA MY, M aKO [OKa3Ba OTHOIICHUE
KbM HJIEOJIOTUYECKATa PEAIHOCT, TO € OTHOIIEHHWE KaTo KbM CEMHOTHYHA pealHocT. Te3u
paschKIeHus TMO3BOJSBAT Ha aBTOpKaTa Ja apTHKynupa mpe3 Mertadoparta 3a ,JIUTepaTypHaTa
penyonuka“ Ha Anem Jlebensk Kato MPOCTPAaHCTBO Ha BHOOPAKEHUETO, TEPUTOPUS HA MHUCHIITA,
Jpyro HAaMMEHOBAHME 3a JIOMa Ha JIUTepaTypara, KOUTO KaTo YATATEIM OOMTaBaMe; CBOCTO BHK/IaHE
3a Cpenna EBpona kaTo KynTypHa, a HE MOJUTHYECKa yTonus. B HeiiHaTa BU3US — ,,JOTOHOCTANTHSTA
Ha MHO3WHA CHBPEMEHHHU IMOCTIOTOCIABCKH WHTENEKTYaJId BCBHIIHOCT € MO-CKOPO HOCTAITHS IO
BB3/yXa Ha CPETHOCBPOIICHCKOTO HHTEIIEKTYaTHO TPOCTPAHCTBO, KOETO, TPsIOBA JIU J]a TO HATIOMHSIME,
€ MPOCTPAaHCTBO Ha Jloroca, Ha MHCBHITA, & HE HA MOJIUTUKOHOMUYECKUTE MHCTPYMEHTH . B Tazu
peTopHKa ca MPEOCMUCICHU U TOHATHATA 3a IEHThP U mNepudepus, MICTOTO Ha T.H. ,,MalKd
TUTEpaTypu’, KOUTO OM CJlenBajlo Ja c€ ChU3MEpPBAT E€IWHCTBEHO C TMOHSATHETO 3a 100pa, a He
,,CBETOBHA JIUTEpATypa‘‘, 4eCTO 00CTy>KBaIlla HAIIMOHATHH Kay3H.

[TpuHOCEH MOMEHT B KHUTaTa Ha JI. MUH/I0Ba € ThpCceHeTO Ha OATKAHUCTUIHHSI M CIIABUCTHYCH
pakypc Ha 6apoka, Ha HEroBaTa XeTePOreHHOCT M XETePOTEMIIOPATHOCT, HA MapaOKCUTE B HETOBOTO
HCTOPUYECKO U JIUTepaTypHO OutHe. Pecriektupa kakto 6opaBeHero ¢ borata oubiamorpadus, Taka u
aKTyaJIM3UpaHeTo Ha OapoKoBaTa CTHJIMCTHKA Ype3 aHalln3a Ha poMmaHa /[pyeomo msno Ha Munopan
[TaBry. OcoOeH akIeHT € MOCTaBeH BBPXY JIMTEPATYPHO-aHTPOTIOJOTHYHATA MY WHTEPIIPETAIIHS,

BBPXY (I)YHKI_[I/IOHI/IpaHCTO Ha O6paBI/ITC Ha XpaHCHCTO U MUCHCTO, HAa PA3JIMIYHUTC CMOLMWOHAJIHU
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CBbCTOAHUA U TBOPUYECKHN aKTUBHOCTHU U IPEBPHIIAHETO UM B MeTa(i)OpI/I 3a €CTCTUYCCKOTO U 3a cCaMarta

JIUTEPATypPHOCT.
EMHOBPEMEHHOTO ChYETAaHHWE HA TMOTJeAa HAa MPOPECHOHATHUS JIUTEPATYpEeH KPUTHUK C

YMEHHUETO Ha TaJaHTJIMBUS IPEBOJAY HA XYJ0XKECTBEHA JIUTEpATypa, NPEeBPbIIAT KHUTATA /[pyeama

HUmaka. 3a ooma na numepamypama B YHUKATHO HAy4YHO W3CIEABaHE C HEMOBTOPHUMO 3BYYEHE U

