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LES HOMMES DE SCIENCE ET LA PAIX

Les 4 et 5 septembre 1981 se sont deroulâs ă Bucarest, sous le haufc 
patronage du prâsident de la Râpublique Socialiste de Roumanie, Nicolae 
Ceaușescu, les travaux du Symposium internațional «Les hommes de 
Science et la paix ».

Y ont participi 68 hommes de science de 32 pays : laurdats du Prix 
Nobel, prâsidents d’academies de science. autres personnalitâs scienti- 
fiques de marque du monde contemporain, ainsi que des directeurs gene- 
raux de quelques organisations Internationales.

A l’ouverture des travaux du Symposium a ete presente le Message 
du President de la Republique Socialiste de Roumanie, Nicolae Ceaușescu, 
ad resă  aux participant*.

Le Message exprime la haute conception du President de la Republique 
Socialiste de Roumanie sur les problemes de la paix et de la sâcurite interua- 
tionales, de la detente et du dâsarmement, de la coopiration et de l’entente 
entre les peuples dans leurseffortscommunsenvue de faire instaurer un nou- 
vel ordre iconomique internațional, de laresponsabilite des hommes de science 
quant ă la râalisation des tâches nationales et globales par l’emploi de 
toutes les d&ouvertes de la râvolution scieutifique et technique conteni - 
poraine au b M ic e  exclusif du dâveloppement pacifiquc des peuples. II est 
en meme temps un appel adressi aux savants du monde entier, un appel 
â l’unitd de leurs forces dans la lutte contre le pârii que reprâsentent pour 
l’avenir de l’humanitâ les crises, les confrontations et la guerre. Le Mes­
sage du president Nicolae Ceaușescu a oriente le cours entier des travaux 
du Symposium et dans les interventions des participants ont etâ soutenues 
les idies directrices du Message.

A la clâture des travaux, les participants ont adressâ aux hommes 
de science du monde entier un Appel s’inspirant des idees fondamentales du 
Message du prâsideut Nicolae Ceaușescu et recommandant la constitution 
d ’un Comitâ d’initiative pour l’organisation du Congres mondial « Les 
hommes de science et la paix ».

Suite normale de cette prestigieuse reunion internaționale, a i t i 
constitui le Comită național roumain « Les hommes de science et la paix », 
qui a 61u, ă l’unanimiti, en tant que prâsident du Comiți et prisident 
du Bureau Exicutif du Comiți, l’academicien docteur inginieur Elena 
Ceaușescu, premier vice-premier ministre du gouvernement de la Râpu- 
blique Socialiste de Roumanie, prisident du Conseil National pour la 
Science et la Technologie, illustre homme politique et savant de renom- 
mâe mondiale.

Le Comită National Roumain « Les hommes de science et la paix:» 
a adopte un ample plan de manifestations destinâes ă illustrer la contri-
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bution des hommes de Science du pays aux efforts du pcuple rou- 
main, solidaire des peuples du monde entier, visant la sauvegarde de 
la  paix.

Le Comită National Boumain « Les hcmmcs de Science et la paix >) 
prend part aux actions internationales destin^es â la pr^paration du Con­
gres mondial «L es hommes de Science et Ia paix ».

Le Comită est reprfeenti de meme ă la session spâciale de 
l’Assembl^e gân&ale de l ’Organisation des Nations Unies consacre 
au dAsarmement.
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LE MESSAGE DU PR^SIDENT DE LA RtPUBLIQUE 
SOCIALISTE DE ROUMANIE, NICOLAE CEAUȘESCU, 

ADRESS^ A U X  PARTICIPANTS AU SYMPOSIUM 
INTERNATIO NAL «LES HOMMES DE SCIENCE ET LA P A IX »

II m ’est partieulierement agriablc de votis adresscr â vous, partici­
pant» au symposium « Les hommes de Science et la paix » qui est inauguri 
aujourd’hui â Bucarest — personnalites de marque de la Science et de la 
technique contemporaines — un salut cordial et des VCBUX de succis dans 
le deroulement des travaux de la riunion, afin qu’elle donne une impulsion 
â la lutte des forces avancies du monde entier pour le progres et la paix 
dans le monde.

La Ripublique Socialiste de Roumanie accorde une importance de 
premier ordre â l’activite scientifique, elle situe les acquis de la Science et 
de la culture ă. la base de l’6dification meme du nouveau rigime socialiste, 
estimant que ceux-ci constituent un facteur fondamental du progris et 
de la civilisation.

Nous vivons l’epoque du plus grand essor de la pensie scientifique 
connu pai' l’hum aniti le long des millinaires, l’epoque de la plus grandiose 
rivolution technique et scientifique, marquie par des dicouvertes extra- 
ordinaires qui ont changi et changent radicalement les reprisentations 
de l’homme sur la nature et la sociiti, sur l’univers, influențant tous les 
câtis de l’existence humaine.

Nous assistons, sous l’influence directe de la Science, au changement 
incessant des conditions de la production matirielle, ă la dicouverte des 
secrets de la matiere et ă la valorisation toujours plus efficace des richesses 
de la nature, au diveloppement de la capaciti criatrice des peuples. Tant 
dans la sphere du perfectionnement des forces productives de la sociiti, 
que de la pensie et de la criation spirituelle, aucune nation ne peut plus 
se developper sans l’apport de la Science et de la technique avancies, 
l’avenir meme de l’hum aniti ne pouvant plus etre conțu en dehors des 
grandes conquetes de la pensie scientifique.

Cependant, il faut dire ouvertement que beaucoup de grandes dicou- 
vertes de la recherche scientifique et de la criation technique sont de nos 
jours employies pour la fabricat ion des plus sophistiquies armes de des- 
truction massive, ă commencer par l’arme atomique. Dans le monde a lieu 
une accentuation partieulierement inquiitante de la course aux arme- 
ments et de l’acciunulation d’arsenaux militaires capables d ’aniantir 
toute la planete, de mettre en danger la vie meme de l’humaniti. Nous 
assistons â Faggravation de la tension sur la scene mondiale, comme risul- 
ta t de la politique imperialiste de domination, de force et de diktat, la 
tendance â la consolidation et au repartage des zones d ’influence se mani­
feste avec force, les contradictions entre E tats et groupements d’Etats 
s'aggravent.

En meme temps, dans le monde s’affirme toujours plus vigoureu- 
sement la volonti des peuples de vivre libres, de se divelopper en toute
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ind^pendance, de mettre fin ă. tont jamais au colonialisme et au neo-colo- 
nialisme, ă toutes formes d ’oppression, d ’assurer le renouveau democra- 
tique, progressiste de la socidtâ, le bien-etre des larges masses travailleuses, 
d’instaurer sur la scene mondiale des relations râellement nouvelles, d ’dga- 
lit6 parfaite entre Ies pays, de detente, de collaboration et de paix.

La Roumanie socialiste ceuvre en toute fermetd pour le develop- 
pement des relations avec tous Ies Etats, sans distinction de systeme social, 
nous situons i  la base des relations avec tous Ies pays Ies principes de la 
parfaite âgalitâ en droits, du respect inddfectible de l’independance et de 
la souverainetâ nationales, de la non-ing^rence dans Ies affaires intârieures, 
de la renonciation ă, la force, ă la menace d ’en faire usage. Nous estimons 
qu’il faut tout faire pour enrayer la ditârioration de la situation mondiale, 
pour que tous Ies problemes surgis entre Etats soient r6gl6s par la seule 
voie des n^gociations, pour la relance et la poursuite de la politique de 
detente et de paix.

Dans l’actuelle conjoncture internaționale grave, Ies scientifiques 
ont une dnorme responsabilite pour le present et l’avenir de l’humanit£, 
personne ne connaît mieux que Ies savants, Ies chercheurs, la force destruc- 
tive des armes modernes, le danger que repr^sente la continuation de la 
course aux armements pour la cause de la civilisation, pour la sicurit^ des 
peuples, pour la vie meme de l’humanite.

De nos jours le probleme de conscience se pose de choisir entre la 
politique d’intensification de la course aux annements, de fabrication de 
nouvelles armes nucleaires de destruction massive, et la politique de desar- 
mement, de detente et de paix.

Ces deux voies sont irrdconciliables !
II est evident que Ies scientifiques, qui comprennc-nt tres bien ce que 

c ’est que la force deșt ructive des armes et, en tout premier lieu, des arme­
ments nucleaires,. nc peuvent etre que du câte de la politique de desarme- 
ment et de paix. VoilA pourquoi, Ies hommes de Science ont, plus que jamais 
le băut devoir de faire entendre leur voix et de tout mettre en ceuvre pour 
que Ies merveilleuses conquetes du gânie humain ne servent plus â la fabri­
cation des armes de destruction massive, aux preparatifs de guerre, a la 
politique d’agression, de force et de domination.

La plus noblemission des savants, des chercheurs de tous Ies domaines 
et du monde entier est de faire que tout le potentiel de la science et de la 
technique contemporaine soit consacre au progres, au mieux-etre, â Ia 
liberte et â l’independance des peuples, â la garanție du droit supreme 
des hommes â la vie, ă la paix.

II est nicessaire d’cnuvrer ânergiquement et rdsolument pour l’arret 
do la course aux armements, pour Ie disarmement, nucWaire en premier 
lieu, pour l’arret de l’installation et du ddploiement de missiles de porție 
moyenne en Europe, contre la production de l’arme h neutrons, pour la 
râduction des budgets et des effectifs militaires, pour la renonciation defi­
nitive ă l’emploi de la force ou ă la menace d’en faire usage dans la vie 
internaționale, pour l’6dification d’un monde sans armes et sans guerres.

A cause du sous-dâveloppement la plupart de la populat ion du globe 
vit dans un etat rctardataire, presque un demi-milliard de gens souffrent 
de faim. Voici pourquoi il faudrait instaurer un nouvel ordre £conomique 
internațional, qui assure l’acces libre de tous Ies peuples, en premier lieu
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des peuples retardataires, aux merveilieux acquis du gânie humain, la 
circulat ion libre des connaissances ct des d^couvertcs, la transfoimatiou 
de la science en un bien de l’humanitâ entiere.

Dans Ies conditions de l’aggravation de la crise economique mondiale, 
la Science peut jouer un râie particuliârement important dans la d^cou- 
verte et la mise en valeur de nouvelles sources ^nergetiques et de matidres 
premieres, Ies m ettant au service des peuples, dans la bonification de la 
terre et la solution du grand probleme du ravitaillement. Elle a l’obligation 
d'apporter sa contribution â la protection de la sânte des masses du monde 
entier, au combat de la pollution, ă l’amâliorat ion de renvironnement, â la 
protection des valeurs de la nature,^ la transformation de notre planate en 
un v6ritable jardin florissant qui assure une vie digne pour tous Ies peuples.

Les hommes de science et de technique de Roumanie, profondâment 
d^vouis aux intdrets du peuple, consacrent toute leur Energie â la prospi- 
ritâ Economico-sociale de la patrie tout en cooperant activement avec les 
scientifiques des autres pays dans la lutte pour le progres, pour le dâsar- 
mement, pour la dAfense du droit fondamental de toutes les nations i  l’exis- 
tence, ă la paix et ă la liberte.

A notre âpoque, les peuples, les larges masses populaires du monde 
entier jouent un râie essentiel dans la dâtermination du cours de l’histoire. 
La place des scientifiques, vitalement intiressis ă la cause du progrâs 
et de la paix, est aux câtAs des peuples qui luttent pour la difense de la vie 
et de leur travail pacifique, pour le droit de se forger librement leur 
destinde, sans aucune ingârence ou pression de l’extârieur, de consacrer 
leurs ressources et Energie ă leur prospiriti matârielle et spirituelle. Sans 
£gard aux diffârences de conceptions philosophiques, politiques, religieuses, 
les hommes de science doivent resseiTer leurs rangs et, de concert avec les 
forces âprises de paix, anti-impârialistes du monde entier, se lever contre 
la politique imperialiste, de domination, contre la guerre, pour un monde 
de la justice, de l’£galit6 et de la paix.

II importe plus que jamais d ’organiser un front mondial des scienti­
fiques qui agissent et expriment leur opinion autoris6e ă l’Organisation des 
Nations Unies, â la Confârence sur le d^sarmement et dans le cadre d ’autres 
organismes internationaux concernant le dâsarmement et la garanție d’une 
paix durable sur notre planete.

Nous avons la ferme conviction que l’action unie des hommes de 
science et de culture, des travailleurs, des forces progressistes, de tous 
les peuples pourra arrâter la course aux armements et diterminer le pas- 
sage au dâsarmement gânâral, nuclâaire au premier chef.

Faisons tout pour assurer â nos enfants et ă, nos petits-fils, ă notre 
generation et aux gendrations futures la paix, la liberte et le bonheur dans 
un monde sans guerres, plus humain, plus juste et meilleur !

Animi de ces sentiments, j ’exprime ma conviction que l’importante 
rtunion de Bucarest aura un profond teho dans la conscience des cher- 
cheurs et des savants du monde entier, et je vous adresse les plus cordiaux 
vceux de succes, de satisfactions dans votre noble activiti consacrâe au 
progres de la Science, ainsi qu’ă la cause de la collaboration, de la paix 
et de l'ind^pendance des peuples.

NICOLAE CEAUȘESCU
president de la Ripublique Socialiste de Roumanie
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A P P E L 
DES PARTICIPANTS AU SYMPOSIUM INTERNATIONAL 

«LES HOMMES DE SCIENCE ET LA PA IX »

Riunis, Ies 4 et 5 septembre 1981, ă Bucarest, dans le cadre du sym- 
posium «Les honunes de Science et la paix », pour d^battre, dans un ample 
et fructueux dialogue, le probleme fondamental de Itepoque contem- 
poraine — la paix — noble but de l’humanite toute entiere, nous, hommes 
de Science de nombreux pays du monde, de tous les continents, conscients 
des graves dangers que les armements reptesentent pour l’humanite, de la 
contribution que la Science et ses serviteurs peuvent apporter ă l’arret 
de la course aux armements, au progres conținu et ă l’avenir de l’huma- 
nite, adressons aux savants, aux chercheurs et aux intellectuels du monde 
entier, i  tous les peuples, l’appel vibrant de conjuguer leurs efforts et 
de coop^rer toujours plus âtroitement ă la d^fense de la paix — bien 
supreme de l’humanite.

Notre 6poque connaît non seulement l’ascension vertigineuse de la 
Science et de la technique, marquâe par de grandioses d^couvertes qui 
influent sur tous les domaines de l’existence humaine, mais aussi des actions 
anachroniques, contraires aux intirets de l’humanite, ă savoir l’utilisation 
des râsultats de la Science et de la technique â des fins destructives, nuisibles 
ă  la paix, i  la liberte des peuples. Nous traversons une periode ou l’huma­
nite est confrontee ă des probiemes particulierement complexes, assistonâ 
â une nouvellc et frenetique course aux armements, â l’accroissement sans 
precedent des budgets militaires, â la fabrication et au perfectionnement 
de nouveaux moyens de destruction massive, ce qui aggrave profondement 
la situat ion internaționale, pese de plus en plus lourd sur les peuples, ampli­
fic le danger du dedenchement de conflagrations, qui peuvent detruire la 
vie de toute la planete, la civilisation meme, bâtie le long des miltenaires.

Pleinement conscients du fait que la responsabilii des hommes de 
Science, dans l’alternative paix ou guerre, n ’est qu’une — de d^fendre la 
paix — disons un NON rAaolu & la guerre et aux armements, tel itan t 
non seulement notre devoir moral, mais aussi une condition de l’existence 
de l’humanite. Nous appelons tous les scientifiques, quelles que soient 
leurs convictions politiques, philosophiques, religieuses ou d’autre nature, 
ă ceuvrer, aux câtes des peuples de leurs pays, pour enrayer la diteriora- 
tion de la situation internaționale, la politique d’armements, pour la relance 
et la poursuite inlassable du cours vers la detente, vers la paix, vers une 
large collaboration internaționale !

Agissons maintenant, avant qu’il ne soit trop tard, ă cette heure 
de grande responsabilite envers les destins de l’humanite, pour la cessation 
de la course aux armements, pour la tealisation du d^sarmement et, tout 
premterement, du dâsarmement nuc!6aire, pour Itedification d’un monde 
sans armes et sans guerres, pour la d6fense du droit fondamental de l’homme 
et des peuples — le droit & la vie, ă la paix !
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Nous autrcs, scientifiques, qui connaissons mieux que personne la 
force destructive des armes modernes, l’immense danger qu’elles rcpri- 
sentent pour Ia secu rii des peuples, pour la vie meme de l’hum anii, unis- 
sons davantage nos forces, agissons fermement contre l’utilisation de l’dner- 
gie atomique ă d’autres fins que celles pacifiques ! Mettons tout en «livre 
pour que l’immense potentiel de la recherche scicntifique et techniquc ne 
soit pas utilisd pour la production des armes, mais qu’il contribue exclusi- 
vement au d^veloppement âconomique et au progres de chaque pays, 
â la conservation de tout ce que le g^nie humain a r6alis6 de mcilleur, a la 
c ia tio n  de nouvelles et importantes valeurs !

Dans Ies circonstances actuelles de l’existcnce, au plan mondial, de 
nombreux problemes d ’ordre ^conomique, social et politique, nous, hommes 
de Science, avons le haut devoir d ’accroître toujours davantage notre con- 
tribution ă leur solution, pour la prospiriU de toutes Ies nations. Utilisons 
nos ddcouvertes ă la liquidation des grands ddcalages existant entre Ies 
pays riches et Ies pays pauvres du monde, ă ]’61imination de P6tat de sous- 
d^veloppement ou se trouvcnt deux tiers environ de la population de la 
planate, ă l ’̂ radication de la sous-alimentation et des maladies qui con- 
tinuent de faucher des millions de vies humaines, tout comme & la pro- 
tection de l’environnement et ă sa conservation au Mnifice des gdniration» 
futures ! Ddployons tous Ies efforts pour la d^couverte de nouvelles ressour- 
ces 6nerg6tiques et de matiires premidres, pour la solution des problemes 
ayant tră it ă l’alimentation, ă l’eau, ă la s â n i ,  etc., dont dependent le 
progres et l’avenir de toute l’hum aniti ! Militons fermement contre toute- 
entrave i  la circulation mondiale des valeurs scientifiques et culturelles, 
pour que tous Ies peuples profitent largement des merveilleux acquis d& 
la Science et de la technique, pour la transformation ie l le  de la Science en 
un bien de l’humanitâ toute entidre !

A notre âpoque, la paix et la sd cu rii internaționale c ie n t  Ies condi- 
tions Ies plus favorables au progres iconomique et social, â, l’emploi des 
acquis du g^nie humain, de l’impressionnante ivo lu tion  scientifique e t 
technique contemporaine au bin^fice de tous Ies gens do la terre. Voilît 
pourquoi, tout effort, toute action — que ce soit de la part d’associations 
scientifiques ou culturelles, d ’organismes civiqucs ou de personnes pri- 
vies, ou bien de la part des hommes politiques, des gouverncmcnts et des 
parlements — destinsa i  contribuer ă la dîfcnse et i  la consolidation de 
la paix, & la cause de la collaboration internaționale pacifique, sur la base 
du respect de l'indipendance et de la souverainei nat ionales, de l’6 g a lii 
en droits, de la non-ingirence dans Ies affaires in irieures et de l’avan- 
tage ic iproque — doivent etre appr&iâs et appuy^s fermement, pour 
que Ies aspirations ligitimes des peuples, de tous Ies gens, conscients de 
leur responsabilii envers Ies destins do la civilisation humaine, soient 
accomplies.

Nous adressons aux hommes de Science, ă leurs associations natio- 
nales et internationales, l’appel d’organiser des formes adequates de coopA 
ration, par-dessus Ies diffîrences nationales, id6ologiques ou politiques,. 
pour faire en sortc que la Science soit utilis6e exclusivemcnt en conform ii 
avec sa vocation humaniste. A cette fin, nous avons constitui un Comit6 
internațional d’initiative, destină i  organiser des actions des scientifiques, 
visant & p iv e n ir  contre Ies dangers que p isen te  la course W n^tique aux
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armements, notamment nucldaires, ă renseigner l’opinion publique sur 
cea dangers et â ilaborer des mesures concites en vue de Ies eviter, ă prd- 
parer un Congres mondial des hommes de Science au service de la paix. 
Nous adressons aux scientifiques, aux intellectuels du monde entier, l’appel 
de se joindre ă ce comite, de collaborer avec nous ă cette noble action 
d^di^e ă la paix, de tout faire pour que nos opinions se fassent entendre 
ă  l’Organisation des Nations Unies, ă la Conirence sur le disarmement de 
Geneve, dans tous Ies forums internationaux qui dibattent Ies questions 
du d^sarmement, de la paix, de la secu rii et de la coopâration 
internat ionales.

Conscients de notre responsabilii envers la Science et 1’humaniW, 
du fait que nous ne pouvons pas forger un avenir acceptable sans un p is e n t 
de la paix, mobilisons notre forcc de persuasion et d ’argumentation 
afin de d6terminer Ies adeptes des armements ă changer leurs options, 
d ’influencer Ies gouvernements, Ies parlements, Ies hommes politiques ă 
promouvoir une politique de paix, d’entente et de collaboration, ă renoncer 
com pitem ent au recours & la force et ă la menace d’en faire usage, assurant 
le reglement de tous Ies problemes litigieux par la seule voie pacifique, 
n6goci6e !