IbI00YMHA HA Pa3TiIexkaaHaTa mpodIeMaTuKa.
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Book review:

Interlitteraria. Vol. 21, No 1 (2016). Belletristic Translation: a Means of Cultural-
Spiritual Dialogue or a Tool of Acculturation?; Miscellanea. University of Tartu
Press, Eesti/Estonia, 2016. [Interlitteraria. Tom 21, k1. 1 (2016), Xym0KeCTBEHHUST
MPEBO/I: CPEACTBO 3a KYJATYPHO-TYXOBEH JTUAJIOT WM UHCTPYMEHT 3a aKyJITypanus? ;
Miscellanea.]

Malamir Spasov / Mairamup Criacos
Institute of Balkan Studies with Centre for Thracology, Bulgarian Academy of Sciences

Interlitteraria is the peer-reviewed journal of the Chair of Comparative Literature at the
University of Tartu and the Estonian Association of Comparative Literature. In the words of its editors,
Interlitteraria “aspires to be a point of contact between East and West, North and South”, since it is
being published in a “minority country”, located in a European “border” zone, i.e. “periphery”. As
seen from distance Interlitteraria is functioning successfully as a “mechanism, translating external
communications into the internal language and vice versa”, or simply “genuine mechanism of
dialogue” (as the late head of the Tartu School of Semiotics Yuri M. Lotman (1922-1993) would
characterize the essence of any “border”). In September 2015 in Tartu was held the international
conference Belletristic Translation: a Means of Cultural-Spiritual Dialogue or a Tool of
Acculturation? organized by the Estonian Association of Comparative Literature as a contribution to
the studies in this field. The Thematic section of this summer issue of Interlitteraria consists of reports
of the conference and, as promised by the editors, will continue to the winter issue. The selection
presented in this issue gives an insight into the diversity of the problematics of belletristic translation
as well as some of its universal characteristics, providing both synchronic and diachronic analyses of
this issue’s central topic.

Volume 21 (2016) of Interlitteraria opens with a look into historical translation practices in the
article Doing God’s Work: The Missionary’s Task of Translation or Who Makes the Best Jesuits:
Comparatists, World Literature Scholars, or Real Jesuits? by Dorothy Figueira. This paper deals with
the sixteenth-century Jesuit order and their policies in Asia, more specifically their “construction of
Confucianism and the manufacture of the figure of Confucius” through interpretations of the Chinese
classics. A curious twist comes when, analyzing the so called “Jesuit policy of accommodation in
Asia”, the author takes the aspirations of this prominent Catholic order “as precursors for the tasks we

seek to perform as Comparatists and World Literature scholars”. And what connects these two — a
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Jesuit and a literature scholar (except for the comparative approach) — is a veritable model: “like the
Jesuits in China who sought to package Confucius, we seek to package the world by contextualizing
form and argument, canonizing a body of work, producing creative readings and projecting a vision
onto the foreign Other” (p. 6). After all, such analysis takes us at the principle of translation or at the
translation as a principle. Thus, it depends on the translator how much packageable one world is. And
that is really and truly a tall order.

With the following two articles, the volume goes into the methodology of translation
historiography. The first one, “The Translator Must...”: On the Estonian Translation Poetics of the
20th Century by Elin Siitiste and Maria-Kristiina Lotman, tries to present a comprehensive register of
the prevailing ideas that guided the late 19th and 20th century literary translation in Estonia, as seen
in writings about translation, i.e. reviews, articles, etc., along with examples from real translations.
Only then, it becomes clear that “predominant ideal of translating verse and prose has been that of the
artistic translation, especially since the end of the 1920s” (p. 17). In theory, this ideal is worded simple,
but in fact it represents a difficult task: “a literary translator is expected to (“must”) first understand
the author and the work translated and, second, convey it in such form that is regarded adequate” (p.
31). And again, it is all about the translation principle, but this time — about some principles in
translating, both verse and prose; about transfiguration of translation, i.e. transformation of the world
itself, as far as the translator is responsible for packaging (contextualizing, canonizing,... etc.) the
world.