Mettons tout en cnuvre pour que Ies fonds ddpensâs pour Ies arme­
ments, Ies immenses budgets militaires soient utilis^s pour la ia lisation 
des programmes de d6veloppement socioiconomique de chaque pays, 
pour aider Ies peuples des pays sous-d6velopp6s dans leurs efforts de pro- 
gris, pour l ’̂ dification d’un monde plus juste et meilleur, ă l’abri de 
la menace de la guerre !

Servons avec un haut divouement Ies nobles idiaux de la paix, faisons 
notre devoir envers notre propre conscience, envers nos contemporains, 
envers Ies commandements supremes de l’hum anii, offrons ă l’huma- 
n i i  une perspective ă la mesure de ses aspirations Ies plus châres, de sa 
cap ac ii de c ia tion , soyons ă la hauteur de tout ce que la civilisation 
humaine a ia lisd  de plus p ic ieux  au long de siecles !

Nous avons la ferme conviction que, unissant nos forces, intensifiant 
notre coopâration, la Science deviendra rdellement une arme de la vie, 
de sorte que tous Ies peuples puissent accroître leur contribution au patri- 
moine de la connaissance universelle, pour que la paix, la secu rii et la 
collaboration triomphent sur notre planate !

Bu carat, le S septembre 191)1
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The mental frame

THE MENTAL DISCOURSE IN THE W O R K OF ART

ALEXANDRU DUȚU'

The analysis of a work of art can go beyond language and formal 
aspects and reach its mental substratum by working out a strategy of 
exploration. Fitting up a derrick, drilling, capturing the flow of thoughts 
and behaviour are no less delicate operations than extracting oii, a source 
of material energy. The usual examination of literary phenomena thi’ough- 
out many a century leads one to the conclusion that works of art do 
not succeed one another according to some simple rhythmical movement ; 
on the contrary they intersect all the time deep-going trends of thought 
and rapid reactions to contemporary phenomena. Jloreover there are 
writers highly responsive to contemporary life expressing the desires and 
repulsions of their own generation with a sensitiveness recalling the petala 
of flowers, while there are others who refer “ the pageant of the world” 
to an intellectual pattern, to a number of principles. Writers are different 
in point of outlook, and the material they use cannot be the same. When 
further analysing the artistic means of expression we note that in certain 
epochs the written word is not predominant and concepts are power- 
fully expressed through architecture or music. It is quite obvious that 
any comparatist has a right to say that the analysis of a text should 
not be taken to be the history of culture, for if he leaves aside the lite­
rary phenomenon, the comparatist risks to overlook the specific artistic 
character of the text he analyses. It is also true that any study of the 
literary means of expression only, reduces the comparative analysis to 
the surface phenomena of art. Between the very useful details to be found 
in a guide-book and the careful reading of a monograph describing the 
monument to be visited there is a difference of level which the compara­
tist will not ignore; this is due particularly to the primordial fact that 
literary texts float, as it vere, on the genuine sea of oral communication, 
mostly neutral yet of a great artistic value, which cannot be overlooked 
for the simple reason that it always pervades the texture of the written 
artistic expression.

To discover and reconstitute the collective mentality, one must first 
establish the coordinates of the study, i.e. the relationship between oral 
and written expression, as well as between facts and duration. Whether 
we examine the connection of the text with music or the relationship» 
between two separate texts created in two different milieus, we shall al­
ways bear in mind the dialogue between writing and orality, between the 
moment we have circumscribed and the fundamental attitudes and deep- 
going trends of thought and sensitiveness. We shall theh probe deeper,

SYNTHESIS. IX, BUCAREST. 1982
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12 ALEXANDRU DUȚU 2

starting with the examination of the connections between the texts analys- 
ed and the works of art, music and oral literature in the respective 
cultural milieus; such connections will enable us to observe which was 
the background of the cultural expression in each and every milieu under 
discussion. Further on, with the help of the elements conveyed by the other 
parts making up cultural expression — by music, oral literature, fine arts 
— we shall go even deeper in order to see the manner in which thoughts, 
feelings and attitudes were organized coherently to form a mental discourse. 
To recreate the coherence of an oral expression, which appears in a fixed 
form in the work of art, the comparatist will have to devote particular 
attention to predominant concepts and images; they both appear in 
bold relief owing to the fact that they hold the most prominent places in 
the discourse, appearing at the decisive stages of the exposition, as well 
as due to the fact that they occur over and again with significant insis- 
tence. Having analysed the predominant images and concepts, the research- 
er will turn his attention to the examination of the patterns of thought 
which — with each separate writer — become clearer when one investi- 
gates his intellectual training and the way in which his basic mental 
attitudes are reflected in his works, i.e. attitudes towards the 
major moments and problems of human life. At the level of literary genres, 
themes and movements, these patterns appear in periods of change, some- 
times opposing a tenacious resistance, which might be a conservative 
withdrawal, but also an attitude of self-preservation in face of an attack 
against human nature itself. We thus reach the structures, which, in time 
and space, can reveal similitudes or differences J . In  order to discover 
the dialogue of structures in different cultural models, the researcher 
will analyse the mental communication which aims in the first place at 
showing the way in which “the other” — i.e. another manner of think- 
ing and acting — was discovered; in the second place, by following 
the indications given by the discovery of “ the other” , the researcher wiU 
be able to throw light on the appearance of favourable conditions to the 
intensification of communication and on what is usually described as the 
formation of the mental climate.

This is a possible strategy which, making manifest important rela- 
tionships between the literary work and collective mentality, casts light 
on the causes of and directions followed by the artistic relationships 
bet ween writers, literatures and cultures developing in different intellect-

1 In this sensc see our article Sources, dynamics, structures. explanations of change, 
in Les mentalites collectioes. Un debat, “Rev. ftud. sud-esl europecnnes". 1980, 4, p. 557—572. 
Any eflorl to go bcyond language will entirely accept what Reni Wellek said at Innsbruck, 
i n 1979 : “Literature is not only language and is not mcrely sclf-rcflcxive. It evokes a world 
of its own through language. I thus cannot accept the fashionablc idea of a “prison-house” 
of language. I bclicve that literature does represent reality, is mimetic, says something about 
the world, makcs us sec and know the externai world and that of other minds” — Rene Wel­
lek, Literature, Fiction and Literariness in Proceedings of the IX ,K Congress of the International 
Comparative Literature Association, Innsbruck, 1979, edited by Zoran Konstantinovic, voi. 1, 
Innsbruck, 1981, p. 23—24. On the study of fiction from the point of view of the history 
of mcntalitlcs, valuable suggestions may be found in Evelyne Patlagean’s article L ’histoire 
de l ’imaginaire in La Nouvelle Histoire. Paris, Editions Rctz. 1978; some considcrations on 
this type of study applicd to comparative literature in my contribution to llummage Erich 
K  Dhler (in prinț) : I.'imaginaire, Vimagination ct Ies rclations lilteraires.

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



MENTAL DISCOURSE IN WORK OF ART 13

ual milieus. This strategy aims at penetrating into the domain of the ima­
ginari/, in order to investigate the part played by imagination in art and 
the series of symbols and allegories which got predominance in the cultural 
expression. Thus the comparison follows the very thread of the mental 
mechanism conducing to the appearance and dissemination of the literary 
work. AII along this process, stress is laid on the philosophical aspect 
rather than on expresion as such, separated from thinking; although 
this kind of investigation is much more difficult than stylistic comparison, 
the satisfaction one can feel is undoubtedly greater.

By examining the background of the cultural expression, the compara­
tist realizes that at a certain moment the most vigorous intellectual ten- 
dencies, i.e. the most vivid debates, appear in written form; however, 
at other times, he will notice that architecture and painting are much 
more eloquent. In any case, he will ask hiraself what is the relationship 
between the texts and the oral artistic expression, be it “popular” or 
elitist, such as for instance rhetoric at the princely or royal courts. He 
will observe an alternation of the oral, written and figurative means of 
expression. Before the spreading of the art of printing, artistic productions 
were predominantly oral and controlled by rhetoric, — the art of the 
“uttered” word — until the end of the 18th century, when the press and 
books invaded the homes and filled the time of people. That is why when 
analysing the European novei in the 17th and 18th centuries one must 
ask such questions as what was the time devoted to reading and to 
what extent the people of the time participated in the artistic events 
in which the oral communication was prevalent (readings given in salons 
or plays). There were then momcnts when painting held pride of place 
(during the Italian Renaissance, for instance), or architecture (during 
the Baroque), or music (this helps one understand the aesthetics of 
the Enlightenment, for who could explain the artistic phenomena in the 
age of the Enlightenment without studying the works of Bach or Mozart ?) 
In our times, too, could anybody understand literature without studying 
the cinema, the dominant art of the 20th century ! This does not imply 
only the influence exerted by the cinema on the narrative technique, 
but deeper layers of investigation, too, the play of temporal levels or the 
rendering of the fascinating combination of permanence and immediacy; 
in these respects literature and the cinema express present-day concerns 
and pursuits which pass from one art to the other, whence the attraction 
stage directors feel for literature aud writers for stage directing. It is ob- 
vious that studying concomitantly the development of the novei and of 
the film in the 1930’s for instance, we can easily detect the common orien- 
tations in different literatures, owing to the fact that the study will reveni 
similar or different mental structures.

There is an alternation of the means of expression which makes 
painting, music, poetry, sculpture, drama, architecture, tiu* novei or 
dancing, each in turn, hold the most prominent place. There is also an 
alternation of the disciplines which have asserted themselves in written 
form, as in certain epochs it was theology or philology that became pre­
valent, while poetry and philosophy became prevalent in others. There 
is finally an alternation in literature, for the novei had not always been 
in the forefront, playwriting on the second plane, criticism and poetry
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14 ALEXANDRU DUȚU

following bolii of them. the way they seem to be today : it was sometimes 
the poem that came first. then story-telling and then exegesis, which came 
only last. To establish which was the kind of literature that predominated 
in the period under study it is necessary to penetrate deep into the construc- 
tion of the literary discour.se; this however does not mean that it is not. 
possible to start from any group of literary evidence, on condition that we 
should never forget that any discourse can be. emphasized by comparing 
the data conveyed by the written word with thosc of the language of 
art and with oral expression. One can very well start from the language 
of art, for many architectural ensembles, covered with rich paintings, 
can reveal intellectual orientations — and, sometimes, even the patterns 
of thought in a society or in a gi’oup of societies — more clearly than do- 
zens of treatises. Hampton Court Palace, situated on the bank of the 
Thames a few hours by car from the centre of London, is an evidence thereof.

Those who enter the castle through the Trophy Gates on the West 
seem to be hearing the clattering hoofs of Henry V III’s messengers who 
had arrived at the dead of night to bring cardinal Wolsey, archbishop of 
York and Lord Chancellor of England, word of his sovereign’s disfavour. 
They can imagine the gallop of the black-mantled knights to reach the 
sickbed of the cardinal whom they were to strip of the insignia of power. 
They were to hurry back with them to the king who offered them to. 
Thomas More, the new Lord Chancellor, who after a few years only, was 
to go to the block. Many a scene from A Man for AU Seasons featuring 
Paul Scofield as Thomas More bring to life, as it were, the walls which 
actually did not witness the cardinal’s death, for he had forfeited the 
castle to the king before he was summoned to London to be tried and sen- 
tenced, and on his way he met his death.

Built by Thomas Wolsey at the beginning of the 16th century, 
Hampton Court Palace was planned with great magnificence for, in 1527, 
the French Ambassador and his whole retinue of 400 were entertained 
there. The castle was approached by w ater; one of the fațades faced east 
onto a splendid garden. The East Front was completely altered by Sir 
Christopher Wren, the greatest English architect of the 17th century, 
who, in 1689, was commissioned to design new apartmcnts foi' William 
of Orange, the conqueror of the Stuarts. Today seen from the West, the 
castle exhibits the straight severe lines of the Tudor style, with reddish 
brickwork facing the walls, making the building look like a eitadel with 
its numerous pinnacles. Seen from the East, it looks like a sumptuous 
palace with tall Windows surmounted by triangular pediments. The clas- 
sical lines recall the harmony of Versailles, enhanced by long columns of 
the Corinthian order. The visitor who passes quickly from the Clock 
Court to the Fountain Court feels he has covered one century and a half 
of civilization, passing as it were through a time tunnel. W hat exactly 
has changed and what has endured *

The Astronomical Clock tells of change : its intricate dial indicates 
the hour, the month, the day of the month, the number of days since the 
beginning of the year, the phases of the moon and its southing, from1 
which can be calculated the approximate time of high water at London 
Bridge. I t  will be noticed, however that the disks revolve around a cen­
tral point, the earth, showing that the “Deviser” of the clock had contriv- 
ed it before the discoveries of Galileo and Copernieus who were to plac»
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5 MENTAL DISCOURSE IN WORK OF ART 15

the sun at the centre of time and space. The portrait of the famous dwarf 
Jeffrey Hudson, an attendant on Queen Henrietta Maria, who was pro- 
bably the last of the court jesters in the history of England, recalls the 
past : he fought in the Civil War for his king Charles I, and he seems to 
have managed to shoot a man. We also learn some details of the past. 
from the “Haunted Gallery” ; it is reported that Catherine Howard — 
Henry V III’s fifth wife, ran along this corridor in the hope of speaking 
to the king, who was then hearing Mass in the Royal Chapel and ask 
him to spare her life : but she was soon seized by the guards who dragged 
her back — screaming desperately — to her own chambers where she 
had been confined; it is said that she still shrieks along the gallery. . . 
but no one has heard her since.

Convincing details about the persistence of things are the two im- 
posing staircases of the palace : the Queen’s State Staircase (1628) and 
the Kings’ Staircase (1700). The first is decorated with an allegorical 
scene representing Jupiter and Juno, i.e. Charles I and Henrietta-Maria ; 
Apollo, i.e. the Duke of Buckingham, presents the liberal Sciences to Ju p i­
ter and Juno. The King’s Staircase also represents Apollo accompanied 
by the nine muses, in a composition whose conclusion is different; for 
there follows a scene inspired from the “Satire on the Caesars” written 
in 361 by Julian the Apostate, emperor of Byzantium, showing the Ro­
man emperors invited to attend a banquet of the gods, vet threatened by 
the sword of Destiny, while on the adjoining wall, Hercules, William IH ’s 
favourite hero, commends to the gods the merits of Alexander the Great. 
The significance of the whole composition is quite obvious, while the 
Stuarts were summoned to trial, the most famous hero of ancient 
times was celebrating William II I  considered to be a new Alexander the 
Great. The two ample compositions show the manner in which the same 
legendary personages paid homage to the Stuarts and then justified their 
sentencing; the same mythological elements were made to serve, in 
both cases, the illusion created by the monarch’s power. The fact that 
both compositions cover the walls of sumptuous satircases is no accident, 
for during the Baroque the staircase gave expression to the deșire of the 
elite to rise above the rest of the community of people; the monumental 
staircase with imposing allegories painted on its walls had become a 
chamber of illusions meant to change any simple man into a loyal sub- 
ject and to make anyone approaching the monarch realize that the man 
who was to receive him descended from the gods. As a m atter of fact 
stairs have always suggested an ascension, a transition from the lower 
to the upper spheres, from what had happened outside to what was going 
on inside; and that is probably why the noblemen who were elimbing 
the stairs to the balconies in St. Sophia Cathedral in Kiev could see ou 
the walls circus actors performing, or clowns in their acts, all this 
to enhance the shock caused the moment the noblemen entered the church 
whose walls were sparkling with mosaics representing haloed figures. 
In any case the two staircases show that from 1600 to 1700 the imagi- 
nary at Hampton Court — where art made great progress taking up more 
and more space in the palace — was built with the same materials : proof 
thereof is the Queen’s Gallery, its walls hung with tapestries woven in 
Brussels to Gobelins designs made in 1662 by Charles le Brun, and the
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Cartoon Gallery mort' especially, with a fine view from the window> over 
the Fountain Court. completed in 1699, designed by Wren to di>play 
seven of the ten cartoons painted by Eaphael for Pope Leon X  as designs 
for tapestries for the Vatican Palace. The seven cartoons were bought 
by Charles I and, after the execution of “ the late Charles Stuart“ , these 
and the equally famous THuniph of Julius Caesar by Mantegna reinaind 
ÎD the palace. They were considered too valuable to be sold to anybody 
and the Parliament decided to preserve theni. A step further in the 
progress of art in the conscience of the masses of people was taken in 
our limes when the seven cartoons vere transferred to the Victoria and 
Albert Museum whcre they can be admired by all the visitors of London, 
for only a few of them would make the long journey to Hampton 
Court Palace to this purpose. Their destiny points to a wider dissemina- 
tion of the works of art, appreciated more especially because they are a 
source of beauty, even if at times beauty conceals the contents and mean- 
ing of the work.

There are other monunients that offer similar illustrations. More 
than a century separates the frescoes decorating the narthex from those 
decorating the nave of Tismana Monastery, situated in the South-West 
of Bomania. This enables us to compare and clearly show what lasted 
and what has changed in the post-Byzantinc figurative language. Such 
phenomena can be efficiently compared when they are far apart in time, 
as is the case with Tismana Monastery and Hampton Court Palace in 
which the mental patterns aie different, but their transformation occurs 
at the same slow pace. Whence we could infer that the acceleration of 
transformations was to begin in the 19th century.

However, it is not only the relationship between tradition and in- 
novation that is most important in the study of cultural expression. 
There is no doubt that when innovation no longer meant a renewal of 
tradition but a separation from it and the devising of new forms 2, the 
very content of the expression changed, too. It is even much more impor­
tant that change influenced another fundamental relationship of the lite- 
rary discourse, i.e. the relationship between the public and the intimate 
discourse, which left its imprint on the language of literary works and on 
the materials made use of, giving rise to the preference for some particular 
literary genre. The relationship is sometimes perceived by comparatista 
who consider the variation of culture to be a consequence of the fact that they 
were created by “ introvert”  peoples or by “ extrovert” ones : the illustra- 
tions they offer are simple — there are introverts in the East and extro- 
verts in the West. It seems to us that in these cases the simplifying pat- 
tern of the “psychology of peoples” —which defines collectivities only 
according to behaviour and a few mental attitudes, leaving aside others 
— becomes quite conspicuous. For we may ask ourselves why should the 
Japanese be introverts and the Swiss extrovertsî Is this an inexorable 
determination, or are there changeable situations î Is there any chancer

2 Ser Hans Gcrd Rotzer, Traditionalitiit und Hlodernitdt in der Europdisohe Literaturr 
Darmstadt, Wissenschaftliche Buchgcsellschaft, 1970 ; for the concept of rcvolution, which 
In the 18th  century acquired the present significance, see Karl Griewank, 11 concelto di rioolu- 
tione nell’itâ moderna, translatcd from German, Fireue, La Nu ova Italia,. 197.9.
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for an introvert to become extrovert, since we can easily understand front 
the subtext of the quaJities enumerated, that the extrovert is superior to 
the fonner because he is dynamic, can rapidly pass from one situation 
to another, as a man of strong and new sensations (a kind of superinan !), 
captivating, handsome, intelligent, even if he loses many of his qualities 
on the way, sometimes even the answer to the question if life was of 
any good? No such approximate question can lead us on the right path 
to the mental substratum, but the study of other coordinates anchored 
in experienced realities and able to comprise the relations of the writer 
with the others and of the single event with duration. As the buttress of 
cultural expression, the mental discourse seems to us to depend on three 
important aspects : the forms of cultural initiation in the society which 
the writer belongs to, the main orientation of intellectual life, and the rela- 
tionship between communication and introspection which the historians 
of the trend of “Annales” placed under the aegis of Hermes and Hestia.

Considering the first aspect one should notice the general tendencies 
of the society under economic, social and demographic scrutiny and the 
manner in which generations are reproduced mentally. B y what means ? 
By mouth-to-ear transmission, by visual means, by TV lessons? In 
what way ? B y referring to the past more especially or by confidently refer- 
ring to the future, since even a society turning its attention to the times 
to come cannot ignore the image it creates of its own seif, or the effect of 
contemporary action on the institutions which secure the transmission 
of convictions and gestures 3. Studying the convent school of St. Cyr 

. founded by Mme de Maintenon, Daniel Boche wrote that education pre- 
vailed over instruction, aiming at instilling in the conscience of the young 
ladies an outdated, anti-Pricieuse attitude, opposed to the worldly vision 
of the salons. Finelon, too, extols maternal feelings and day to day heroism 
preaching the return to the simple morals of the ancients.

3 See Georges Duby, L'histoire des systimes de valeurs, “History and Theory”, 1972,. 
1, p. 15 -25 .

4 Daniel Roche, Education et sociiti dans la Franee du X V III1 sitele : 1’exemple de la 
maison royale de Saint-Cyr, “Cahiers XXIII, 1978, p. 3 — 24.