The second article in methodology of translation historiography, Method and Theory: On the
Compilation of a Collection of Texts in Estonian Translation History, by Katiliina Gielen and Klaarika
Kaldjérv introduces a current project and its attempt to map the “Estonian translation history through
metatexts on translational issues”, i.e. writings about translation by translators themselves, and also by
editors, and other intellectuals, “close to translation throughout Estonian literary history”. The reason
for collecting translational thought into one compilation, according to the authors, “lies in the
importance of translation for Estonian culture” (p. 35), both diachronic (for being a “minority country”,
located in a European “periphery”, which in a sense owes its cultural progress to the models from the
West and the East) and synchronic (for bearing in mind the future of a minor language and translation
in a globalizing world). As a kind of synthesis of the two preceding articles, such an all-embracing
fresco of Estonian translation history is a peculiar attempt of packaging the theory of translation. And
that, per se, is translation.

Translation of poetry is the focal point of the next pair of articles. The first one, Fetching Poems
from Elsewhere: Ciaran Carson’s Translations of French Poetry, by Miriam Mcllfatrick-

Ksenofontov, is about the renowned Northern Irish poet and translator Ciaran Carson. It is probably
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not so strange if a writer, well known for his experimentation with language, form and genre, is also
an unconventional translator. And this exactly is the case of Ciaran Carson and his unusual
interpretation practice that blurs the distinction between translating and writing, which he manifested
recently in his three volumes of French poetry in translation: “sonnets by Baudelaire, Mallarmé and
Rimbaud; prose poems by Rimbaud; and poems by Jean Follain”. Here Carson’s approach is assessed
in the light of poetics of translation of Henry Meschonnic (the French poet, linguist and theoretician
of language, author of “Critique du rythme”), according to which translating would be “producing new
poems in English, which do in English what the originals do in French”. As underlined by the author,
the outcome of such translator’s approach is truly curious and discusses correlations like: “originality
and derivation; writing and translating; the subjectivity of the translator; and the relationship between
original poem and new poem” (p. 51). It is tempting here to theorize further upon such analysis, moving
from particular to general, problematizing the boundary line, which each translator encounters (or
transgresses...) — that sanitary cordon or space of dialogue between the principles of translation and
personal creative impulses, i.e. between interpreter and author, or simply between translation and
creation.

The next paper, Intended Fallacies: Lowered Horizons, Ideological Inversions and Employed
Intimacy. Translating Judita Vaiciinaité’s Early Poetry into Russian, by Gintaré Bernotiene, tells
about the case of Lithuanian poetess Judita Vaicitnaité (1937-2001) and the translations of her early
poetry into Russian. This turns into a proper occasion for discussing the Soviet translation practices of
the 1960s, taken as a whole. According to the author, they are typical of the nature of the Soviet
literatures. Since the “intentional rewriting, expurgation and ideological remakes of the authorial text
were considered normal” (p. 67), or simply regular occurrence, then the Soviet literatures in general,
and the Soviet translation practices in particular, represent merely a function of the Soviet political
doctrine. Bad practices of the amateur translators were in the service of the wicked censorship
institutions, and vice versa — the maleficent censorship was in favour of the bad practices and
incompetent interpreters. It is telling that Vai¢itinaité never spoke in public of these controversial in
many ways translations. An equivocal act of self-censorship, as paradoxical resistance to the
censorship itself. The case of Vaicitnaité, vis-a-vis the previous article, is indicative of what happens
when the interpreter transgresses some principles of translation, withal without being guided by
personal creative impulses — a powerful illustration of wicked translation.