“ Aux salons qui melaient Ies genres, la tentative saintcyrienne op- 
pose la ndcessite des diffirences et le refus des valeurs mondaines. Les 
dames peuvent & l ’aise precher la fmgalit^, la valeur du travail, denoncer 
l ’oisiviti et la eorruption de la Cour et des salons urbains. Dans cette pers­
pective, la femme est au centre du projet car au coeur de la sociit^ fami­
liale, point focal de la sociite civile, mais cette place centrale reste seconde, 
elle n’en doit pas bouger. Contre une sociâti ouverte, mobile, baroque, 
dans ses contraintes, son raffinement et sa richesse Ies demoiselles de 
Saint-Cyr affirment la primauti de l ’ordre classique, raisonni et stabi­
liși”  4.

Thus, various projects for the formatîon of man can appear in the 
collective mentality of a society ; they leave their important stamp on all 
those who came into contact with them. On a more general, plane, it is 
quite obvious that the educațional process peculiar to the milieu where 
the writer was brought up exerts a direct influence on the way he judges 
things. It is not possible to compare a work created in the south of France
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with a work belonging to a different culture, unless we take into account 
the way in which writers were accustomed to judge things in their own 
environment. Thus, for instance, in the 18th century, Toulouse was con- 
sidered to be a “sacante” city, Jacques Godechot tells us describing it 
by means of three French words : “Sale, sainte, savante” ; vet, from a 
strictly literary viewpoint, the results were none too impressive. “ Suf- 
fice it to examine the theses presenled at the four faculties and we real- 
ize the mediocrity of the educațional system : written in Latin, they do 
not fiii more than one page and are nothing but purely formal scholastic 
exercises” . That is why “Ies lumieres” do not radiate from the univer- 
sity but from the academy which publishes a collection of its works. 
“These works point to a highly tradițional academy until about 1762. 
Further on, odes and religious poems are replaced by historical and philo- 
sophic treatises” . Let us remember that such categories of writings show 
how important are the indications given by the background of cultural 
expression helping us to thoroughly grasp the intellectual trends existing 
at a given moment. After 1762, “scandalous subjects ” — suchas thepraise 
of works running counter to the imposed pattern of thought — became 
more numerous and the Academy risked not to be allowed to publish 
them. Besides the Academy, public libraries were opened and newspa- 
pers were published, Toulouse being one of the first French provincial 
towns to possess a newspaper of its own s .

5 Jacques Godechot, Les structures mentales in L'Histoire de Toulouse, Privat, 1978.

Studies in the history of books, which have always been a great sup- 
port of literary history, also contribute to the understanding of the 
development of intellectual training; those studies which help us see 
clearly what was being read and also how people used to read in the past 
will be given priority. An essential element was the transition from inten­
sive reading, which helped memorizing and meditation (therefore a form 
closely connected with oral “teaching” ), to extensive reading in which 
stress was laid on the accumulation of knowledge and the stimulation of 
curiosity. The topos of the books, E. R. Curtius mentions, reveals the part 
played by reading in mediaeval societies, quite different from the place 
held by books and newspapers in towns today. Returning to the division 
of cultures into introvert and extrovert, we notice that English culture 
was introvert in the Middle Ages and became extrovert in the 17th cen­
tury. In the light of the research work carried on about the intellectual 
formation of people throughout the centuries, the collective mentality 
appears to be a dynamic process. Moreover, taking into consideration the 
permanent change wrought in the collective mentality, the historian of 
culture and the comparatist will bear in mind the prevailing method« 
used to convey knowledge in the period under study (oral education» 
visual illustration of ideas, writing and reading) for they are instrumental 
in the formation of judgement, in the organization of knowledge and the 
appearance of particular mental structures.

As to the second aspect, it is necessary to take into consideration 
the philosophic systems prevailing in the epoch so as to better understand 
the development of the author’s thoughts and even the internai organi­
zation of the work of a r t ; for instance, the relations between Cartesianism
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and French Classicism. In any work of art, no maltei' how avowedly indif- 
ferent to intellectual disputes, there is a philosophical pattern which its 
contemporary philosophical systems niight elucidate, be it scholasticism 
or positivism, Jansenism or Wesleyanism or other trends which influenced 
thinking and sensibility. E. Panofsky’s demonstration regarding the 
connection between mediaeval art and scholastic is a fine example in 
this respect. The history of the main ideas, such as “the chain of exis- 
tence” on which Arthur Lovejoy has thrown a stimula ting light has prov- 
ed particularly instructive : it is very important for the understanding 
of the romantic “mutation” to grasp how “the world of ideas which de- 
fines the range of diversity of possible existence has definitely been trans- 
formed into a realm of mere possibility awaiting actualization, empty and 
without value until it attains i t” *.

• Arthur O. Lovejoy, The Great Chain of Being, Harvard Univcrsily Press, 1966- 
p. 326. See also what the distinguished American professor wrote on the gates to bc pul “ through 
the fenees which, in the course of a praiseworthy effort after spccialization and division of 
labour. have come to be set tip in most of cur uni verși I ies between departmcnts whose work 
ought to be constantly correlated. I have in mind especiaiiy the dtparlments of phllosophy and 
of the modern literatures. Most teachers of literature would perhaps readily enough admit that. 
it is to be studied — I by no means say, can solely be enjoyed— chiefly for its thought —con­
tent, and that the interest of the history of literature is largely as a record of the movements 
of ideas — of the ideas which have affected men's imaginations and emotlons and behavlour” 
(p. 16). On the copy kept on the shelves of the Bodlelan Library, in Upper Reading Boom, 
someone has written marginally : “No, no, no I Literature is art, not phllosophy — the chief' 
criterion is aesthetic". I discussed this reacUon in the Prologue to my Essay on the History of 
Human Models, Ed. științifică, 1972, D. 19—21.

Without such prospect it is rather difficult to explain “le mal du 
siecle” and all the romantic introspection which becomes much more 
intelligible when one can notice the effect of the reversal of a way of 
thinking originating in Plato. The intellectual orientation prevailing in 
â given society can be grasped much better when examining the things 
in which a society has believed and which are often revealed by dichis 
and myths. Most significant is the idea of man and of the universe 
which lies at the foundation of any system of explanation of the world 
and offers us the opportunity to comprehend how those people understood 
the relationship between man and the global phenomenon we term life. 
We might seize these ideas analysing some fundamental mental attitudes, 
such as the attitude towards life and death so thoroughly studied recently 
that it has become almost a fashion. We only wbh to stress the fact that 
for the general mental climate of an epoch it is imperative to get to know 
what the people living in the respective epoch had to say in explanation 
of the appearance of life, its duration, its disappearance, all this in an ac­
tive or passive relationship; for it is essential to the cultural orientation 
whether man had active relations with God or passive relations (with an 
overbearing or indifferent divinity), or if he did not accept them. The men­
tal basis of Byzantine art is anchored in “synergy” which implies the co- 
operation of the two will-powers—human and divine — and which isquite 
different from the renunciation to any human effort peculiar to the Bhe- 
nish mysticism which strongly pervaded 20th centuiy idealism; on the 
other hand Victorian ethics, present in 19th century English literature, 
suggests the fact that the world was the field of action of man, who in the
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end had to present his accounts to God. However, research work in this 
domain must be verv carefully carried on, for nowhere else can dim know- 
ledge, the repetition of dichis or mere impressionism be more harmful 
than here.

Finally, the relation between Hermes and Hestia reveals an impor­
tant part of the mental content of the works of art, as well as the appea- 
rance of open or closed forms in European culture. This relation can be 
localized historically, since it is a consequence of the conflict arising in 
the epocii starting with the second half of the 18th century — between 
individual and society, tradition and modernism, a conflict which has re- 
duced the number of human manifestations to the alternative : either 
to take refuge in illusion or to wholly participate in immediate reality. 
While the .Romantic introvert turned his back on immediate reality, the 
man concerned in the Byzantine culture with the “ inner wisdom” had 
found in the immediate and in the pure fact manifestations of a superior 
will from which he tried to extract the significant and the essential. He 
carefully observed facts, vet with a serene detachment; since he knew 
that intense participation in the event makes it more difficult to estimate 
it. Hence the difficulty of many a “modernist” to grasp the mental struc- 
ture in the works created during distant epochs; eluding the caretul exa- 
mination of their structure, these critics are obliged to attribute to people 
who lived in distant epochs a “ taste” which is surprisingly similar to 
their own.

Yet the very notion of “taste” is not adequate in a cultural context 
which did not accept it. As long as the immediate and the event were con- 
sidered manifestations of permanences, renewal was brought in by the 
return to firm principles; so, there was no place for the “ taste” to ope­
rate. It was only when the established principles were no longer considered 
immutable and the intellectual orientation changed its direction in search 
of other concepts, that the centre of gravity shifted from putting princi­
ples into practice to rațional activity, to individual sensitiveness and aspi- 
rations — briefly to individual “taste” . There is no doubt that this 
taste was dependent on collective mental attitudes and ou the outlook 
on man and the world prevailing in a given period and society. where it 
was described as the “general common sense” ; had it not depended on all 
this, each individual would have had his own “taste” and Hermes would 
have become an exile, for people would not have been able to understand 
one anotber any longer. The “aesthetic taste” started dominating when 
the centre of human interest was shifted from the “reality” of principles 
to the “reality” conveyed by the senses; while “well-being” and “hap- 
piness” began to depend on the feeling of pleasure or pain, “aesthetic 
pleasure” depended on what “ taste” accepted or rejected when someone 
listened to, read or saw a work of art. Taste took into account a number 
of norms elaborated by reason in full effervescence; when the new rea­
lity asserted itself, reason began to play an important role, while the con- 
templation of essences lost its prominent place. With every rațional inves- 
tigation, a new facet of the immediate world came to the fote and gave 
a new dimension to the collective aesthetic taste. The philosophy of the 
19th century is the most telling example in this respect: the philosophical 
systems based on rațional investigation advanced new aesthetic criteria

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



11 MENTAL DISCOURSE IN WORK OF AHT 21

which we can find in realism, impressionism and other artistic trends, 
each promoting a different aesthetic taste. However, this comparatively 
new situation cannot make us forget that art before the 18th century was 
organized in a different manner and that until the appearance of the 
Renaissance, all the tradițional cultures distinguished between “ inner 
wisdom” and “outer wisdom” . The relationship between “ inner” and 
“outer” was combined with the relationship between up and down, esta- 
blishing a hierarchy in the works of a r t ; some of them were important, 
like tragedy — a major genre — others were less important, like the co- 
medy —a minor genre. As longas themental discourse took into account the 
relation between “inner” and “outer” , symbols took precedence on the 
immediate. The hierarchies of the mental discourse were disturbed when 
the social hierarchies, which placed the mental discourse in the service of 
an illusion which projected them favourably, were reversed. The new 
mental discourse, in the Renaissance and later on, did not deny permanence 
— a genuine element of human existence — but shifted the centre of 
gravity towards the “outer wisdom” , delimiting new spheres of action 
for each term : public and intimate. Therefore, whenever we deal with the 
relationships between communication and mental activity, between Her- 
mes and Hestia, we must understand the meaning of one and the other 
in the epoch under consideration. Thus, sprinkling, as it were, all the works 
of art with our aesthetic “ taste” , we offer to the readers an image of 
the human spirit similar to an onion we strip of all its coats until 
nothing is left (an image which Alfred de Musset used once).

The “public discourse” and the “ intimate” one appear in their truc 
light when we analyse how the mind’s activity is reflected in the work 
of art. Three such works are telling examples thereof.

On the first ledge of Purgatory, Dante met the group of the sluggards 
and saw aga in Belacqua who had never left his workshop where he used 
to make musical instruments and where he had always lived snugly. 
The story goes that Dante admonished Belacqua who answered by quoting 
Aristotle : “When man takes the time to calm down he becomes wiser” . 
To which the poet answered : “Certainly, if never budging an inch brings 
wisdom, there has never been a wiser man than you are” . In the Purga- 
tory, Belacqua, on account of his laziness, takes a long time to recognize 
Dante. However, when the poet leaves the ledge, the sluggards realize 
(only then .') that Dante’s body casts a shadow, which means he is alive, 
and try to make him stay longer. Dante hesitates and almost stops but 
Vergii admonishes him uttering the following verses which have become 
proverbs :

“ P crchi l'aninio luo Canto s'inipiglia 
Dissc il maestro. che l'an d ar allenti ? 
Clie ti fa cid clic quivi si pispiglia? 
Vien dietro a ine, e lascia dir le genți ! 
Sta come torre ferma, che non crolla 
Giammai la cima per sofiar de’venti ! 
Che sempre l'uomo in cui pensier rampolla 
Sovra pensier. da se dilunga il segno, 
Perche la foga I un dell'allro insolla".

(V, 1 0 -1 8 )
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Danie has start ed oii his journey to get to know the significance of 
life; will he be able to reach the. end of his journey if he lends his ear to 
gossip ’ Knowledge implies discipline, correct judgement or discrimina- 
tion, renouncing trifles, tenacity. That is why Vergii, i.e. reason, orders 
him : “Vien dietro a me, e lascia dir le genți” ; don’t  let yourself deluded 
or hampered by those slow in action and thought, for if you join the slug- 
gards you will never reach the summits. Be firm : “sta comme torre ferma” . 
It is quite clear that the. “inner wisdom” did not mean giving up activity 
or the knowledge of the world; in answer to the invitation to come back 
to Florence from his exile on condition that he ate humble pie and own 
himself guilty, the poet wrote the following in his Epistle to the Florentine 
Friend : “Far be it, from a man used to philosophy, such hasty ba>eness 
of the heart that he may suffer of his own accord to be humbled, like a 
robber sent to the gallows, such as Ciolo or other villains were: Far be .it 
from a man who preaches justice, that, after he has suffered injustice, he 
may pay wilh his own money those who have done him wrong, as if they 
deserved it. This is not the road to follow in order to return to one’s coun- 
t ry ” . Dante had fought for justice while in Florence, and it was not pos- 
sible to force him to ask forgiveness in the same way as Ciolo, a crook 
who had burnt his books to avoid paying his debts. In his work contempla- 
tion is not severed fi’om action ; on the other hand, everything is subordi- 
nated to an aim, his mind is active, endeavouring to find the essence of 
things, unlike the sluggards who idle away their time. That is why he did 
not offer any explanation to Vergil’s admonition, but only answered him : 
“Yes, I am coming, father” 7.

7 More at iength in our comnientary on the Divine Comedy, translated by Ela Boeriu, 
Ed. Univers, 1971, p. 739-741.

The workings of Eichard I I ’s mind, who has lost his throne and is 
alone in prison, are different. There is no definite aim in the train of his 
thoughts which linger on like Belacqua’s, offering an illustration of anxiety 
and agitation. Concern and worry, with Shakespeare’s character assumes 
unusual proportions, for the playwright was obviously fond of his charac­
ter who had worn a crown at the age of ten, was faced with serious state 
problems when still a mere youth, an impulsive young man, often wavering, 
who was to abdicate in favour of Bolingbroke, vet a king who had been 
a patron of the arts and literature, protecting Geoffrey Chaucer for in- 
stance, who had received a pension from the king and had been appointed 
to various functions, Geoffrey Chaucer whose work Shakespeare had read 
while at school. The playwright felt a deep sympathy for his character 
and he therefore attributed him his own thoughts although the king had 
been dead for two centuries and his outlook on the world must have been 
different from the Elizabethans’. Eichard I I ’s philosophical soliloquy re- 
veals the intellectual climate of the 1600’s rather that that of the 1400’s. 
Forsaken by his courtiers who had fawned upon him, all alone like a 
pauper, the king tells us that he has been studying “how I may compare/ 
This prison where I live unto the world” ; to make his prison resemble the 
world he has peopled it with thoughts whose father was his soul and whose 
mother was his brain (“My brain 1’11 prove thefem aletom y soul: /My soul 
the father” ), giving birth to “a generation of stillbreeding thoughts” .
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Each and every thought — “ thoughts of things divine” , “ thoughts 
tending to ambition” or “ thoughts tending to content” — could be inter- 
preted as answers to his two-faceted situation, for he was both a king and 
an imprisoned beggar. The monologue reveals a baroque ambivalence : 
the peculiar tendency of this style to disclose a more complicated facet 
of the world than classicism had perceived. Thoughts no longer progresa 
straight in the direction of truth but linger, tarrv in reflection and the con- 
sideration of dual aspects until both the thinker and any other man can 
find the answer : “Nor I, nor any man, that but man is,/With nothing 
shall be pleased till he be eased with being nothing” So man will be satis- 
fied and feel relieved when he learns that he is “ nothing” . The unhappy 
prisoner hears the strains of a tune, which rnakes him exclaim : “ How 
sour sweet music is, / When time is broke and no proportion kept !/ So 
it is in the music of men’s lives” .

Unlike Belacqua, Bichard II  nevergiveshimself up to idle thoughts ; 
on the contrary, his mind is active, but he lends different proportions to 
his most intimate thoughts, as it comes out when we compare the “sweet 
music” of theking’s life to the rhythmical and well-knit music that supports 
the workings of Dante’s mind, directed unhesitatingly to a particular 
a im.

Finally, the intimate reflections in the Essay on Man by Alexander 
Pope are different from the other two, to the effect that, foilowing “na- 
ture’s path” man describes himself by comparison with the cosmic move- 
ment, with the outer world of the body : “Take nature’s path, and mad 
opinion leave,/All States can reach it, and all hcads conceive” .

The above examples help us understand that, in course of time, 
both the investigation of the great problems of life and of the problema 
regarding the relationships of man to the others have fornied two compre­
hensive spheres of mental activity : one in which wisdom had grasped the 
essence of phenomena, deeds and gestures, the other dominated by wis­
dom acquired by investigating externai manifestations, gestures, details. 
There is a clear-cut distinction between thinking in search of archetypos 
and thinking interested in actual forms of human activity. This diffe- 
rence is reflected in different intellectual approaches : one is directed 
towards the “inside” world and tries to reach the “inner wisdom” , 
while the other turns to the “outside” world in order to get the “outer 
wisdom” . Inner wisdom will never consider details and will speak about 
existence; outer wisdom will pay attention to everything and will lead 
to the domination of the material world. Each kind of wisdom will give 
rise țo a specific form of illusion, whence the clear-cut distinction between 
tradițional and “modern” art.

Needless to say, the reflections making up the mental discourse 
can be easily found in reflexive prose, books of wisdom, collections of 
maxims and parables, essays, handbooks of good manners, where the 
familiar language comments on unanimously accepted truths and does 
not feel bound to argue or to adopt indirect ways of speech. The language 
of a philosophic treatise differs from the dialogue of two peasants, in 
the same way as the language of a proclamation is different from the 
language of memoirs or travel books. And vet the intimate mental discourse 
is not always to be found in the same literary genres; they too can and
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do change. What could be more intimate, therefore closer to the mental 
discourse of a writer, than a letter? This, however, does not hold good 
with the Bvzantines who considered epistolare art a great art destined 
to convey feelings but also an excepțional aesthetic satisfaction. The 
elaborate constructiou of the sentence, the apt presentation of the confes- 
sion held pride of place, while trivial matters — the author’s plâns, his 
activity — -n-ere communicated to the addiessee by the bearer of the 
lefter. Did not Jlihail Psellos say that “ the means of expression in a lef­
ter reveal the inner structure of the writer” ? 8 A structure dominated by 
classical values would have made everyday confessions ridiculous. Nor 
does the correspondence carried on by Nicolaus Olahus and Erasmus 
abound in details on the two of them, while Herder vas to impact to us 
his thoughts rather than his personal aspirations. We can therefore con­
clude that the letter had become “ intimate” only of late, but now it is 
more difficult for it to reflect the collective mentality which — apparent- 
ly only, paradoxically enongh — is more obvious in the Byzantine epis- 
tles or in those of the Benaissance, when authors used the language of the 
epoch, i.e. the mental equipment of their time. It is more difficult uowa- 
days to grasp the. collective mentality in the letters revealing an individua- 
lized inner life which, moreover, is expressed in a well-controlled artistic 
form.

In the genres which allow a freer assertion of the author’s persona- 
lity by means of a more familiar language, the mental discourse appears 
to be much more authentic than in convențional genres such as scienti- 
fic treatises, in which the author’s intervention is hardly felt in a narra- 
tive which progresses somehow implacably. However, an authentic 
mental discourse can be observed more especially right where the cultural 
trend — with its coherent system of values accepted by the milieu where 
the writer or the artist lives — interesects the personal aspirations and 
preoccupations of the writer or a rtist; expressing his own seif in words 
belonging to the collective mental equipment, the writer or the artist 
brings to the fore the relationship between private and public feelings 
and thoughts which support the entire mental discourse. No artistic revo- 
lution took place between El Greco and Jordaens, and vet the elongated 
figures of the former direct the attention towards the upper part of the 
painting which is — as is known — an “ inner” place, while Jordaens 
offers us people belonging to the immediate reality projected against the 
black background of the canvas which lends brilliance to the figures we 
meet in everyday life. There are other illustrations of the relationship 
between “public” and “ private” attitudes such as the relations between 
interiors and fațades (think of the modest looking houses in South-Easț 
European towns with a sumptuous interior —frescoes, Oriental carpets) 
or between an opera and chamber music.