Translation of prose is in the centre of the couple of articles that follow next in the volume.
Firstly Translation of Anatole France’s L’Etui de nacre in Russia: Reception and Perception by
Natalia Nikitina and Natalia Tuliakova, explores the reasons and tendencies in the remarkably multiple

series of translations of France’s renowned Mother of Pearl. In late 19th and first half of 20th century

256



Colloquia Comparativa Litterarum, 2017

Russia translations of this particular France’s work appeared twice for the whole cycle, and up to
sixteen times for some parts of it, with new issues appearing each half a year at times. These are facts
that definitely deserves attention. Successively the authors of the article examine: the translation
theories and practices — first in Russia, and later in USSR when artistic translation as a predominant
ideal of translating undergoes some deviations; the reasons behind such a flood of translations like —
“the popularity of foreign literature on the whole and French fiction in particular” (p. 82), and also the
fact that Anatole France was regarded as the most distinguished French writer of the time, awarded
the Nobel Prize for literature in 1921. Further, the authors continue with reflections on the theories of
translation, together with a comparative analysis of the various existing translations of the work of
France. Such abundance is partly explained by the complexity of his multi-layered text, which
according to the authors, “has resulted in a constant search for a perfect translation”. Except for the
evolving theory of translation, analysis inevitably notes political and social changes in the country
during this period. In short, conclusion is that “the existing translations tend to demonstrate a
significant decrease in ambiguity, inherent in France’s cycle” (p. 79). And in a sense, this is what
people call lost in translation.

The following article analyses a case, which is loaded with a message completely opposite to
the previous one. Found in Translation: The Reception of Andrei Ivanov’s Prose in Estonia by Anneli
Kdvamees is dealing with the most well-known Estonian Russian-language writer, Andrei Ivanov (b.
1971), and the reception of his prose in Estonia. The author analysis, based on articles on Ivanov’s
prose published in Estonian literary magazines and newspapers, focuses on his most debated books
and hence — major topics, such as “alienation, the question of belonging and intertextuality”. Although
his main characters, defined by some critics as men “between”, “existential outsiders” and “people
who belong to the cultural periphery” (p. 103), apparently fail in their attempt to make sense of
existence, Ivanov’s role of mediator and promoter obviously works. With regard to him, being “a man
between” is loaded with meaning or simply makes sense, since his works contributed considerably for
relocating the Estonian Russian literature “from the periphery into the spotlight” (p. 104), thus
expanding active cultural horizons and motivating an ongoing discussion on some essential topics,
such as “the definition of the Estonian literature”, but also “the position of Estonian Russians and the
Estonian Russian-language literature”. Paradoxically, most of Ivanov’s works has been translated in
Estonian — sometimes even first published as translations in Estonian. And so, in the words of the
author, “it may be said that he has been found in translations”. It is then worth saying here that
synonymy is beautiful as far as novels communicate with modern readers and offer “a novel

perspective on society” (p. 104).
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Focusing on similar problematics the Miscellanea section gives actually a broader sense of this
Interlitteraria issue on translation. Paradoxically, speaking of translation, i.e. of bearing across, one
inevitably crosses beyond the topic of translation. In The Author Ransoming the Reader or Vice Versa?
The Case of Karen Blixen, Ieva Steponavidiiité centers on the author-reader relationship, and more
precisely the case of the Danish classic Karen Blixen (also known by her pseudonym Isak Dinesen)
who wrote both in English and in Danish. Two extremes in her reception are distinguished here — “the
paramount interest in her person and life”, on the one hand, and “the new-critical and post-structural
rejection of her biography”, on the other. The article discusses texts, such as Babette’s Feast, The
Young Man with the Carnation and Deluge at Norderney. In search for the balance between those
extremes, it traces the presence of the fictional construct of the author and the storyteller in her texts,
then it demonstrates how Blixen’s texts empower the reader’s freedom and imply that reception as part
of the artistic act. | would generalize it this way: interpretation is translation of meaning and vice versa
— meaning of translation is interpretation.