If we compare the works of artists living in the same epoch and in 
milieus with similar systems of thought, we nevertheless note that their 
inclinations are obviously different; they may discuss widely different 
aspects, ranging from everyday aspects to archetypes. Lending artistic

• See Roberl Browning, The Byzantine Empire, London, Weidenfeld and Nicliolson, 
1981, p. 153.
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expression to a collective mentality, writers and artists give also expres­
sion ro their own personality. The study of collective mentality dees not 
render less important the personality of the a r tis t; on the contrary, the 
artist appears to be a spokesman of his contemporaries or a trail-blazer. 
Instead of the misunderstood genius Romanticism introduced into lite- 
rary history, the history of mentalities brings to the fore a man who 
expresses the thoughts and feelings of his contemporaries in order to 
help them perceive beauty and the truth which creates personalities. 
The mental discourse is always grasped where the individual and the 
collective m eet; it brings thus back not merely fragments of a broken 
world, but life itself mirrored as it was in an individual’s mind, a human 
being striving to bectme a personality.
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KOMPARATISTISCHE IMAGOLOGIE 
JENSEITS VON 

„WERKIMMANENZ" UND „WERKTRANSZENDENZ“

HUG O  DYSERINCK 
(Philosophische Fakultot der FWTH Aachen)

Wenn es heute iiberhaupt noch Griinde gibt, liber den Sinn und die 
Berechtigung der komparatistischen Imagologie nachzudenken, so liegt 
dies naturlich in erster Linie immer noch daran, daB in den fiinfziger 
Jahren, d.h. zu einer Zeit, da diese Forschungsrichtung sicii innerhalb 
der Komparatistik endgiiltig zu profilieren begann, Angriffe gegen sie 
gerichtet worden sind, die so entschieden waren, daB sie noch bis in die 
Gegenwart nachwirken. Es wurde bekanntlich nicht nur die Belevanz 
dieser Forschung immer wieder in Zweifel gezogen, sondern Fragen w ie: 
„Ist das eigentlich noch Literaturwissenschaft?” oder : „Ist der Litera- 
lurwis.senschaftler dafiir eigentlich noch zustăndig?” wurden mit solchem 
Nachdruck gestellt, daB sie manchem sogar noch heute als diskutabel 
gelten.

Die Dinge erscheinen inzwischeu freilich in einem andern L ich t; 
und wir reagieren auf die betreffenden Bedenken auch entsprechend anders 
als zur Zeit der bekannten Auseinandersetzungen iiber den Unterschied 
zwischen „amerikanischer” und „franzbsischer” Komparatistik — und 
der damit einhergehenden sogenannten „Krise der Vergleichenden Lite- 
ratunvissenschaft” . Es haben in der Tat auf internationaler Ebene sowohl 
innerhalb als auBerhalb der Literaturwissenschaft gewisse Entwicklungen 
stattgefunden, die sich eindeutig zugunsten der komparatistischen Imagolo­
gie auswirken muBten.

Vor aliem zwei Erscheinungen waren dabei von besonderer Wich- 
ligkeit :

Im Bereich der Literaturwissenschaft selbst zeichnete sich immer 
deutlicher ein weltweit wiedererwachendes Interesse fiir den breiten Eă- 
cher der politischen Tragweite des Literarischen ab — und zwar mit dem 
Ergebnis eines Verzichts auf die zeitweilige Wunschvorstellung von einer 
sich ausschlieBlich auf „Innerliterarisches” berufenden Literat urbetrach- 
tung. Und an zweiter Stelle gab es iiber alle spezifisch literaturwissenschaft - 
liche Cberlegungen hinaus die interessante Erscheinung, daB immer mehr 
Vertreter gewisser Nachbardisziplinen (von der Soziologie und Sozialpsy- 
chologie bis hin zur Politologic) dazu iibergingen, mit mehr oder weniger 
entwickelten literaturhistorischen Vorkenntnissen auf literarisches Mate­
rial zuriickzugreifen, um hochaktuelle Probleme aus dem Bereich der geis- 
tigen und politischen Beziehungen zwischen den Vblkern und Nationen
SYNTHESIS. IX . BUCAREST. 1982
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zu untersuchen. — Zweifellos also Griinde zur Genugtuung und zum be- 
rechtigten Optiinismus hinsichtlich kiinftiger Moglichkeiten ’.

Dennoch — und hiermit ist nun die Komparatistik als akademisches 
Facil im engeren Sinn des Wortes angesprochen — ist dies alles nocli 
kein Grund zu glauben, daB es infolge der neueren Entwicklung nicht mehr 
der ernsthaften Besinnung iiber Charakter und Ausbaumdglichkeiten der 
imagologischen Forschung bedarf — und nicht mehr der klârenden 
Reflexion iiber die Stellung, die sie innerhalb unseres in gewissen Lân- 
dern bekanntlich iminer noch nicht besonders erfolgreichen Faches ein- 
nimmt und weiterhin einnehmen soli. Und erst recht wăre es verkehrt, 
sich damit zufrieden zu geben, daB die alten in bestimmten Kreisen 
geiibten Widerstânde. inzwischen an Vehemenz nachgelassen haben und 
der Imagologie heutzutage im Rahmen einer etablierten Komparatistik 
(bzw. „Vergleichenden Literaturwissenschaft” oder „Allgemeinen und 
Vergleichenden Literaturwissenschaft” ) in der Regel die Existenzberech- 
tigung nicht mehr grundsatzlieh bestritten w ird; bekanntlich ist die Zahl 
derjenigen, die darin iibereinstimmen, daB es fiir eine „eigentlich litera­
turwissenschaft liche” Komparatistik allerdings doch weit wichtigere 
Dinge gabe, dadurch kaum weniger groB geworden 2.

1 Vgl. dazu auch Tli. Bleicher, Elemente einer komparatistischen Imagologie, in: ..Kompa- 
ratistlschc Hcftc“ 2, Bayreuth, 1980.

2 Das jUngste Beispiel einer in dieseni Sinn besonders unerfrculichen Einstellung zur 
Imagologie bictet der von M. Schmeling herausgegebene Sammelband Vergleichende Litera­
turwissenschaft (Wiesbaden, 1981), der u.n. auch dadurch auffttllt, daO das darin cnthaltene 
Kapitel Ubcr „EinfluU — und Hczeplionsforschung" die komparatistische Imagologie und ihre 
Leistungen (cinschlielllich der neucsten einschlagigcn Grundsalzaufsălze) vollig und ostentativ 
ignoriert.

Gerade auch angesichts mancher neuerer Publikationen und Verlaut- 
barungen ist es also auch heute noch mehr als angebracht, regelmâBig 
daran zu erinnern, daB eine an multinațional zusammengestelltem lite- 
rarischem Material arbeitende komparatistische Imagologie iiber eigene 
beachtliche Mbglichkeiten verfiigt, die sich sowohl von denen der sogenann- 
ten Nationalphilologien als auch von denen bestimmter nichtliteratur- 
wissenschaftlicher Disziplinen deutlich unterscheiden; und zwar Moglich- 
keiten, die letzten Endes jenseits aller Kompetenzstreitereien und aller 
Querelen iiber Unterschiede zwischen einer „iniierliterarischen" und einer 
„auBerliterarischen” Bearbeitung von Literatul’ liegen.

Die komparaiische Imagologie ist — schon vor den fiinfziger Jahren 
— aus einer ganz bestimmten Entwicklung des franzosischen Kompara- 
tistikprogramms hervorgegangen : Sie war in erster Linie das Ergebnis 
einer Schwergewichtsverlagerung von der EinfluB — zur Rezeptionsfor- 
schung und stand somit in direktem Zusammenhang mit einem ganz 
konkreten Versuch, die kiinftige komparatische Forschung nicht nur 
rationeller und sinnvoller zu gestalten, sondern sie auch mehr und mehr 
auf den eigentlichen Kern aller komparatistischen Problematik zu konzen- 
trieren. Genau genommen ging es dabei um den Verzicht auf eine als 
letztlich unbefriedigend empfundene EinfluBforschung zugunsten einer 
Untersuchung der Art und Weise, wie in der Literatur eines bestinimten
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Landes auf die Literatul’ und das Geistesleben eines „andern” , „frern- 
den” Landes reagiert wurde 3 .

3 Vgl. M .—F. Guyard, La lilleridure comparce. Paris, 1951 (mit Avani-Propos von Jean- 
Marie Carrt). Vgl. dazu auch II. Dyscrinck, Komparatistik. Eine Einfiihrung (Aachener llci- 
trdge zur Komparatistik. Bd. 1), Bonn, 1977.

J Zu der Oppositiou, der die komparalisUsche Imagologie in der Vergnngenhcil aus- 
gesetzt gewesen ist, vgl. auch die werlvollen AusIUhrungen in der Einleilung zu : .1. Hicsz, 
Beat von Muralls „Lettrcs sur Ies Anglais el Ies Eranțais et sur Ies Voyages“  und ihre Rezcp- 
tion, MUnchcn, 1979. — Vgl. ebenfalls : M. Gsleiger. Zum Begriff der l.ileralur in vergleichen- 
der Sicht, in : Zur Theorie der Vergleichenden l.iteraturwissenschațt (llrsg. II. HUdiger), Berlin 
1971 ; ders., Pourquoi la Litlerature comparce?, in : Etudes de l.ellres (Hulletiii de la Eacullf 
(ies l.ellres de l" Universile de Lausanne), I.nusanne, 197 I. Eine eingehendere l ntersuchung der 
Umslănde, unler denen die Etablierung des Faches Komparatistik selbst (z. T. mit beacht- 
lichem Erfolg) in beslimmten Lăndcrn noch im 20. .Jh. bekâmprt worden ist, slehl indessen 
noch aus.

1 Zum Problem der ‘ images’ und ‘mirages' und ihrer l'ntersuchung im Rahmen der \'er- 
tjleichenden Literaluririssenschafl, in : „Arcadia“ , 19GG.

6 Zu den Termini innerlitcrarisch-auperliterurisch vgl. die dcutsche Cbersclzung von B.
Wellek, Theonj of Literature von Edgar und Marlene I.ohner (1. Ausg. Bad llomburg v.d.II.
1959). -  Zu U’erkimmancnt-ircrktranszendenl (ebenfalls im Sinne von Welleks inlrinsic-exlrinsic )
vgl. J. Strelka, Methodologie der Literalunvissenschuft, TUbiugen, 1978.

Han muB heute tatsăchlich wieder mit Nachdruck daran erinnern, 
weil das franzosische Imagologiekonzept, so wie es vor aliem von Carr6 
propagiert wurde, seinerzeit auf eine Kritik gestoBen ist, die genau diese 
Zusammenhânge ignorierte und stattdessen die Diskussion um Bedeutung 
bzw. Berechtigung einer komparatistischen Imagologie auf einen Weg 
brachte, der inzwischen nicht etwa dadurch weniger irrefiihrend gewordeu 
ist, daB er letzten Endes ihren Durchbruch doch nicht hat verhindern 
konnen.

Die Kritik an clem von Carre und seiuem Schiiler Guyard in der 
Nachfolge Baldenspergers und Hazards vorgeschlagenen Programin, die 
bekanntlich von keinem geringeren als Ren6 Wellek gestartet und von 
diesem auch entscheidend gepragt worden war, bewirkte in derT atauch , 
daB die Stellungnahme fiir und wider Imagologie von vielen Betroffenen 
geradezu unmittelbar verkniipft wurde mit einer Entscheidung fiir oder 
gegen die von Wellek bevorzugte Prioritât des Astbetischen in der wissen- 
schaftlichen Erforschung der Literatur iiberhaupt. Und dies fiihrte sehlieB- 
lich auch dazu, daB sogar das Verstandnis, das der Imagologie in diesem 
Kontext von gewisser Seite entgegengebracht wurde, ein ganz bestimmtes 
Geprâge erhielt : Fiir viele war sie — wenn sie iiberhaupt ernstgenommen 
werden solite — lediglich ein Teii der „Stoffgeschichte” und „Themato- 
logie” und somit bestenfalls den Bereichen des „extrinsic approach to the 
study of literature” zugehorig, was dann freilich nach wie vor eine Art 
Minderwertigkeit implizierte, da ja letztlieh nur die „intrinsic study of 
literature” als literaturwissenschaftlich im strengen Sinn des Wortes 
betrachtet werden konnte *.

Im Bahmen von theoretischen und methodologischen Untersuchun- 
gen, die ich spater zur Grundlage des Aachener Komparatistikprogramms 
machen konnte, habe ich selber 1966 in einer in der wissenschaftlichen 
Literatur ofter zitierten kleinen Abhandlung 5 u.a. nachzuweisen versucht, 
daB auch diejenigen, die in der Komparatistik dem „innerliterarischen” 
Zugang den Vorrang vor dem „auBerliterarischen” (bzw. der „Werkim- 
manenz” den Vorrang vor der „Werktranszendenz” ) 9 geben, nicht umhin
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kbnncn, der entscheidenden Prasenz von Images in bestimmten literari- 
schen Werken Rechnungzu tragen. Und spâter sind verschiedene Forscher 
diesem Standpunkt beigetreten. Die Argumentation bedeutete freilich 
keineswegs ein Bekenntnis zu einem ini Sinne der „intrinsic study” enger 
zu fassenden Begriff der „literarischen Wirklichkeit” ; und wesentlich 
war dabei vor aliem auch, daB zugleieh von vornherein festgehalten werden 
solite, daB jene Aspekte der Literatur und ihres Umfeldes, die letztlich 
weit iiber die ăsthetischen (bzw. ,,innerliterarischen” ) Erscheinungen hi- 
nausreichten, genauso als vollends legitime Forschungsgegenstânde zu 
gelten hatten wie die sogenannten „innerliterarischen” auch T.

In diesem Sinn kopnten sich die im Aachener Programm durchge- 
fiihrten Untersuchungen — etwa zu den deutsch-franzosischen Litera­
tul1 — und Geistesbeziehungen im 20. Jahrhundert 8, zu den Beziehungen 
zwischen dem deutschen und dem niederlândischen Sprachgebiet9 oder 
auch zu den europăisch-afrikanischen Literatur — und Geistesbeziehun­
gen 10 — auf Zusammenhănge richten, die iiber das Literatur — und 
Ideengeschichtliche hinaus eine eindeutig politische Bedeutung hatten, 
ohne daB der literat urwissenschaftliche Charakter dieser Arbeiten nur 
im geringsten hătte geleugnet werden kbnilen.11 Und auch an anderen 
deutsehsprachigen und amerikanischen Komparatistikinstituten wurde in 
diesem Sinn an der zunăchst vorwiegend franzosischen Spezialitât wei- 
tergearbeitet, wobei zu den erfreulichsten Ergebnissen gerade solche Arbei- 
ten gehorten, die durch ihre Stellungnahmen zur Grundlagenproblematik

; In der inleressanten Arbcit vorf J. Jnrt, L'image de l'Afrique el des africains dans 
la litteralurc franțaise (in : Oeuvres & Critiques III, 1978/79), die in lobenswerter Weisc geprăgt 
ist von der Frage nach dem mdglichen Bcitrag der Imagologie zur Stereotypenforschung, wird 
bcim Lcser der falsche Eindruck erweckt, als sei die von mir in dem bete. Arcadia-Aufsatz 
dargelegte Bereitschaft, die Probleme vom ,,innerlilcrarischen” Standpunkt zu betrachten, 
zugleieh ein Bekenntnis zu diesem enger gefaBten I.itcraturbcgriir gewesen. — Auch die von 
L’. WeissLein in sclner Einltihrung in die Vergleichende Litergluru’issenschafl (Stuttgart, 1968) 
gemachten einschlâgigen Bcmerkungen konntcn einen solchen Eindruck hervorrufen, obgleich 
sie wohl lediglich bezwecktcn, jene Teile aus mcincr Argumentation hervorzuheben, die am 
besten zu dem Wcllekschcn Standpunkt paBten.

8 Vgl. u.a. M.S. Fischer, Probleme internationaler Lileraturre:eption. Michel Tourniers 
„Le Roi des Anlnes" im deutsch-franzosischen Kontexl. — Mit Geleitwort von Michel Tournier. 
(Aachener Beitruge zur Komparalistik Bd. 2), Bonn. 1977.

’ Vgl. u.a. II. Dyserinck, Flandrica. Vlaamse en Algemeen-Kederlandse zorgen op de 
Duilse Bockenmarkl, Blankcnberge, 1969, — J. Socnen (s.u. Anm. 11).

10 Vgl. u.a. M. Steins, Das Bild des Seluvarzen in der europtiischen Kotonialliteralur 18 70 — 
ISIS. Frnnklurt a.M., 1972 (l)iss. Aachen 1971).

11 Zur Entwicklung des Aachener Komparatistikprogramms in allgemcinen und der im 
Aachener komparalislischen Seminar bclricbcnen Imagologie im besonderen vgl. M.S. Fischer, 
Komparalistik : dus Aachener Programm. in : „Die Deutsche Universitâtszeitung" (D U Z ), 
Jg. 1979. II. 21. sowic vom selbcn Verfasser: Komparalistische' Imagologie. FQr eine interdis- 
zipliniire Erforschung national-imagotyper Sysleme. in ..Zcitschrift IUr Sozialpsychologie”. 1979, 
und Untersuchungen zur Entslehung der komparalislischen Imagologie, Diss. Aachen, 1981 (crsch. 
als Bd. 6 der Aachener Bcitrtige zur Komparalistik). — Ferner wăre noch auf zwei weitere Arbei­
ten hlnzuweisen : J. Soenen, Getvinn und Verlust bei Gedichtiiberselzungen. Untersuchungen zur 
deutschen Cbertragung der Lyrik Karel nan de Wocstijnes. Diss. Aachen, 1976 (crsch. als Bd. 
3 der Aachener Beitrâge zur Komparalistik. Bonn, 1977). wo u.a. auch gezcigt werden konnte, 
wie sich dor FinfluB von bestimmten Imagcs bis in die Nuancen von I.yrikilbcrtragung auswir- 
ken kann. — S. Gross. Ernst Robert C.urtius und die dcutsche Romanistik der zwanziger Jahre. 
Zum Problem nationaler Imagcs in der I.ileraturwissenschafl (Aachener Beilragc zur Kompara- 
hstik, Bd. 5) Bonn, 1980 (Komparatislischc Magisterarbeit Aachen. 1979).
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der Imagologie weitere Etappen auf dem Weg endgultigen Nachweis 
ihrer erstrangigen Bedeutung darstellten12.

Gleichwohl wăre es vollig verkehrt, die bisherigen Erfolge sowie 
die Frage nach den weiteren Entfaltungsmoglichkeiten der komparatisti- 
schen Iniagologie auch heute noch mit einer Uiskussion iiber Umfang 
und Reichweite des Begriffs der „literariness” zn verkniipfen. Wir sollten, 
stattdessen vorrangig und mit besonderem Nachdruck den Uinstand 
hervorheben, daB die zentrale Funktion, die die spezifisch grenziiberschrei- 
tende Blickrichtung bei der Komparatistik im allgemeinen und der kom- 
paratistischen Iniagologie im besonderen hat, die Diskussion um die Prio- 
ritât von „Werkimmanenz” oder „Werktranszendenz” im Grunde genom- 
men schon von Anfang an zu einer zweitrangigen Frage gemacht hat.

Jenseits von allen Differenzen in Sachen Unterschied zwischen 
„innerliterarisehen” und „auBerliterarisehen” Fragestellungen war die 
Imagologie vielmehr von vornherein ein Modell fiir dieEntfaltungsmdglich- 
keiten jenes Bereichs, der den eigentlichen Kern, die conditio sine qua uou 
aller Komparatistik ausmacht : Sie war nicht mehr und uicht weniger 
als eine ganz konkrete Form der Analyse des Phânomens grenzuberschrei- 
tender Fremderfahrung schlechthin.

Das heiBt : Die Neubesinnung der franzosischen Komparatistik- 
schule uni 1950 beruhte ungeachtet aller weniger erfreulichen Nebener- 
scheinungen letztlich auf einem deutlicher gewordenen BewuBtsein des- 
sen, was nun einmal zum Wesentlicheu jeglicher komparatistischer Fragestel- 
lung und somit jeder komparatistiseh grenzuberschreitenden Forschung 
gehort : der Erfahrung des „Fremden” — und zwar jeweils aus der Pers- 
pektive desjenigen, der es als „Fremdes” sieht bzw. auf sicii einwirken 
lăBt. Und im Rahmen dieser Erkenntnis muBte der Einsatz fiir eine Ana- 
]yse dieses Elements des „Fremden” in der Literatul’ sowie der Fremder­
fahrung als solches unweigerlich zur Imagologie fiihre.ii, da Fremder­
fahrung per definitionem mit Image-Bildung zusammenhăngt ' ’. — Ob 
etwa die Frage nach der gegenseitigen Rezeptiou deulscher, franzosi- 
scher und englischer Literatul’ zur Debatte steht oder ob die Cbersetzung 
von Werken aus „kleineren” europăischen Literat uren und ihre Ver- 
breitung in den jeweils grbBeren Nachbarlândern untersucht werden, 
liberali stoBt der Komparatist auf Manifestat ioneli der Probleinalik 
„naționalei” Unterschiede und „inter-nationaler” Konfrontation und 
somit automatisch auf die Frage, was im jeweils andern Land als fremd 
erfahren, akzeptierl, abgelehnt oder auch nur einfach „rezipiert” wird. — 
Und derartige Fragen zu beantworten, gehort zu seinem eigentlichen Met ier !

Die Abwendung von der EinfluBforschung mit entspreehender 
Konzentrierung auf das, was zunăchst mit der Formei „L’etranger tel

12 Vgl. P. Boerner, Das Hild i’om andcrcn Land als Gcgenstand literal in her l'orschungr 
in : Sprachc im technischen Zeitaller, Xr. 56 (1975) und J. Biesz, op. cil. (s.i. Anin. I). — Eine 
besondere Erwfihnung verdient in diescni Zusannncnbang das Bucii von A. Duțu. .Modele, 
imagini, priveliști, (Juj-Xapoca 1979.

l a  Vgl. auch II. llvscrinrk, Der Heitrug der Komparatistik zur Heteptionsforscliung 
und die Moglichkeiten einer fachspezifischtn Hezeptionsforschung inncrhalb der Komparatistik, 
in : 1‘roceedings of the IX"1 Congress of the ICI.A, 2, Innsbruck 1979 ( . , Innsbrucker Beilruge 
zur K iillunvissenschalC , Syndcrhert 16, Innsbruck, 1980).
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qti'on le voit” 14 umschrieben wurde und auf den ersten Blick leicht den 
Eindruck einer Randerscheinung inachen konnte, war im Rahmen des 
Versuchs. die Komparatistik als eigene Disziplin weiter zu profilieren, 
also in Wirklichkeit eine Hinwendung zum eigentlichen Kernelement des 
Faches.

11 Vgl. M. E. Guynrd. op. rit. (s.o. Aiim. 3). Kap. VIII.
14 \  gl. II. Dyserinck. Zur 1‘roblematik der ..nalionullilerarisihen" Arbeitsmodelle der 

Komparatistik und ihrer Begriinaung in sprachlicher Einheit : Der l'atl des nicderlăndischcn
Sprachgebiets. in : Integrale l.inguistik (Festsclirilt TUr H. Gipper), Amsterdam. 1979.

Letzteres erklărt ubrigens auch, warum die Angriffe gegen die kom- 
paratistische Imagologie sich in der Vergangenheit auch so gut zur Kritik 
an der Komparatistik iiberhaupt haben verwenden lassen bzw. warum 
sie mit dieser so oft einhergegangen sind. Sie lagen auf derselben Linie 
wie die Kritik an der vermeintlichen tberschătzung von (nationalen) 
Grenzen, deren sich die Komparatistik angeblieh schuldig machte. Der 
Zusammenhang war durchaus logisch : AVer die Bedeutung der Grenzen 
leugnete, durch die die Einzelliteraturen voneinander getrennt werden, 
muBte die Bedeutung des Problems der Fremderfahrung leugnen; und 
wer umgekehrt die Analyse der Fremderfahrung im Sinne eines Erlebnis- 
ses der Grenziiberschreitung im literarischen Bereich fiir unbedeutend 
hielt, dem blieb im Grunde genommen nichts anderes, als gleichzeitig 
auch die Bedeutung der Grenzen selbst zu leugnen. — Wer aber schlieB- 
lich sowohl die Bedeutung der Existenz von Grenzen zwischen den Ein­
zelliteraturen und ihren jeweiligen Entstehungsbereichen als auch die 
Notwendigkeit der Erforschung der mit ihnen verbundenen Erscheinungen 
der Fremderfahrung in Zweifel zog, der muBte konsequenter weise auch 
grundsătzlich gegen den Existenzanspruch des Faches Komparatistik 
als solches eingestellt sein.

Dieses Fach hatte sich in der Tat von vornherein eigene Forschungs- 
ziele gesteckt, die eben untrennbar mit dem Vorhandensein von Grenzen 
zusammenhingen, ja bei denen das Phânomen der Grenze iiberhaupt 
dominierte.

Insofern war die Komparatistik auch nicht das Ergebnis eines 
Wunsches nach Riickkehr zu einer (mehr oder weniger dilettantischen) 
gleichzeitigen Beschăftigung mit Literatur beliebiger nationaler Prove- 
nienz oder mit „Literatur iiberhaupt” im Stil einer Zeit, in der es die 
spezialisierten Einzelphilologien noch nicht gab. — Sie solite sich viel- 
mehr selber als Spezialdisziplin verstehen.

Dabei war die spezifisch komparatistische Anerkennung des Faktors 
Grenze allerdings keineswegs identisch mit einer isolationistischen 
Auffassung von der Selbstândigkeit der Nationalliteraturen, wie gele- 
gentlich insinuiert oder gar offen ausgesprochen wurde; man wuBte in 
der Komparatistik durchaus den Unterschied zu machen zwischen Isola- 
tion und jener partiellen Autonomie, die allein schon deswegen bei jeder 
Nationalliteratur (genauer : Einzelliteratur) gegeben ist, weil Einzellite­
raturen immer in einer Einzelsprache geschrieben sind und eine Einzel- 
sprache — zumindest in ihrer schriftlichen Form — immer „autonom” 
ist 15.

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



KOMPAHATISTISCHE IMAQOLOGIE 33

Aus der grundsătzlichen Verbindung des Faclies Komparatistik 
mit der Grenziiberschreitung und Fremderfahrung ergeben sich nun unwei- 
gerlich auch fiir die komparatistische Imagologie eine Reihe von wesent - 
lichen Konsequenzen. Und zunachst einmal muB sich das BewuBtsein 
dieser Priorităt sozusagen automatisch auf die Intensivierung der spezi­
fisch komparatistischen Verfahrensweisen auswirken.

Mit ihm geht z.B. unwiderruflich die Einsicht einher, daB die kom­
paratistische Imagologie heute mit den „Bildern vom andern Land“ nicht 
mehr so umgehen kann, wie dies in der Vergangenheit gelegentlich in 
jenen Arbeiten geschehen ist, die den Vorwurf der Stoffhuberei geradezu 
heraufbeschworen haben; komparatistische Imagologie ist heute in der 
Tat etwas anderes als problemloses Sammeln jener Art von Materialien, 
die irgendwelche Anfângerarbeiten fiillen, um dann bestenfalls im Hin- 
blick auf spatere ,,niitzlichere“ Forschungen aufbewahrt zu werden. Das 
besagte PrioritătsbewuBtsein hat aber auch eine weitere Konsequenz, 
die gerade im Zusammenhang mit dem Verhâltnis von Komparatistik 
zu Nationalphilologie besonders wichtig ist : Die komparatistische Analyse 
der betreffenden Bilder vom andern Land kann heute bei entsprechender 
Beriicksichtigung der grenziiberschreitenden Fremderfahrung auch nicht 
inehr von einem Standpunkt aus betrieben werden, bei dem der Zweck 
verfolgt wird, in erster Linie die Kenntnis des Werkes eines bestimmten 
Autors — und damit auch die Geschichte einer Einzelliteratur — zu ver- 
vollstăndigen. Sie muB vielmehr — und zwar gerade im BewuBtsein der 
Bedeutung, die Grenzen fur jede einzelne Literatur iiberhaupt haben — 
von einem spezifisch supranationalen Standort aus betrieben werden. 
Das heiBt : Die Bilder miissen liber ihre primare Bindung an den jewei- 
ligen nationalliterarischen Entstehungsbereich hinaus immer in ihrer 
multinationalen Funktion und in ihrem spezifisch multinationalen Kontext 
gesehen werden, — und zwar jeweils auch unter Beriicksichtigung der 
diversen ,,nationalen“ Perspektiven und ohne die geringste Vorherr- 
schaft einer von ihnen18. Die komparatistische imagologische Forschung 
wird daher die Bilder mindestens in einem (nach dem spezifisch kompara­
tistischen supranationalen Modell) konsequent durchdachten bilateralen 
Zusammenhang zu sehen haben; was besagt, daB die Bildung von Images 
zu einem Land A in der literarischen Produktion eines Landes B jeweils 
vom Standpunkt der Literatur-und Geistesgeschichte sowohl des Lan­
des B als auch des Landes A analysiert werden miissen. Also auf deutsch- 
franzbsischer Ebene nicht, wie es leider noch bei den fruhen franzbsischen 
Komparatisten geschehen ist, die Untersuchung des Deutschlandbildes 
der franzbsischen Autoren von einem spezifisch franzbsischen Standort 
aus zur Erganzung der Kenntnis der franzbsischen Literatur- und Geis­
tesgeschichte, sondern jeweils auch von einem deutschen Standort aus 
mit aliem, was dies an notwendigem germanistischem Fachwissen impli- 
ziert, und — was besonders wichtig ist — auch vergleiehend im Sinne 
einer Konfrontation der Heteroimages mit den jeweiligen Autoimages 
der betroffenen ,,Vblker“ .

18 Zum Begrift des „supranationulen“ Slandortes bei der Behandlung „mtilllnalionaler" 
Gegenstăndc in der Komparatistik vgl. H. Dyserinck. Komparntistik. Eine Einfilhrung (s.o. 
Anm. 3).

Dies alles erklârt auch, warum die volle Entfaltungsmbglichkeit 
der modernen komparatistischen Imagologie am deutlichsten dort zum
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Ausdruck kommt, wo der multinaționale Kontext nicht mehr von zwei Lite- 
ratur-bzw. Kulturgebieten gebildet wird, sondern von mindestens drei. 
Als Arbeitsterrain im westeuropâischen Bereich gibt es dafur als Paradebei- 
spiel das Dreiecksverhâltnis Deutschland-Frankreich-England, das zum 
Nâhrboden diverser Formen eines ,,imagotypen“ 17 Systems w d e ,  bei 
dem die deutsche Haltung gegeniiber Franki’eich bis ins 20. Jahrhundert 
hinein jeweils auch bestimmte Konsequenzen fiii1 die Einstellung zu England 
implizierte und gleiehes auch fiir die beiden anderen Territorien und ihre 
jeweilige eigene Haltung gegeniiber den betreffenden Partnern galt.

Als Muster gilt hier nach wie vor der Widerstand, der u.a. unter 
Lessings Impuls von deutscher Seite gegen den vorwiegend von Gottsched 
propagierten franzbsischen EinfluB im deutschsprachigen Kulturraum 
des 18. Jahrhunderts entwickelt wurde, wobei das englische Geistesleben 
(Shakespeare !) sowohl als Gegengewicht gegen den besagten franzbsi- 
schen EinfluB als auch als Beispiel fiir eigene deutsche Entfaltungsmbglich- 
keiten („deutsche Denkungsart“) fungieite. Sehen wir uns diesen spezi- 
fisch multinationalen ProzeB aus der franzbsischen Warte an, indem wir 
z.B. untersuchen, welche Argumente im Bahjnen der franzbsischen Shake- 
speare-Rezeption fiir und gegen das englische „Naturgenie“ angefiihrt 
wurden, so stoBen wir auf dieselbe Alt von Urteilen und auf durchaus 
âhnliche Denkmodelle wie im deutschen Raum, auch wenn bei den Bewer- 
tungen gelegentlich nur allzu deutlich umgekehrte Vorzeichen gesetzt 
werden. Und geht man an diesemultinaționale Makrostruktur, die schlieB- 
lich einen wesentlichen Anteil an der Entwicklung der westeuropâischen 
Prâromantik und Romantik haben wird, aus englischer Warte heran. so 
wird sein trilateraler Zusammenhang noch deutlicher.
Vor aliem aber wird hier auf Schritt undT ritt ersichtlich, daB mit jeder 
deutschen Beurteilung franzbsischer oder englischer Erscheinungen, so- 
wie bei jeder franzbsischen oder englischen Beurteilung der jeweils anderen 
Partner des Dreiecksverhâltnisses teils kaschiert, teils iiberdeutlich ima- 
ge-geladene bzw. sogar spezifisch stereotype Vorstellungen tiber das 
jeweils andere Land, seine Kultur (bzw. „Zivilisation“ . . . ) ,  die „Art“ 
seiner Bewohner usw.usw. einhergehen, die eindeutig mit Genese, Aufbau 
und Wirkung der betreffenden multinationalen literarischen Makrostruk­
tur verbunden sind und daruber hinaus auch an ebenso deutlich wahr- 
nehmbare und in der „Nationalliteratur“ der betroffenen Lănder auftre- 
1ende Autoimages gekoppelt sind. Die komparatistische Imagologie wird 
diese „imagotypen1* Aussagen in ihrer Genese und Struktur analysieren ; 
und sie wird vor aliem das internaționale Wirken im jeweiligen Verhâlt- 
nis der ,,nationalen“ Entitâten zueinander untersuchen.

DaB dann dabei nicht mehr nach Prioritât oder Nichtprioritât des 
„Innerliterarischen" gefragt zu werden braucht, ist evident. Es geht 
hier vielmehr um Aufgaben, die trotz der Tatsache, daB sie an litcrari- 
schein Material und zum groBen Teii mit spezifisch literaturgeschichtli- 
chen Methoden durchgefiihrt werden, lăngst jenseits jeglichen Gegen- 
satzes zwischen ,,innerliterarischcr“ und „auBerlitcrarischer“ Betrachtung 
liegen.

17 Zum Ausdruck „ im agotyy  vgl. O. Brachfcld, Note sur Vimagologie cthuiquc, in : KI’P, 
1962 (s.u. Anm. 23) sowic M. S. Eischcr, Komparatistische 1 magologie. l'iir cine iriterdisziplinăre 
Krforschung nationalimagotyper Systrme (s.o. Anm. 11).
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Und warum solite man schlieBlich nicht klar erkennen und hervor- 
heben, daB mit dem Funktionieren dieser imagotypen Strukturen auoh 
allzu deutliche iiber „das Literarische“ hinausreichende politische Zusam- 
inenhănge verbunden sind, die gerade durch die spezifisch komparatis­
tische imagologische Analyse weiter erschlossen werden konnen? Es ist 
z.B. allzu bekannt, welch immense Tragweite die im Laufe des 18. Jahr- 
hunderts von deutscher Seite gegen die franzbsisehe geistige Vorherrschaft 
entwickelten Widerstănde und die damit verbundenen Seitenblicke 
nach England fiir die politische Entwicklung in Europa gehabt haben; 
und wir wissen, daB der innereuropâische Nationalismus mit aliem, was 
ct heute noch an spiirbaren Folgen nach sich zieht, zu einem groBen Teii 
aus den betreffenden Prozessen der europăischen Prăromantik und Ro- 
inantik erklârt werden konnen.

Und es gibt mehr : nâmlich die Tatsache, daB dieses deutsch-fran 
zosisch-englische Beziehungsnetz sich sogar bis in auBereuropâische Re 
gionen ausgewirkt hat, wo es bei Prozessen der „nationalen BewuBtwer- 
dung", die als historisch analog zu den europăischen Vorkommnissen 
empfunden wurden, als „Muster‘‘ und ermutigende „Inspirationsquelle" 
fungiert. Zu denken ist hier etwa an die Entwicklung der seit den fiinf- 
ziger Jahren unseres Jahrhunderts vielbesprochenen „Negritude“ — 
Theorie und zwar insbesondere in der Prăgung, die sie durch Liopold Sedar 
Senghor erfuhr und in der sie jahrzehntelang bei diversen Prozessen des 
afrikanischen Strebens nach ,,Authentizităt“ (und das hieB dann auch 
nach politischer Unabhăngigkeit von Frankreich und England) eine sti- 
mulierende Rolle gespielt hat18. Senghors bewuBte Cbernahme des deutsch- 
franzosischen Gegensatzmodells aus dem deutschen „Sturm und Drang“ , 
sein Interesse fiir den jungen Goethe und schlieBlich seine im Gefolge 
des deutschen Ethnologen Leo Frobenius vollzogene „Entdeckung" 
einer Verwandtschaft zwischen „NAgritude" und „G erm anii" in gemein- 
samer Opposition gegen die ,,nationalistische“ und „cartesianische" 
franzbsisehe „Zivilisation“ war nicht mehr und nicht weniger als ein 
Șich-hineinstellen in einen in hohem MaBe von Images geprăgten euro­
păischen ProzeB und in eine spezifisch europăische M akrostruktur; und 
zwar bis hin zur Konsequenz der mbglichen afrikanischen Inkaufnahme 
aller Folgen, die dieser ProzeB bereits in Europa fiir das europăische Geis- 
tesleben und europăische Politik gezeitigt hat t e19.

18 Vgl. II. Dyserinck, Die Quellen der Xtgrilude-Theorie als Gegensland l;omparatistischer 
Imagologie, in : „Komparatistische Hefte“ 1, Bayreuth, 1980.

1,1 Vgl. dazu auch B. Tibi, Romaniische Enlivicklungsideologien in Afrika, in : „Bliitter 
fiir deutsche und internaționale Politik“, 18. Jg., 1973. — S. Adotevi, Xigritude el ntgrologues, 
Paris. 1972. —E. Njoh-Mouelle, Jalons, Yaoundt, 1970u.ders. Jalons II, Yaoundi. 1975. — Zu 
beachtcn sind in diesem Zusammcnhang auch diverse Arbeiten des Kameruner Philosophen 
und Soziologen Marcien Towa.

Welche uber das „rein Literarische“ hinausreichenden Wege der 
Forschung hier gebffnet werden, lăBt sich also allzu leicht erraten. Und 
wahrscheinlieh ist es nicht einmal zu friih, die Vermutung anzustollen, 
daB wir mit dem Einblick in die von Literatur getragenen europăischen 
„imagotypen" Systeme und ihrer Entfaltung bzw. Wirkung mbglicher- 
weise sogar einen Schliissel zum Verstăndnis wesentlicher Aspekte des natio­
nalen Denkens iiberhaupt in Hănden halten.
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Indessen kann jedenfalls bereits jetzt soviel mit Sicherheit gesagt 
werden : Die Erforschung des „etranger tel qu’on le voit“ im Bahmen einer 
Komparatistik, die die grenziiberschreitende Fremderfahrung als eine 
conditio sine qua non ihrer Existenz betrachtet, erweist sich auf einer so 
aufgefaBten multinationalen Ebene und in Verbindung mit einem spezi- 
fisch supranationalen Forschungsstandort nicht nur als ein echtes Spezial- 
gebiet komparatistischer Wissenschaft, sondern angesichts der vielen 
Mbglichkeiten, die darin fiir die a.H.v. Literatur durchgefiihrte Untersuch- 
ung der internationalen Geistesbeziehungen iiberhaupt enthalten sind, 
wahrhaftig nachwievor — oder jetzt sogar erst recht — als „un domaine 
d 'a venii"20.

20 M. I-'. G uyard , op. cit., S. 118.

★
Nach einer solcheu richtigen Einschâtzung des in der Komparatis­

tik gegebenen Stellenwerts von Grenziibersehreitung und Konfrontation 
„fremder" Entităten sowie in Anbetracht der Tatsache, daB es bei der 
komparatistischen Imagologie letzten Endes auf die Analyse von Fremd- 
erfahrung schlechthin ankommt, ist es ebenfalls an der Zeit, daB wir 
uns nâhere Gedanken machen iiber den besonderen Charakter (und das 
heiBt letztlich : iiber den ontologischen Status) der Images als solche.

Es hing in der Tat auch mit einer falschen Einschâtzung von Charakter 
und Natur der Images zusammen, wenn bei der Beurteilung der kompara­
tistischen Imagologie und ihrer Mbglichkeiten allzu oft der Fehler gemacht 
worden ist (und hăufig immer noch gemacht wird) anzunehmen, die Unter- 
suchung der Vorstellungen vom „andern Land", mit denen wir in der 
europâischen Literatur konfrontiert werden, liefe auf eine Analyse von 
(oder Suche nach) „nationalen Charaktereigenschaften" hinaus und sei 
somit nichts anderes als ein Ableger dessen, was in einer weniger riihmli- 
chen Vergangenheit der geisteswissenschaftlichen Forschung gelegentlich 
als „Vblkerpsychologie" bezeichnet wurde.

In Wirklichkeit jedoch ist kaum eine Forschungsrichtung so geeig- 
net, die irrationalistischen Vorstellungen vom „Wesen der Vblker“ , von 
der „Seele der Nationen“ oder von dem gar durch das „Erbe des Blutes" 
gepragten und weitergegebenen „Volkseharakter“ aus den Angcln zu 
heben, wie gerade die an literarischem Material arbeitende kompara- 
tistische Imagologie. Diese „Entideologisierung" kommt allerdings nicht 
dadurch zustande, daB dem „falschen" Bild eines Landes ein „richtiges" 
entgegengesetzt wird, sondern sie erfolgt durch eine „d&nystification", 
die an die Problematik des Vorhandenseins solcher Vorstellungen iiber - 
haupt herangeht.

Es geht hier also keineswegs uni eine Forschung, die hofft, mit der 
Analyse von Aussagen iiber fremde Vblker etwas vom grbBeren „Geheim- 
nis“  des „nationalen CharaUters" bzw. des „Wesens" des betreffenden 
Volkes aufzudecken. Und es geht auch nicht darum, durch die Analyse 
der betreffenden Images etwas iiber das „Wesen" und den „Charakter" 
jenes Volkes zu erfahren, dessen Autoren die Images produzieren. Sondern 
es kommt vielmehr darauf an, die Images als Gegebenheiten bzw. Gegen- 
stănde besonderer Art zu sehen und dabei sowohl ihre Struktur zu analy-
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sieren als insbesondere die Wirkungen aufzudecken, die sie in allen mbgli- 
chen Bereichen des menschlichen Geisteslebens ausuben.