The next article in Miscellanea section, Pour une poétique du nom de personage (Prolegomena
to a poetics of the character’s name) by Samuel Bidaud, is centred in naming fictional characters,
proposing a veritable poetics of the character’s names. The works selected for the purpose of the study
are mainly by writers of modern times. The author chooses two seemingly opposite to one another
approaches to the subject of his research: “from an autonomous point of view”, on the one hand (which
resembles a diachronic-like way of research, as soon as the character’s name “reflects a personal, a
social, a physical, a generic, a geographical, an autobiographical or a referential characteristic of the
character”); and “from a structural point of view”, (which is rather synchronous-like way of research,
since it “consists in studying the names of the characters” within the same text, “comparing them to
each other” (p. 115), extracting their thematic role), on the other. Attention is paid also to the problem
with translating the characters’ names. And so, examined both diachronic and synchronous, through
interpretation and translation, deciphered thus in depth, names can be quite talkative. To name means
to categorize, and to humankind categorization means survival. Interpretation of the names is actually
as ancient as the Book of books or even much more. So this issue proves to be a huge field of study.

In the article that follows, Rehepapp and Robin Hood: Tricksters or Heroes? by Paul Riisse
and Karita Nuut, characters with celebrated names remain in focus while studying the elusive
differences between the archetypes of trickster and hero. Comparison here goes between the Estonian
Andrus Kivirdhk’s novel Rehepapp ehk november (2000), and J. Walker McSpadden and Charles
Wilson’s The Adventures of Robin Hood and His Merry Outlaws (1891). Rehepapp (usually rendered
as Old Barney), who is constantly tricking Vanapagan (Old Devil), is one of the oldest and most

renowned personages in Estonian folklore. And Robin Hood is the famous medieval outlaw hero we
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all know, perched on the edge between historical chronicles and folk tales on Albion. However, neither
Robin Hood is nothing but mythological character, nor Rehepapp is purely demonic and comical
counterpart of a hero. According to the authors, “the interaction of the two types is much more
ambiguous... Albeit to a different degree, these personages possess traits of both the trickster and the
hero but play somewhat different roles in their respective societies” (p. 130). Sophisticated and
contradictory coexistence of these archetypes could be detected in each one of this notorious pair of
trickster-heroes or hero-tricksters. What really distinguishes these characters is the society that created
them. Not exclusively but in its major part it is probably a matter of society, so to speak. Which reminds
me the words of Oscar Wilde, this brilliant cynic, who was presumably right to say that it is the
spectator, and not life, that art really mirrors.

A literary discussion would most likely remain incomplete and stranger to literary art without
steeping in the topic of the strange. Therefore, in The Uncanny Robots of Pilot Pirx: Stanistaw Lem’s
Tales Dominika Oramus considers some aspects of science fiction. The article discusses a common
theme in the works of Lem, which has (almost) become a binding motif in contemporary science fiction
— “the motif of the robot”, as seen “in four of his short stories from the Pilot Pirx cycle: (...) Terminus,
The Hunt, The Accident and The Inquest” (p.142), and also The Mask. Initially the paper briefly
describes how the so-called “Lemology”, i.e. a veritable “minor branch of literary studies” (p. 143),
evolved in Poland, and how actually Western criticism was the catalyst of this rather not anticipated
development. Referring to both Polish and foreign critics the author portrays the display of this “robot
motif”, as seen in the Pirx cycle, crossing successively important topics, such as “personification”,
“adaptability”, and “madness” of the character. As the author herself concludes, “Lem’s fiction dealing
with robots is thus inscribed within the American and European tradition of confronting the human
being and its artificial simulacrum on psychoanalytic grounds” (p. 155). And so it becomes visible
how different critical traditions contribute to the fully understanding of the text. As I said above,
interpretation is translation of meaning and vice versa — meaning of translation is interpretation. Thus
strange becomes less strange or simply shared strangeness, when strangers translate some strange
stories to each other.