Die Wahrheit ist nămlich, daB — ganz abgesehen von der Frage, 
ob es so etwas wie ,,naționale Charaktere“ als definierbare GrbBen liber - 
haupt gibt — auf internaționalei' Ebene ein enges und z. T. ăuBerst kom- 
plizierte.s Netz von gegenseitigen Vorstellungen der ,,V61ker“ (bzw. Na- 
tionen, Lânder, Sprachgemeinschaften, Stămme usw.) untereinander 
vorhanden ist : Vorstellungen, die weit iiber alle Grenzen des literarischen 
Bereichs hinaus eine unverkennbare Bedeutung ftir das Zusammenleben 
der verschiedenen Gruppen haben und eben von solchen imagotypen Fak- 
toren geprâgt werden, die — wenngleich nicht au.s.sehlieBlich, so doch 
in hohem MaBe — von und in der Literatur (sowie auch von der Litera- 
turkritik und sogar im Rahmen der Literaturwissenschaft selbst) gebildet 
worden sind oder zumindest von ihnen verbreitet wurden und z.T. immer 
noch verbreitet werden.

Das heiBt : Ungeachtet der Tatsache, daB allein schon der Glaube 
an die mbgliche Existenz von „Volkscharakteren“ und dergleichen reine 
Ideologie sein kann und es auBerdem nicht einmal mbglich ist, eine genaue 
und internațional anwendbare Definition dessen zu geben, was ein „Volk“ 
eigentlich ist, gibt es die Images bzw. die imagotypen Vorstellungen; und 
diese sind in unzâhlbaren Varianten bei den Menschen vorhanden und 
haben sich in fast ebenso vielen Varianten in der Literatur niedergeschla- 
gen.

Ungeachtet der Problematik ihres Wahrheitsgehaltes kbnnen wir 
also sowohl ihr Funktionieren als auch die von ihnen ausgehenden Ein- 
fliisse auf alle in Betracht kommenden Bereiche des geistigen Lebens 
untersuchen. — Und dies alles gilt, obwohl sie Produkte der menschli- 
chen Vorstellungskraft sind, die sich auf Gegenstănde beziehen, die z.T. 
ebenfalls nur eine relative Bedeutung haben (bis hin zu den ,,Nationen“ 
und den „V61kern“ , denen die Romantik zwar eine enorme Bedeutung 
beigemessen hat, die aber in Wirklichkeit — wenn man einmal von der 
Dauer und Lebenskraft von Sprachgrenzen absieht, die bei ihrer Konsti- 
tuierung eine Solie spielen kbnnen — u.U. auch nicht mehr sind als 
voriibergehend im historischen Raum verwirklichte Denkmodelle).

In zwei kiirzlich erschienenen Arbeiten behandelt der franzbsische 
Sozialpsychologe Edmond Marc Lipiansky die Images, die die europăi- 
schen Vblker voneinander entwickelt haben, im strukturalistischen Sinii 
und mit einem Ausdruck von Michel Foucault als „formation discursive“21. 
Ebenso zutreffend und in mancher Hinsicht vielleicht noch fruchtbarer 
scheint mir auch die Veiwendung des Begriffssystems Karl Poppers zu 
sein : Die Images weisen alle Merkmale von Gegcnstănden der ,,Welt 3“ 
auf; d.h. sie sind Produkte des menschlichen Geistes, in Texten, Biichern 
usw. feslgehalten, und wirken nicht nur auf die Menschheit, von der sie 
erschafften worden sind, wieder ein, sondern haben z.T. auch ihre eige-

21 Vg). E . Marc Lipiansky, I.'âmc franțaise ou le Nationul-Libcrali: mc. Analyse d'unc 
reprezentat ion sociale. Paris 1979 ; ders., Limagerie ele 1'identilf: le couple l-'ranri-All< magne, in : 
, .Ethnopsychologic, Hcvnc dc Psychohigic d is Pcuplcs", 3-1. ,)g., 1979.
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nen Gesetze, die unbcabsichtigte und nicht vorhersehbare Konsequenzen 
erzeugen konnen 22.

22 Vgl. K. H. Popper, Objtklioe Erkenntiiis. Ilamburg 1973. (iusbes. Kap. IV); ders., 
Ausgangspunktr. Ilamburg. 1979 (insbes. Kap. 38).

Es sind diess Zusammenhănge und Dimensionen, auf deren umfas- 
sende Mbglichkeiten wir an dieser Stelle nicht weitcr einzugehen brauchen. 
Die SchluBfolgerung, zu der wir auch von hieraus gelangen, lautet aller- 
dings : Die im internationalen Literaturbereich vorhandenen und z.T. 
im Rahmen spezifisch literaturhistorischer Prozesse entwickelten Images 
und imagotypen Systeme diirfen als real vorhandene Objekte betrachtet 
werden, die den Gegenstand eines spezialisierten Forschungszweigs bil- 
den konnen, dessen Bedeutung nicht mehr nach den MaBstăben einer 
Literaturasthetik bestimmt werden kann.

So gesehen ist es inzwischen zur Selbst verstăndlichkeit geworden, 
daB die komparatistische Imagologie an einer bestimmten Art von Gegen- 
stânden arbeitet, die nun einmal auch auBerhalb der Literatur und ihres 
Kontextes funktionieren konnen. Und komparatistische Imagologie lăBt 
sich unter diesem Aspekt auch leicht in einen grdBeren interdiszipli- 
năren Forschungsbereich einordnen, dessen letzter Sinn eindeutig iiber 
das Literarische hinausreicht und sowohl in der Erforschung interkultu- 
reller Probleme bestehen als schlieBlich sogar in einer allgemeinen Erfor­
schung der Nationalitătenproblematik seine Erfiillung finden kann.

In diesem Zusammenhang lieBe sich beziiglich der Weiterentwick- 
lung dieser Teildisziplin tatsâchlich fragen, ob die im Grunde genom- 
men schon seit den Anfăngen der Komparatistik vorhandene imagolo- 
gische Problematik sich als Sondergebiet nun auch unbedingt im Rah­
men eines wachsenden akademischen Faches Komparatistik (bzw. ,,Ver- 
gleichende Literaturwissenschaft“ oder „Allgemeine und Vergleichende 
Literaturwissenschaftu ) weitcr entfalten muB ; oder ob sie — und dies 
ist die Alternative, die wir zunâchst natiirlich nicht herbeiwunschen 
konnen — moglicherweise unabhângig von einer als akademisches Fach 
weniger erfolgreichen Komparatistik ihren eigenen Weg weitergehen 
kann, etwa in Zusammenarbeit mit den sozialpsychologischen, soziologi- 
schen und politologischen Disziplinen.

Die Antwort hierauf lautet, daB es jedenfalls vorerst keinen Grund 
geben kann, die Mbglichkeit einer weiteren Zugehbrigkeit der kompara- 
tistischen Imagologie zu den iibrigen sich als Wissenschaft von Literatur 
verstehenden Disziplinen in Zweifel zu ziehen. Nicht zuletzt miissen wir 
uns nămlich immer noch der Tatsache bewuBt bleiben, daB es innerhalb 
des betreffenden interdisziplinâren Forschungsbereichs, zu dem die kom- 
paratische Imagologie zweifellos gehbrt und zu dem sie sich auch beken- 
nen muB, eben jenen Images hervorbringenden literarischen Sektor gibt,
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fiir dessen Bearbeitung es den an Literatur arbeitenden Komparatisten 
notwendigerweise geben muB, allein schon weil hier Aufgaben vorliegen, 
zu deren Bewăltigung nur es als Fachmann fiir multinaționale Literatur- 
geschichte und als jemand, der die literaturgeschichtlichen Kategorien 
von einem supranationalen Standort aus zu handhaben weiB, iiberhaupt 
die ndtigen Voraussetzungen mitbringt.

Und dieser literarische Sektor ist in Sachen Hervorbringung von 
Images auch von jeher alles andere als unbedeutend gewesen :

Es hat in der Tat in der Geschiehte der Nationalitâtenproblematik 
der letzten Jahrhunderte in Europa nicht viele Bereiehe gegeben, die 
bei der Ausbildung von nationalem Denken, nationalen Vorstellungen 
und nationalen Gefiihlen (und somit also von Images) so „fruchtbar“ 
waren wie die L iteratu r; und dies gilt letztlich auch fiir die sich mit ihr 
befassenden Nationalphilologien, die dann ihrerseits erst recht zu Betă- 
tigungsfeldern oder gar zu Brutstătten eines Imagegeladenen Denkens 
geworden sind.

Es ist heute nicht einmal mehr originell, daran zu erinnern, wie 
sehr deutsche Literatur und deutsche Germanistik fiir die Entstehung 
und Verbreitung (z. B. iiber den Schulunterricht) von nationalen Auto- 
und Heteroimages mitverantwortlich gewesen sind, die zu jener patrio- 
tischen Begeisterung gefiihrt haben, mit der Massen von Jugendlichen 
den Tod auf den Schlachtfeldern des 1. Weltkrieges gefunden haben; 
und âhnliches kann in diversen Intensitătsstufen auch fiir andere euro- 
pâische Lânder nachgewiesen werden.

Dies alles wirft allerdings wiederum weit mehr Probleme auf, als 
man sich heutzutages in der Begel vorzustellen pflegt : Es ist nămlich 
nicht nur an der Zeit, die hier wirksamen und erfolgreichen nationalen 
Images einer schonungslos entideologisierenden Analyse zu unterwerfen, 
und es soli ihr Funktionieren nicht bloB zum Zweck ihrer Uberwindung 
untersucht werden; sondern es soli durchaus auch gefragt werden, mit 
welchem besonderen Bediirfnis des zoon politikon Mensch sie iiberhaupt 
zusammenhăngen ; und es soli auch gepriift werden, welche Antworten 
gerade die auffăllig enge Verbindung der imagotypen Prozesse mit Lite­
ratur in weitesten Sinne des Wortes darauf zu geben vermag.

Kurzum, wir werden mit zahlreichen wichtigen Problemen konfron- 
tiert, die jenseits aller Diskussion um die Priorităt von ,,Werkimmanenz“ 
und ,,Werktranszendenz“ liegen, die aber engstens mit der Literatur, ihrer 
Entstehung und ihrer Verbreitung verbunden sind und die genauso zu 
den Forschungsobjekten einer Wissenschaft von der Literatur gehoren 
wie die ăsthetischen Fragestellungen auch. Und wenn man dann auch 
noch beriicksichtigt, daB es sich bei diesen Zusammenhăngen z.T. um 
Fragen handelt, fiir deren Bearbeitung die Wissenschaft auf die spezi- 
fisch literaturgeschichtlichen Erkenntnisse und Verfahrensweisen der 
Komparatistik unmittelbar angewiesen ist, dann kann hier sogar von 
einer Verpflichtung gesprochen werden und von Aufgaben, denen sich
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das Fach einfach nicht mehr entziehen darf. — Dies alles iibrigens nicht 
nur im Zeichen des „Esprit europ£en“ , von dem schon Mme de Stael, 
Joseph Texte und manch anderer europâischer Komparatist gesprochen 
haben, sondern durchaus auch im Hinblick auf die Mbglichkeit der Ver- 
wertung europâischer Erfahrungen auflerhalb unseres Kontinents a .

23 In Anbclracht des eigenen Charakters der Images war es wichtig. dafl wir in der 
Komparatistik dazu Ubcrgcgangen sind, der Speziallorschung, die sich mit ihnen bcfaBt, mit 
der Bezcichnung „Imagologie" cinen eigencn Namen zu gebcn. Und es gibt keinen Grund, 
diesen Namen nicht beizubehalten, auch wenn seine halblateinisch-halbgriechische Etymo- 
logic nicht gerade erfrculich und seine Herkunft nicht gerade literalunvissenschaftlich ist. 
Soviel icli weiB. ist der Bcgrilf „Imagologie" fiir das Studium des literarischen „Bildcs vom 
andern Land" in der deutschen komparatistischen Terminologie, zum ersten Mal im Rahmen 
des Aachcncr Komparatistikprogramms benulzt worden, indem ich ihn seit dem akademischen 
Jahr 1967/68 sowohl in den l.ehrveranstallungen als auch in den im Rahmen des Programms 
durchgelilhrtcn wissenschaftlichen Arbciten vcrwendet habc bzw. habe verwendcn lassen. 
Freilich wurde der Begriff von mir aus der Terminologie der franzosischen Ethnopsychologie 
ubernommcn : An herausragender Stelle trilt cr hier crstmalig im Jahrgang 17 (1962) der 
Revue de 1‘sychologie des Peuples in der Note sur l'imagologie ethnique von Olivcr Brachfeld 
auf ; und im Ubernâchslcn Jahrgang crschcint cr nicht nur in einem einfilhrcnden Artlkel von 
Abcl Miroglio, der dabei auf die Arbeltcn der Lilcraturwisscnschaftlerin Sylvaine Marandon 
Bczug nimmt, sondern auch als Uberschrift filr eine neue Rubrik der Zeitschrift. — Denjeni- 
gen, die auch hcute noch an dem Namen „Imagologie*1 AnstoD nehmen, sei versichert, daO seine 
Cbernahme aus eincr nach dem 2. Weltkrieg in Frankreich mit groBem Engagement betrie- 
bencn sozialpsychologischcn Forschungsrichtung (die nebenbei gesagt keineswegs mit der al- 
ten „VOlkerpsychologic" glcichzusclzcn ist) ausschlleBllch wegen seiner Effizienz und bis zu 
einem gewlssen Grade auch im Sinn cines intcrdlsziplinfiren Denkens erfolgt ist.
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RtVISER LA LITTERATURE UNIVERSELLE ( II) *

ADRIAN MARINO

La <i litterature universelle » selon Etiemble s’avere etre l’eiabora- 
tion la plus radicale et la plus achevee de ce concept. Ses implications dans 
le domaine de la theorie de la litterature sont considerables.

Meme la demarche comparatiste elle-meme n’en sort pas moins pro- 
fondement reformuiee. Le systeme traditionnel, engourdi, des references 
est completement revis6 : au lieu des sempiternelles references franțaises, 
ou europ6ennes, un vent frais Ies remplace par des equivalents non eu- 
ropeens, egalement probants et capables par surcroît de donner une vraie 
signification universelle aux rapprochements et aux «comparaisons». 
L’autarchie d’ailleurs « serait la fin de la litterature comparee»L Au lieu 
d’un comparatisme «binaire», un vrai comparatisme internațional. 
Contre la tyrannie d’un bicomparatisme, Etiemble reclame — comme on 
l’a dit — un « comparatisme to ta l» 2. C’est dans ce sens qu’il se reconnaît 
«universaliste»: par une ouverture et une approche comparatistes aux 
dimensions mondiales. Le «m ythe» universel de Bimbaud, le symbolisme 
qui «pour la premiere fois dans l’histoire litteraire» agit sur « toutes 
Ies litteratures de la p lanete»3, la direction de nombreuses theses sur 
beaucoup de litteratures tres peu ou totalement inconnues en France 
(dont il donne la bibliographie « provisoire et fort imparfaite »: 47 travaux 
jusqu’en 1976) 4, ne sont que quelques exemples de cette nouvelle orienta- 
tion. La litt6rature europeenne, pour ne plus parler de la litterature occi­
dentale, n ’est plus, elle ne peut plus etre, la o litterature universelle ». Ce 
point de vue gagne de plus en plus du terrain dans le comparatisme actuel. 
La position d ’Etiemble, liee au nouveau concept de litterature universelle 
non europeenne est devenue, ă ce chapitre aussi, une reference frequente, 
sinon obligatoire 5.

1 Dialectique du vers libre et du haiku, in : • R.L.C. », 52 (1977), p. 222.
3 J. M. Auzias, Etiemble devant la crise de la lilttrature comporte, in : L ’Eeole des lettres, 

2, 3 octobre 1964.
3 Essais . . ., p. 130.
* Lettre â Ltopold Sidar Senghor, in : Hommage d Ltopold Sidar Senghor, homme de cul- 

ture (• Prisence africaine », 1976), p. 93—95.
5 Henry H. H. Remak, op. cit., p. 10 ; Franțois Jost, op. cit., In : Cahiers roumains 

d’itudes litttraires, 4/1976, p. 65 ; L.M. Fiedler, Hugo von llofmannsthal und die Vieltliteratur, 
in: «Acta Litterarla >, 18 (1976), p. 85, ele.

Pour mesurer tout le chemin parcouru par Etiemble (et par Ies com­
paratistes qui pensent dans des termes identiques ou tres analogues) jetons 
un bref coup d’oeil en arriere. L’ensemble des litteratures connues, donc de

* Pour la premiere pârtie, voir • Synthesis », VIII, 1981, p. 187—200.

SYNTHESIS, IX , BUCAREST, 1962
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1’ « universalii^ », se limitait depuis des siecles d ’abord â l’espace latin 
medieval ’, ensuite humaniste, de l’Europe occidentale. La premiere « con- 
ception » universaliste, celle de la « republique litt^raire» de la Renaissance, 
ne d^passait pas ce perimetre. Elle est restee longtemps inchang^e et de ce 
fait, pour des raisons historiques, tres « provincialei ». Pour Herder, qui 
parlait pourtant de l’« esprit europeen » ( Allgemeingeist Europas)1, pour 
Voltaire, tres ouvert â l’epos ^tranger et qui voulait former le « gout 
g^nSral » des « nations de l’Europe » (Essais sur la poisie tpique, I), l’Eu- 
rope et sa litUrature restaient en premier lieu, sinon en exclusivii, i - 
solument et fatalement occidentales. Le cas de Goethe, le grand patron 
de la Weltliteratur, esten tous points pareil. Pour lui la litira tu re  « uni- 
verselle» est synonyme de la litira tu re  europ^enne. II tient ă ip ă te r, 
au moins trois fois, cette identit^ (Europăische, das heifit Weltliteratur ) 6. 
Mazzini exalte, dans D'una letteratura europea (1829), l’« âme universelle » 
de l’Europe et de sa litirature®, mais son pan-europ&sme reste lui aussi 
lim ii, c’est-ă-dire purement occidental. Cest le cas, d ’ailleurs, de Marx 
et de Engels et de leur thdse, bien connue, du Manifeste communiste (1848) : 
« De plusieurs litira tu res  nationales et locales il se formera une l i t ira - 
ture universelle». L’analyse des textes prouve sans contredit possible 
que pour Marx «universel» signifiait ^galement « europeen »10. II est inu­
tile d ’insister davantage : tout le XIX e silele, de meme que le XXe siecle, 
jusqu’apres la deuxieme guerre, ne se sont pas s^pais de cette habitude 
de pens6e : litira tu re  europ6enne ou/et universelle.

• Herniaiin Schneider, Weltliteratur und Xationallitcratur im Millelalter, in : Euphorion, 
45 (1950), p. 131.

’ Fritz Strich, Goethe und die Weltliteratur (2-c Aullage, Bcrn, 1957), pp. 5 1 —6C.
* Fritz Strich, op. cit., p. 29 ; Franțols Jost, op. eit., p. 21 —62.
• G. Mazzini, Scritti editi e inediti, Imola, 1906, I, p. 215.
10 K. Marx-Fr. Engels, Ober Kunst und Literatur (Frankfurt/M-Wien, 1968), I, p. 218; 

S. S. Prawcr, Karl .Marx und World Literatur. London, 1976, p. 424.
11 Claudc Pichois, Philarite Chasles et la vie littiraire au temps du romantisme, Paris, 

1965, I, pp. 475-476 .
11 Ilugo Mcltzl dc Lomnitz, Der Dekaglottismus, in : op. cit., 1878, III, c. 498.
11 E. Benan, Essais de morale el de critique, Paris, 1929, p. 411 ; Ferdinand Brune titre, 

op. cit., p. 333.
14 Ferdinand Baldensperger, La Littcrature comporte. Le mot et la chose. in : » R.L.C. », 

I (1921), p. 15; Annales de l’Vniversite de Paris, 6/1934, pp. 533—535.

L’̂ tat des etudes litt^raires en g^n^ral et comparatistes en parti- 
culier s’en ressent vivement. Le programme de la Revue Universelle (1838) 
de Philarete Chasles, s’il n i t a i t  plus gallocentrique, son universalii ne 
d6passait pas, elle non plus, Ies litira tu res  occidentales, l’am^ricaine y 
comprise11. La premiere revue de litt^rature com paie, Acta Comparatio- 
nis Eitterarum Universarum limitait elle aussi, son domaine langagier ă 
l’Europe (reineuropăische u. moderne Dekaglottismus ) 12. Renan, Brunetiere 
ensuite, parlaient de la litira tu re  europ6enne dans Ies memes termes1*. 
Faut-il s’en ^tonner que Ies tenants du comparatisme franțais classique, 
F. Baldensperger en tete, relevent de la meme tradition? Celui-ci dtait 
lă-dessus on ne peut plus explicite : La Littirature universelle selon Uesprit 
occidental1*. De fortes positions doctrinaires renforcent cette orientation; 
l’unit^ de la culture et de la litira tu re  occidentale (latine en extension, 
ch itienne en profondeur, gothique en altitude, selon une formule), sa
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tradition humaniste, cartesienne, individualiste, etc. II n’est pas dans notre 
intention d’ăvoquer, meme sommairement, le gi-and d iba t autour de Iar 
«dăfense de l ’Occident », mais seulement de noter la conception de la litt6- 
rature europăenne qui s’y rattache : «unitaire », « bloc cohărent», bien 
distinct (et il va sans dire « supărieur ») â toutes Ies littăratures du monde. 
Rappelons â ce propos, des noms comme T. S. Eliot, E. E. Curtius, et 
parmi Ies familiers d’Etiemble, Julien B enda15, pour situer un peu ce 
d^bat dont l ’enjeu est de taille.

35 T. S. Eliot, Selected Essays, London, 1966, p. 12, 14 ; Ernst Robert Curtius, La Lit-
tirature europtenne el le Moyen âge latin, tr. fr., Paris, 1956, pp. 1 —18, 471, etc. ; Julien Benda,
Precision, 7e  6d., Paris, 1937, pp. 152 — 162.

11 Richard G. Moulton, World Lilerature and its Place in General Culture, New York,
1911, p. 53, 297 ; Albert Guinard, Priface to World Lilerature, New York, 1940, p. 3 — 16, 46.

17 Werner P. Friedrich-David Henry Malone, Preface, in : Outline of Comparative Lite-
rature, Chapel Hili, 1954 ; Wniiam Mc Causland Stewart, The Unity of the Western Literary
Tradition and the Study of European Languages Ancient and Modern, in : Literary History and 
Literary Criticism, New York, 1966, pp. 252 — 254.

18 Harry Levin, op. cit., in :Actes du XII* Congrts de l'A.I.L.C. (Stuttgart, 1979), II,
p. 547.

18 Henri Gifford, op. cit., p. 30 ; Jan Brandt Corslius, op. c it.; Robert J. Clcments,
Comparative Lilerature as Academic Discipline, New York, 1978, p. XV, etc.

20 Walter HOllercr, La Littirature comparie en Allemagne depuis la fin de la guerre. 
In : « R.L.C. >, 27 (1953), p. 30 ; dans le mtme sens : Horst Rtldlger, Nationalliteratur und 
europăische Lileralur, in : Definitionen. Essays zur Literatur. Hgb. Adolf Frist, Frankfurt/M, 
1963, p. 48 ; Victor Langc, Nationalliteratur und Weltliteratur, in : Weltliteratur und Volksli- 
teratur. Hgb. Albert Schaefer, Milnchen, 1972, p. 34 ; Hugo Dyserinck, Ober M Oglichkeiten und 
Grenzen der Komparatistik, in : Mainzer Komparatistische Hefte, 2 (1978), pp. 23—24.

21 Luigi Foscolo Benedetto, La „Lelteratura Mondiale”, in : Uomini e Tempi, Milano — 
Napoli, 1953, p. 3, 20, 27.

La littărature comparie horite de cette conception ă la fois restric­
tive et pirim^e. Qui plus est, conservatrice, agressive, voire — il faut 
bien le dire — răactionnaire. Certaines declarations anglo-saxonnes sont 
â retenir : « La l i t t o tu r e  universelle du point de vue anglais », « une part 
de notre culture anglaise, telle est pour nous la littărature universelle», 
♦ nous devons reconnaître franchement que la soi-disant litt6rature uni­
verselle est la littira ture  occidentale», e tc .18 Pourquoi donc s’itonner 
si Ies manuels de littărature comparte ne s’occupent que de noms qui 
vont « de Dante â O’Neil », de la «spicificit^ de la culture occidentale», 
de son «unită » culturelle17, laissant totalement de câtă Ies littăratures 
slaves, celles du sud-est europăen, de l’Asie, etc. ? Cette conception de la 
«littărature comparăe europăenne » (comparative European literature) l * 
est encore courante dans Ies « introductions », Ies ătudes de synthese, etc.19 
Les comparatistes allemands leur tiennent d ’ailleurs bonne compagnie : 
♦ Non du monde, mais d’u» monde, de notre monde — de l’Europe». 
Un des derniers programmes soutient encore, mais sans aucune justifi- 
cation sirieuse, que l’action du comparatisme doit se limiter seulement 
ă l’Europe a0. N’oublions non plus ni certains Italiens a , etc.

Ce bel Edifice commence pourtant ă montrer, ța  et lă, des lăzardes. 
Des oscillations, des incertitudes, des flottements, d’abord sur la notion 
meme de l’« Europe » et de l’« Occident». Jusqu’ou l’ătendre î De l’Atlan- 
tique ă l’Oural, selon la formule de de Gaulle? Selon certains voeux pieux 
l’« Ouest comprendrait aussi la Eussie et l ’Amărique, mais pas l’Asie »’ 
Saluons quand meme cette ouverture, cette dilatation, meme incomplete"
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meme imparfaite, de l’homme occidental» 22. D’apres d’autres sages opi- 
nions, la littirature universelle aurait seulement pour «novau» (Keim ) 
la litterature europeenne, «novau» â partir duquel elle pourrait se divelop- 
per en tant qu’« organisme». D’autre part, la litterature europeenne n ’est 
pas « p u re» : elle a assimiie certains eiements orientaux. Cette breche 
dans le monolythe justifie d’une part la conception de la litterature com- 
paree du type influence / rdcepticn, de l’autre celle des relations litt6raires 
internationales, du fait que 1'Europe et son espritsont — ons'en doutait—en 
pleine « expansion »23. Quoi qu’il en soit, meme peu justifice, voire « peu 
heureuse » M, cette assimilation (universel =  occidental) se perpetue toujours 
comme situationde fa it: la litterature europeenne continue encore de rester 
l’objet priviiegie - et de tres loin!— des recherches comparatistes actuelles.

52 J. B. Pristley, Literature and Western Nan, London-lklhourne-Toronto, 1960, p. IX.
23 Fritz Strich, op. cit., pp. 2 9 -3 0 ;  Horst RUdiger, op. cit., p. 40, 49; An Essatj on 

World Literature, in : • Mosaic •, January 1976, p. 43.
24 Jan Brandt Corstlus, op. cit., p. 18.
25 Julius Dolanșk^, Das vergleichend-historische Sludium der Literaturen Osteuropas, 

in : < Acta Litteraria». \  (1962), pp. 101 —114 ; Tlbor Klaniczay, Les Possibilites d'une litterature 
comparie de l'Europe Orientale, idem, pp. 115-127  ; Karel Krejci, La zone litteraire europeenne, 
in : • Ncohclicon >, I, 1 -2 /1973, p. 143; Irina Ncupokoeva, Dialectics of Historical Develop- 
ment of National and World Literature, idem. p. 125 ; Jean Weisgcrber, idem, p. 169.

-6 Gyorgy Mihâly Vajda. Le Congres de Belgrade de l’Association Internaționale de Litte­
rature comparie, in : • Acta Littcrariu «. X, 1 —2/1968. pp. 184 — 189.

”  Adrian Marino, op. cit., in : •  Cahiers roumains d llu d es littdraires .. 3/1975. p. 64

Ces incertitudes « europeennes » reapparaissent en meme temps aussi â 
l ’Est, mais pour d ’autres raisons parfois mieux fondees. D’abord, — on 
doit se demander de nouveau — de quel droit exclure de l’« Europe », 
l ’Europe centrale, Ies pays balkaniques, l’U.R.S.S. et leurs litteratures? 
On commence ă dresser febrilement de nouvelles cartes par « zones », par 
« sous-ensembles» (balkaniques, centraux, occidentaux)25. Le vrai pro­
bleme n ’est pourtant pas l â : etant donne que l’Europe est â la fois un con­
cept historique, mais aussi typologique, et que le vieux continent se dilate 
linguistiquement, faut-il se resumer seulement aux « litteratures europeen- 
nes », ou s’occuper aussi des « litteratures de langues europeennes », ce qui 
pratiquement finit par englober l’Amirique latine et du nord, l’Afrique, 
l ’Australie, etc. ? Ce dilemme est apparu dans tonte son acuite lors des 
d6bats autour du projet de VA.I.L.C .: Histoire de la litterature europeenne. 
II fut transforme assez vite — et pour cause, nous y reviendrons — en 
Histoire comparde des litteratures de langues europeennes^. D’ou, encore 
une fois, cette question : Oii situer la «litterature universelle »? « Une ques- 
tion qui peut sembler ironique ou epigrammatique alors qu’en realite 
c ’est d ’abord une question de methodologie »27.

Ce comparatisme, reste malgre tout fortement teinte d ’europeo- 
centrisme, n ’est pas celui d ’Etiemble, bien siir. Ses vrais ancetres doivent 
etre cherches ailleurs : chez tous Ies precurseurs ou les-contemporains 
pour lesquels la litterature universelle est soit l’expression d’une qualite 
« poetique » universelle, consubstantielle â l’esprit humain, soit la totalite 
des ecrits et des litteratures, quelle que soit leur situation geographique. 
C’est-ă-dire l’ensemble de la litterature mondiale. La premiere categorie 
est ă chercher parmi des esprits comme Richard Hurd, Dissertation of the 
Idea of Universal Poetry (1766), Goldsmith, Smolett,pourlesquels la poesie
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est un «vehicule universel »28, ou Ies freres Schlegel, th^oriciens de la 
♦ po6sie universelle progressive », assimil^e ă la po^sie romantique (  Athe- 
naeum Fragmente, 116), et du « don » de la poisie « r^pandu sur l’humaniti 
toute entiere », car «Ies peuples memes que nous nommons barbares et 
sauvages ne sont pas ă cet ^gard desh6rit6s par le ciel »a . La seconde cate­
gorie est repr^sent^e, d ’abord, par Ies syntheses du X V IIIe siâcle, genre 
Felia storia e della ragione di ogni poesia (1739 — 1752) de Francesco Saverio 
Quadnio, qui malgre leurs limitations aspirent ă un panorama universel 
de toutes Ies litteratures connues â l’6poque.

La litWrature universelle en tant que « to ta l i i  » des litWraturea 
gagne du terrain, en France, au X IX e siecle, grâce aux efforts de J .-J . 
Ampere, du Globe (1824), lu par Goethe, de Villemain. Sainte-Beuve 
reconnait parmi Ies « classiques », â cote d’Homere, « ces trois Homires 
longtemps ignoris de nous : Valmiki, Vyasa, F irdousi». « II est bon, dans 
le domaine du goât — se rassure-t-il — de savoir du moins que de tels 
hommes existent» ®°. Les grandes ambitions positivistes et ivolution- 
nistes du siecle visent — quant ă elles — aux « lois », y compris litt^raires, 
rtgissant « la to ta l i i  du genre humain, depuis l’Australien jusqu’â 
l’Europ^en le plus civilis^ »31. Pourtant le vrai raccord entre cette nou- 
velle perspective et la lite ra tu re  compar^e manque encore.

29 Ren4 Wellek, The Rise of English Literari/ History, Chapel Hill, 1941, p. 70.
29 l'riedrich Schlegel, Kritische Ausgabe. Charackteristiken und Kritiken, Hgb. Hans 

Eichner, MUnchen, 1967, II, p. 182; August Wllhelm Schlegel, Sămmtliche Werke. Hgb. Eduard 
Boking, Leipzlg, 1846, V, p. 5 ; Ernst Behler, Friedrich Schlegels Theorie der Universalpoesie, 
in : Jahrbuch der deutsehen Schillergesellschaft, I (1957), pp. 211—240.

30 Satnte-Beuve, Qu’est-ce qu’un classique? (1830), in : Causeries de hindi. Paris. Garnler, 
111, p. 51.

31 Ch. Letourneau, L ’ioolution litteraire dans des diverses races humaines, Paris, 1894,
p. V.

33 Hutcheson Macaulay Posnett, op. cit., p. 236, 240 ; Comparatioe Literature; The Earlg
Vears. An Anthology of Essays, pp. 191—195.

33 Claude Pichols-Andre M. Rousseau, La Littirature comporte, Paris, 1967, p. 20, 173.

Quand la jonction s’est enfin produite, grâce â l’Anglais Posnett — 
et ce fait est â retenir et ă porter ă l’actif de ces devanciers oubli^s —, 
l’objet de la lite ra tu re  compaee devient tout d ’un coup la « littdrature 
universelle» (world literature), «qui est pareille (alike) ă l’Est et ă 
l’Ouest». L’id6e se precise davantage dans son article thdorique The 
Science of Comparative Literature (1901), ou l’auteur fait âtat de ses itudes 
sur la littirature juive, grecque, latinem6di^vale, chinoise, indienne, 
gnid6 par la conviction que la litt6rature com pare « trăite de toutes les 
grandes literatures du m onde» 32. Tout ce qui suit en matiere de lite ra  - 
ture comparie de souche historienne et positiviste — et pas seulement en 
France — marque un tres sirieux recul face â cette orientation de pointe. 
Et il faut attendre la remise en question de tous les principes compara- 
tistes d’apres l a . ..  « crise », pour se rappeler non seulement cette « legi­
time hardiesse », bel et bien oubliie, mais aussi le fait que la lite ra tu re 
comparfe trăite des relations « entre toutes les literatures du globe. Sans 
nulle contestation, tel est aujourd’hui son fief naturel »3S. Revision tardive, 
necessaire, sinon dechirante. En tout cas totale, de l’ancien concept de 
literature dite « universelle ». Etiemble y est, sans doute, pour quelque 
part.
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Situer sa conception dans son viai contexte — qui d^passe k ig i- 
meni le domaine franțais -  c’est illustrer le meme «universalisme » au 
moins dans deux sens tres precis : dcmontrer Ies dimensions theoriqucs 
universelles du comparatisme, ainsi redefini, et son rayonnement univer- 
sel actuel, rarement mis en evidence. Cette consonance plaide et agit en 
meme temps dans le sens meme de l’universalite, y compris de toutes Ies 
litteratures du monde. Des definitions plus anciennes, anglo-saxonnes, 
avanțaient deja l’idee que «la litterature universelle ne peut signifier 
que la somme totale de toutes Ies litteratures »! l . Ben^ Wellek, le plus 
representatif partisan actuel d ’Outre-Atlantique de cette conception, 
s’engage, lui aussi, dans la meme voie : la litterature universelle ne peut 
plus rester lâ ou Goethe l’a laissee. Elle doit inclure «tous Ies einq conti- 
nents, de la Xouvelle Glande â l’Islande», bref, «toute la litterature »:5. 
Cette opinion fait d^jâ a u to rii et semble s’imposer comme dominante. 
Elle appelle ă l'etude de la litterature «dans Ies zones Ies plus larges pos- 
sibles », «dans ses plus larges dimensions», au-delă de l’heritage occiden­
tal et de l’ensemble des relations Est-Ouest3®.

Grâce â la tradition goetheenne de la Weltliteratur, ainsi qu’â l ’es- 
prit et ă la porție des syntheses hegeiiennes, la culture alfemande est plus 
receptive â l’idee de litterature universelle. Elle y est, en tout cas, plus 
repandue, plus defendue, plus stable qu’ailleurs. Ses acceptions essen- 
tielles n'ont pas change, ă vrai dire, depuis Ies freres Grimm, au milieu 
du siecle dernier: creation litteraire de tous Ies peuples et de tous Ies 
temps, to ta l i i  des litteratures nationales, diffusion et valorisation inter- 
nationales37. Les bibliographies, ainsi que Ies etudes aDemandes (histori- 
ques et de synthese) confirment cette observation. On n ra qu’â ouvrir 
Bibliography of Comparative Literature par F. Baldensperger — W. P- 
Fi'iederich (1960), pour nous en convaincre. Le concept de lite ra tu re 
universelle ne s’est pas seulement eiargi, mais il fut poussd jusqu’au 
bout. Si la pensie d’Etiemble a, ă ce propos, de reelles attaches interna- 
tionales, ces attaches il faut les chercher aussi, sinon surtout, Outre- 
Rhin. Une vue vraiment «universaliste» de la Weltliteratur inclut, en 
premier lieu, c’est entendu, toutes les litteratures de tous les peuples, sans 
discrimination aucune, et de tous les temps. Ce point de vue semble 
tres largement pai'tage 3®. Le critere fait place en meme temps â la plus 
large democrație possible de l’expression orale et ecrite : Ia totalite de la 
production litteraire de tous les temps et de tous les peuples, l’ensemble 
de l'expression orale et ecrite de l’humanite. Weltliteraiur n ’est plus

M Richard S. Moulton, op. cit., p. 6.
“  Reni Wcllek-Austin Warren, Theory of Literature, New York, 1956, pp. 48—49; 

Discriminations, p. 15.
M Albert Guirard, Comparative Literature?, in: « Y.C.G.L., », VII (1958), p. 5; Vin- 

cent A. McCrossen, op. cit., p. 211, 213, 219; S.S. Prawer, op. cit., pp. 4 —5, 7; Robert J- 
Clements, World Literature Tomorrow, in : World Literature Today, 51, 2/1977, p. 181; Compa­
rative Literature as Academic Discipline, p. XX, 32.

”  Jacob Grimm-'Wllhelm Grimm, Weltliteraiur, in : Dentstihes Wdrterbuch, Leipzig, 
1853, 14, I. 1, c. 1644-1648.

"  Julius Petersen, Naționale oder vergleichende Literaturgeschichte, in : «D.V.L.G.», 
VI (1938), p. 54; Anni Carlson, Die Entfaltung der Weltliteraiur als Prozes, in : Weltliteraiur. 
Festgabe fiir Frit: Strich. . ., Berlin, 1957, p. 52; Hans Joachim Schrimf, Goethes Begriff der 
Weltliteraiur, in : Nationalismus in Germanistik und Dichtung. Hgb.. Banno von Wiese-Rudolt 
Hem, Berlin, 1967, pp. 212-213, etc.
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schone Literature, mais tont ce qui releve, pour conserver la terminologie, 
allemande, de Schrifttum et de Volkstum39. Retenons pourtant que le 
comparatisme traditionnel n ’est pas encore suffisamment prepare pour 
assimiler cette universalii integrale. Certains repisentants restent atta- 
ch^s ă la lettre ecrite et aux belles lettres, d ’autres ne reconnaissent 
l’universalii qu’au niveau du folklore40. La situation se i ta b l i t  dds qu’on 
tourne vers le tiers monde, l’Amdrique latine et l’Orient. L’e n t ie  en scene 
de ces regions pulverise tonte restriction, toute discrimination41.

39 Hclmut Bcnder-L'lrich Melzer, op. cit., pp. 113 — 114. 116; Anni Carlson, op. cit., 
pp. 53 —54; Martin Bodmer, Variationen zum Thema Wellliteratur, Frankfurt/M, 1956, pp. 
7 - 8 ;  Hans Joachim Schrimpf, op. cit., pp. 212—213; H. M. Samarin, op. cit., p. 82.

40 Horst Rtldigcr, „Letleratura” e ,, Wellliteratur'' moderna comparatistica. In: Annali 
delta Scuola Normale Superiore di Pisa, Classe di Let(. e Fii., III, 2 (1973). p. 689; Hugo 
Dyserinck, Komparatistik. Eine Einfiihrung, Bonn, 1978, pp. 24, 177.

41 Ajoutons aux prises de position du Cubain Roberto Fernândez Retamar et du Vene- 
tudicn Carlos RIncdn : Adalberto Dessau, La investigaciăn de la literatura latino-americana 
II los metodos eomparativos, in : Casa de las Americas, XIV, 82/1974, pp. 112 — 118; l'Indlen 
R. S. Dasgupta, aussi, op. cit., p. 399.

42 R. M. Samarin, op. cit., pp. 8 2 —83; Pcter Weber, op. cit., p. 536; Julius Dolansky, 
op. cit., pp. 84 —85; Lajors Nyir6, op. cit., p. 67; Stcfanla Shwarcz^nska, L'aspcct historique 
dans Ies recherches de la litttrature comporte, in : • Neohelicon >, I, 142/1973, p. 59.

43 Lucian Blaga, Wellliteralur, in : «Universul literar*, XLII, 20, 16 mai 1926: Al. 
Dima, Conceptul de literatură universală și comparată (Le Concept de litterature universelle 
et comparee). București, 1966, p. 16.

44 Tudor Vianu, Conceptul de literatură universală (Le concept de litterature universelle), 
in : Secolul 20 », II, 8/1962 ; Adrian Marino, Hermeneutica lui Mircea Eliade, pp. 405—406.

R^action tres compihensible, d ’ailleurs, que Ies orientations actuel- 
les de la litterature comparee de l’Est renforcent. Car, encore une fois : 
de quel droit exclure de l’« universalite» telle litterature ou tel groupe de 
litteratures ? Rien de plus normal que cette lev^e de boucliers se produise 
surtout dans Ies regions «marginales », «periphdriques», ou jusque hier 
purement et simplement ignoies. D’autant plus que la conscience univer­
saliste, qui veut guerir le manque d ’audience Internationale de ces l i t i - 
ratures, y est, sous la pression de certaines circonstances restrictives, 
tres forte, parfois meme plus forte qu’ă l’Ouest. C’est donc un fait, et un 
signe de notre temps, que de constater qu’il existe un long defiie de plai- 
doiries pour une Weltliteratur de tous Ies peuples du monde, comprenant 
aussi leurs c iations folkloriques, en U.R.S.S., R.D.A., Tchecoslovaquie, 
Hongrie (de nombreuses interventions), Pologne 42. En Roumanie — pour 
entrer dans quelques petits details — Fid^e de l’universalite spirituelle 
et litira ire  est d^fendue au XIX e siecle par des esprits repisentatifs 
— tels Eminescu, B. P. Hasdeu, le critique C. D. Gherea, etc. Des philo- 
sophes contemporains comme Lucian Blaga et Mircea Eliade43, des com- 
paratistes comme Tudor Vianu et Al. Dima defendent Ies memes princi- 
pes44. La revue « Secolul 20» a initi^ en 1962 un long d^bat sur le meme 
theme.