The last but not least article in this Interlitteraria issue, The Placement of Lucian’s Novel True
History in the Genre of Science Fiction, by Katelis Viglas reveals a peculiar translation of past to future
strangeness. The ancient Greek Lucian of Samosata (b. About 125 CE) is considered as one of the
earliest novelists in Western civilization, “well-known for his scathing and obscene irony”. There is a
fictional narrative among his works, which is called True History, defined by experts as a genuine
novel. There he parodies Homer’s fantastic tales, Thucydides’ History, also philosophers, political

figures, etc. Lucian undermines the values of the classical world by satirizing the scientific knowledge
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and rational experience, thus “creating a literary model”. “Through a continuous parade of wonderful
events, beings and situations as a substitute for the realistic approach to reality”, he actually appears
to be a forerunner of modern literary themes like voyages in the outer space, extraterrestrial life, etc.,
nearly two millennia before Jules Verne; let alone his fictional characters, reminiscent of the creatures
from paintings of Hieronymus Bosh, associating his works with twentieth century Absurdism. Lucian
enormous impact on the history of literature is not uncharted fact, but this paper is filling a gap
“pointing out the specific characteristics that would lead to the placement of True History at the starting
point of Science Fiction” (p.158). A couple of these features are emphasized here: “first, the operation
of ‘cognitive estrangement’, which aims at providing the reader with perception of the difference
between convention and truth, and second, the use of strange innovations (‘novum’) that verify the
value of Lucian’s work by connecting it to historicity”. Here I would interpret what | said previously,
stating that synonymy is even more beautiful, as far as an ancient novel speaks to modern readers
offering a novel perspective on future society. This is how interpretation works and this is substantial.

As can be seen, Interlitteraria. Vol. 21 No 1 (2016) covers a wide range of issues of poetics
and reception, but presented selection, in the words of the editors, converges “on the question of how
one world — individual or collective, real or imaginary — connects to another that operates with a
different set of values and meanings” (p. 5). After all, it is about the principle of translation or
translation as a principle. And it always depends on the translator how much converging one world is.
That is a tall order.

In his commentary to the first American edition of a Balkan novel in early 2000s, the English
translator suggested that writers of small, linguistically isolated nations often have an overwhelming
need to write about life in that particular small nation, perhaps as a way of helping to validate and
reinforce the nation’s very existence®. This statement is undoubtedly true. But I doubt it tells the whole
truth. Minor themes go beyond minor literatures, as well as major themes are not enclosed within major
literatures.

Similar to most of the Interlitteraria authors, I come from “a minor, linguistically isolated
nation” with a “small” literature, located in the European “border” zone, i.e. “periphery”. And | know
that there will be “small” literatures, languages and nations until they perceive themselves as such.
Moreover, because the coin has two sides, the problem of “small” literatures, if any, is not solely within
them, but also in the one who sees them, or rather sees them not. Just like some small silhouettes of

men, you happen to watch from a distance. They are who they are, doing what they are doing — but

1 M. Biggins, Against Ideologies: Vladimir Bartol and Alamut. In: V. Bartol, Alamut, Ljubljana, Sanje, 2012, p. 429.
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you are the one whose mind raises the questions: Who are those people over there? And how would |
find out? Coming closer would make those silhouettes larger and clearer. Once you reach them, you
meet people like yourself, and yourself is probably the most tempting object to explore nowadays. But
the way to yourself goes through the Other. In short, this is called curiosity. And to mankind curiosity
means survival — a spiritual one.

This vision is everything but new. Just like translating. Anyway, you never know where insight
could come from. Each new translation represents an opportunity. That is why a “small” literature,

written in a “small” language, matters; that is why comparative literature and translation matters.
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