4. L’idâe de litterature universelle ainsi «revisee » attribue en meme 
temps un statu t tout nouveau au rapport litterature universelle/litUrature 
naționale. H n ’est pas dans notre intention d ’̂ tudier la totalit^ de ses 
aspects, mais seulement de situer Etiemble et la iflexion comparatiste 
apparenie vis-ă-vis de ce probleme qui concerne l’ensemble des littera­
tures «petites », «marginales » ou « exotiques ». La position d’Etiemble
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lâ-dessus est claire : pas d'uniformisation «universaliste», pas de dena- 
tionalisation ; resister meme aux intrusions ^trangeres altenantes. Ii ne 
s’agit pas de faire reconnaître toutes Ies «petites» litt&’atures, pour Ies 
perdre, en Ies jetant pele-inele dans une fournaise. Donc, «il ne s’ensuit 
pas qu'il faille substituer aux diverses cultures un vague air cosmopolite 
de palaces et de wagons-lits, je ne sais quel gachis». Que Ies Japonais, 
par exemple, restent eux-memes45. Us sont, d’ailleurs, du meme av is: 
la litterature japonaise en s’integrant dans la litterature universelle, doit 
conserver sa personnalite, rester «une flute dans une symphonie »4®.

45 Le Japonais, in : Le Disque veri, I, avril 1953, p. 57 ; Soirie Internationale, Deuxieme 
Soirie. Le Japon. Emission Francc-Culture, 1966, p. 13 (copie daetylo).

44 Okazaki Yoshie, Nihon Bungei to sekai bungei (Litterature japonaise et litterature 
universelle), Tokyo, 1950, cf. Howard Hilbert, c.r., in : Comparative Literaturo, I (1953), pp- 
86 — 87.

47 G. Mazzini, op. cit., VIII, p. 103.
44 Fernand Brunetiere, op. cit., p. 338.
44 Andre Gide, Ineidences, Paris, 1924, pp. 18 — 19, 33; Claude Levi-Strauss, Race et 

histoire, Paris, 1979, p. 76.
40 Paul Van Tieghem, La littiralure comparie, Paris, 1951, p. 212; Irina Neupokoieva, 

op. eit., p. 17, 130 ; La jos Nyird, op. cit., p. 65 ; N. I. Popa, Psihologii naționale și literatura 
comparată (Psychologies nationales et litterature ccmparee), in : Însemnări ieșene, 15 august 
1936, „Rezistentele” franceze tn literatura comparată (Les • resistances » franțaises dans la litte­
rature comparee), lași, 1938.

Ce chapitre des «resistances nationales » qui s’opposent ă la juxta- 
position, au conglomerat m^canique, â l ’uniformisation, et par conse- 
quent â la depersonnalisation litteraire, est trop itendu pour qu’on puisse 
l’̂ voquer integralement dans ce cadre. Eetenons-en seulement l’essentiel: 
ni Mme de Stael, ni Sismondi, ni Tommaseo, ni Mazzini, esprits qui ont 
fraye la voie â l’universalisation de la litterature, n ’ont pas envisag^ un 
seul instant l’effacement des particulariza nationales. Ce dernier, par 
exemple, voulait que Ies litZratures nationales soient «haimoni^ee, mais 
pas confondues completement, ce qui entraînerait leur perte »47. Ni rmi- 
fication, ni nivellement, ni «esperanto» litteraire. Chaque donnee se 
«nationalise» entre «des frontieres differentes »M . Ce point de vue n’a 
d’ailleurs jamais ete mis serieusement en cause. Defendu parmi Ies moder- 
nes, par Gide, entre beaucoup d’autres, il connaît un regain de faveur par 
la montee ă l’horizon des cultures, disons, «anthropologiques», qu’enten- 
dent preserver leur originalite, «IVcart differentiel »4'. Accepter, enseigner, 
cultiver, se nourrir de la difterence (naționale), tel est le mot d’ordre de 
l’epoque, parmi Ies comparatistes y compris. A l’Est, ces positions sont 
encore plus marquees : on se mefie d ’un internationalisme « cosmopolite » 
aux visees soi-disant imperialistes; on se mefie — davantage et avec ton* 
jours plus d’inquietude — d’etre absorbe par un «bloc » supranational. 
En U.R.S.S., en Hongrie, en Roumanie, on enregistre des positions qui 
ne laissent plus de doute quant â l ’actualite pressante de ces controverses, 
meme si Ies positions parfois en sont differentes. Ajontons cependant que 
dans ce dernier pays, retude anterieure des «resistances nationales » pro- 
longe en fait l ’ecole franțaise Baldensperger-Hazard-Van TiegBemM-

Etiemble ne se departage pas trop, ă ce propos, dans la lettre sinon 
dans l’esprit, de ces idees generalement acceptees. La litterature naționale 
— en l’espece franțaise — loin d ’etre ignoree, minimisee ou engloutie dans 
on ne sait quel gouffre «universel», se laisse par contre mieux ccmprendre
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dans son contexte internațional. S’il n'y a pas de lilteiatiue naționale iso- 
lee, il n ’y a pas non plus d’autre alternative possible : «La litterature et 
ma litte ra tu re ...» . Ces deux realites coexistent — comptementairement 
et dialectiquement. L'universel et l’individuel, le general et le particulier 
se supposent et se deteiminent leciproquement. A quoi sert donc la litti- 
rature comparee? Pour «mieux apprecier ce que notre litt&ature apporte 
d’original». «Elle ne nous inteidit pourtant pas, nous recoinmandeiait 
plutât, une fois accompli notre petit tour du monde humain, de revei ir 
mieux arme vers cette litterature-ci, la notre, afin de l ’appr^cier judicieuse- 
ment et d ’en degager le propre». Cette r^alitd nationale/universelle, 
si bien illustr^e par le cas de la France51, justifie et renforce l’ensemble de 
la d^marche comparatiste : « S’il est une discipline qui nous apprenne 
â mieux gouter â la fois notre litterature et celle d’autrui, c’est la nâtre ». 
Eien plus : «La litterature comparee nous aide ă mieux comprendre et 
pourquoi pas l a mieux d^fendre chacune de nos lit t^ratures »52. C’est 
dire avec force que l’originalite litteraire naționale ne surgit et ne s’accen- 
tue que dans un contexte internațional, en fonction de coordonn^es supra- 
nationales et par rapport aux valeurs universelles.

Ce programme date d ’ailleurs des le commencement du compara- 
tisme et constitue, â vrai dire, l ’une de ses raisons Ies mieux fond^es. 
Hugo Meltzl de Lomnitz savait que «l’essence naționale de chaque na- 
tion ressort par comparaison » (litt^raire), tandis que Joseph Texte tient 
d^jă le langage d’Etiemble : «Une litterature ne se comprend et ne s’ex- 
plique que si on la replace dans (l’)ensemble plus general, etc. »63 Les 
exposes plus recents, meme s’ils sont plus fouilies, plus systematises, ne' 
disent rien d’autre pour l ’essentiel. II ne faut pas obliterer les litterature» 
nationales, ignorer leur «unicite» qui ne peut ressortir que par «compa­
raison » ă l ’echelle internaționale. Telle est, pour l ’essentiel, la doctrine 
anglo-saxone actuelle, «Wellek et W arren» en tete54. On retrouve les 
memes idees, et bien avant, chez les Allemands, Julius Petersen et son 
importante etude Naționale oder vergleichende Literaturgeschichte (1926),. 
plusieurs fois citee doivent etre rappeies en premier lieu.

61 Etiemble ncus parle de • son > mcoisme et de la litterature chinoise, in : < Quinzainc litti- 
rairc i, Ier fivritr 1977 ; L'Orient philosophique au X V Jlr sitele, Paris, 1961, I, p. 9 ; Essais . . . 
p. 285, 294.

l !  Histoire des genres et litterature comporte, in : Acta Lilteraria, V, 1962, p. 207 ; Com­
paraison n’est pas raiscn, p. 29, 88 ; dans le m(me sens : L'Apprccf.e ccmparatiste, in : Ter.dan- 
ces principales de la recherche dans les scier.ces scciales et bumaines, Paris — La Haye — New 
York, 1978, I, p. 635.

“  Joseph Texte, op. cit., in t Acta Ccmparaticnis Littercrum Vniversarum, II (1877), 
p. 310 ; Etudes de litterature europeenne, Paris, 1898, p. 19.

M Reni Wellek-Austin Warren, op. cit., p. 49 ; Henry H. H. Remak, op. cit., p. 23; 
Franțois Jost, op. cit., p. 22; S. S. Prawer, op. cit., p. 12.

56 Cf. Horst Rtldigcr, Naticnclliteratur ur.d turcpdiscbe Litcralur, p. 40; J. W. Goethe,. 
Werke, Weimar, 1957, IX, p. 427.

Ces vues sont en realite encore plus anciennes et ce phdnomene 
— ă base de «invariants» — sera analyse longuement ailleurs. Betenons 
pour l’instant que Fr. Schlegel ne concevait les «parties nationales» de la 
po^sie entendue comme «ph^ncmene global», que par r^fdrence â ce 
rapport: parties/tout. Tandis que Goethe n ’envisageait la litterature na­
ționale que situ^e «dans le complexe de tous ces conditionnements » (Zv8- 
tandes)^. Le concept de litteratuie universelle, engerdie par l ’eiaigiffe-
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ment successif des trois cercles concentriques (național, europeen, uni- 
versel)6*, met en lumiere ă chaque niveau des ressemblances et des 
diffcrences. La supranationalite (purement theorique) de la litterature 
n’est d ’autre part que le genre (logique) des differences specifiques de 
chaque litterature naționale.

La litterature com pare des pays de l’Est, oii la conscience des litte­
ratures nationales connait, comme dans le Tiers Monde d’ailleurs, des 
sursauts et des moments d’effervescence, embrasse et renforce la meme 
conception : «Plus on connait Ies litteratures etrangeres, plus on comprend 
le caractere specifique de la litterature naționale». C’est un point de vue 
hongrois, mais il est largement r^pandu dans toute cette «zone». Par 
consequent la litterature naționale ne peut etre etudiee que par rapport 
ă la litterature universelle57. La litterature com pare devient ainsi soit 
(dans l’interpretation restrictive de cette these) l’auxiliaire de l’histoire 
et de la critique litteraire naționale, soit (dans son interpretation extensive) 
1'instrument indispensable et indisociable de toute analyse de la spici- 
ficite naționale58. Quant ă la theorie (mise entre temps en veilleuse, 
mais tres en vogue dans certains pays de cette r^gion vers Ies ann6es 60) 
d ’un pretendu «processus unique» de l’ensemble de la litterature uni­
verselle regi par Ies memes «lois», nous n ’avons pas â nous prononcer 
ici en detail, sinon souligner tr^s en passant son positivisme tout ă fait 
attarde.

5. Le contenu extensif et quantitatif de la litterature universelle 
(l’ensemble des relations litteraires internationales, «petites», et «gran- 
des» litteratures, toutes Ies litteratures du monde) se doublent d’un 
critere qualitatif, de valeur: la lotalitâ des oeuvres, ou plutât des «chefs- 
d'oeuvre», ayant une valeur, une consecration et une diffusion universelles, 
testees par le temps et formant le patrimoine commun, representatif et 
exemplaire de l’humanite. C’est le «Pantheon » (ou le «Pandemonium ») 
de la litterature, traduit par des « bibliotheques ideales » de tout le «genre 
humain », des grands « classiques » de partout et de toujours. Cette concep­
tion ne pouvait que sourire ă Etiemble qui l’embrasse, en lui donnant une 
vraie dimension: universelle, au-delâ de tout exclusivisme. Les listes 
«ideales» qu’il commente lui semblent — en effet — tres, meme trop 
restrictives59. Raymond Queneau, qui a dresse un tableau de cent titres, 
retient par exemple 66 titres franțais, contre 38 etrangers, mais pas 
un scul indien, chinois ou japonais80. II y en a encore d’autres (Juliette 
Raabe et Franșois Lacassin, Philippe Riviere, etc.) qui tombent dans le 
meme travers. Passons aussi sur des listes comme Les dix romans fran- 
țais que... Les vingt livres indispensables. Les plus anciens projets, celui 
d’Aime Martin, par exemple, Introduction au Pantheon litteraire. Plan 
d'une bibliothbque universelle.. . (1837) etaient, et de loin, plus ouverts,

M Hugo Dyserinck, op. cit., p. 85.
67 Jean Hankiss, Litterature universelle?, in : < Helicon », I, 1 —2/1938, p. 165 ; Iitvân 

Sfiter, The Dilemma of Literary Science, p. 36.
“  Werner Krauss, Grundprobleme der Literaturivissenschaft Reimbeck bei Hamburg, 

1969, p. 106, 117; Al. Dima, Aspecte nafionale ale curentelor literare internaționale (Aspects 
nationaux des courants litteraires internationaux), București, 1973, p. 45.

“  C’est le bouquetl. Paris, 1967, pp. 275—276; Essais. . ., p. 21—25.
•° Pour une bibliothique idiale. Enquttc pr6sent6e par Raymond Quineau, Paris, Gal- 

llmard. 1966.
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plus universels. L'idee d ’un vaste pantheon litteraire (oriental y compris) 
a effleur^ aussi la pensee de Quinet81.

Quand la lite ra tu re  compar^e s’einpare du meme probleme, elle 
se voit contrainte â deux Solutions parfaitement contradietoiies et pres- 
que impossibles ă concilier : d ’une part le «trasor» de tous Ies chefs-d’oeu- 
vre, de l’autre l’audience et le succes internațional. Ces deux criteres ne 
se superposent presque jamais. Est-il Love story un livre «universel»î 
II semble d6jâ bel et bien oubli^. On peut tomber d’accord, en principe, 
que «la qualit6 soit le facteur determinant »82. Mais comment la definir * 
Une qualite durable emporte le succes, une reconnaissanee au-delă des 
frontieres nationales, non pas un succes d’estime, de vente, ou depresse — 
mais Ies suffrages des esprits avises, de ceux qui forment, disons, la 
conscience esthetique de 1’humanitA Cette conception n ’est pas ă vrai 
dire « elitaire »®3. mais plutfit «classique »: le consensus des esprits qui 
adhârent ă un systeme unitaire, stable et universel des valeurs. Peut-on 
faire leur recensementî II ne s’agit en r6alit6 que d’une universalii 
ideale, d ’un postulat, mais indispensable puisqu’il fonde tout jugement 
de valeur.

• 3 Franțois Jost, op. cit., in < Cahiers roumains d’̂ tudes litttrairrs », 4/1976, p. 62.
14 Richard S. Moulton, op. cit., p. 382 ; R eni Wellek-Austin Warrcn, op. cit., p. 49 ; 

F. W. Chandler, The Comparative Study of Literature, in : « Y.C.G.L. •, 15 (1966), p. 54 ; Ulrich 
Weisstein, op. cit., p. 20.

•* John L. Brown, Ezra Pound comparatist, in : • Y.C.G.L. », 20/1971, p. 41 ; Reni Wel- 
iek, Discriminations, p. 15 ; Franțois Jost, Introduction to Comparative Literature, p. 16 ; David 
H. Malone, A Canon of World Literature?, in : Council on National Literatures, 1 —8111911, 
pp. 3 —5.

*• Henry W. Wells, World Literature Today, in : • Y.C.G.L. ., I (1965), p. 25 ; Henry 
H. H. Remak, Comparative Literature. Its Definition and Function, p. 10.

Vocation universaliste ou pas, c’est un fait que le debat s’avere 
plus pouss6 chez Ies comparatistes Anglo-Saxons et Allemands que chez 
Ies Franțais. La solution globale est â peu p i s  pareille ă celle que l’on 
a esquiss6e ci-dessus : produite par Ies « meilleurs esprits», la litira tu re 
universelle est le «t i s o r  des classiques ». C’est la l itira tu re  au superla- 
tif, «le meilleur qui a ^  connu et pense ă travers le monde», le royaume 
des «plus grands livres », des «chefs-d’oeuvie » M . Efficacite esthitique, 
mais aussi — et surtout — sociale, ideologique, politique : Books that 
moved the worid (McCrossen), Books that changed the worid (Robert B . 
Downs), etc. Ces listes passablement arbitraires font pourtant peu de 
place ă la litterature proprement dite. Ainsi definie, la litterature uni­
verselle institue des «m oddes» exemplaires, qui coiTespondent aux 
«standards universels», au «canon des meilleures ceuvies»86. Les cours 
universitaires americains sur les Great Books s’inspirent de cette concep­
tion. La diffusion, la reception universelle (limitee d’«habitude au monde 
occidental», Henry H. H. Remak)86 donne en fait une dimension pure- 
ment sociologique de l’universalite. D’autres synonymes sont egalement 
tres repandus : «succes », «renommee internaționale », etc. Ces visees 
(qualite exceptionnelle, permanence du succes, diffusion internaționale) 
relevent plus ou moins d ’une ideologie liberale: celle du marche sans bar- 
rieres, regi par h  clause de la nation litteraire la plus favorisee eiargie 
ă l’&helle mondiale.

41 Edgar Quinet, op. cil., p. 328.
•2 Claude Pichois-Andri M. Rousseau, op. cit., pp. 102—203.
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Le fondement des reflexions allemandes est, somme toute, plus 
«philosophique», Ies concepts ele en ^ ta n t: consensul saeculorum, uni- 
versitas litterarum, allgemeinte Bedeutung, Musterhaftigkeit, etc., etc. 
Ils traduisent des aspirations universalistes «ideales», goetheennes-cos- 
mopolites, mais aussi h6geliennes. A cela s’ajoute la vocation des «prin- 
cipes» et de la g6n6ralisation du typich, qui institue l’oeuvre «represen- 
tative », et du werlvol, werturtheil, qui donnent un fondement ă la dur^e 
et i  la riSception87. La meilleure synthese, peut-etre, d’Outre-Rhin, assigne 
â la litterature universelle Ies attributs suivants: «superspatialit£» 
(iiberraumliclie), « valeur supertemporelle » (uberzeitliche Geltung), «duree 
universelle » (Weltdauer), «diffusion universelle » (Weltverbreitung)" . Ceux-ci 
configurent, de toute evidence, un concept general de la litterature 
(situation sur laquelle nous reviendrons) et en meme temps un con­
cept classique de la litterature. D’ailleurs, Ies «bibliotheques universelles » 
allemandes, et celles qui sont plus cons^quentes avec elles-memes, font 
ouvertement appel au critere «classique». E t c’est un signe des temps — 
et un bon signe ! — que Ies litteratures orientales commencent ă y entrer, 
et de plein pied". Les manuels Ies plus recents commencent ă suivre 
un chemin quasiment identique70.

•’ Richard M. Mcycr, Die Weltliteratur und die Gegenwart, in : Deutsche Rundschau, 26,
Heft 1/1900, p. 270—271; Else Beii, Zur Enlwickung des Begriffs der Weltliteratur, Lelpzlg,
1915, p. 10 ; Victor Langc, op. cit., pp. 19 —20, etc.

•• Eritz Strich, Weltliteratur und vergleichend Literaturgeschichle, in : Philosophie der
Literaturu>issenschaft. Hgb. Emil Ermatinger, Berlin, 1930, p. 425, 428. 434 ; Goethe und die
Weltliteratur, p. 16. ’

"  Martin Bodmer, Eine Bibliotek der Weltliteratur, ZUrich, 1947, pp. 10 — 11, 2 4 —25;
70 John O. McGornlck, ed., A Syllabus of Comparative Literature, Metuchen, 1972), 

cf. Andrt M. Rousseau, c.r. in : < R.L.C. i, 49/1975, p. 152.
71 Werner Krauss, op. cit., p. 109 ; Dionyz buriSin, Zu aktuellen Problemen der marxis- 

tlsche-leninistischen Theorie der vergleichenden Literaturforschung, in : Weimarer Beitrăge, X X I, 
2/1975, p. 16; Laszlâ Kardos. Sur les problimes de la littirature mondiale, XI, 1 —2/1969, 
p. 138, 153; Lajos NyirS, op. cit., p. 67.

72 GyOrgy Mihâly Vajda, op. cit., in : Acta Litteraria, 16, 3 -4 /1 9 7 4 , p. 287; Lajos 
Nylrfl, op. cit., p. 67, 68 ; Istvân SOter, op. cit., p. 42 ; Tudor Vianu, op. cit., in : « Secolul 20 >, 
II, 8/1962, p. 63 ; Studii de literatură universală și comparată, p. 603, 605 ; Adrian Marino, op. cit., 

In i < Cahlers roumains d’̂ tudes littiraires >, 3/1975, p. 97.

On comprend facilement pourquoi le meme critere qualitatif devait 
lui aussi seduire, et fortement !, les comparatistes de l’Est. Leurs littera­
tures, parfois tres meconnues, accedent egalement au plus haut niveau. 
D’ou une adhâsion tres marquee â l’universalite des «chefs-d’ceuvre», 
des «meilleurs auteurs », des «g^ants », des «sommets », des ouvrages 
« universellement connus », voire des best sellers71. Le maître-mot est tou- 
jours la «valeur litt^raire universelle». On s’efforce d’y concilier «l’id^al 
artistique general» avec les «nouvelles valeurs socialistes », l’« importance 
de l’homme » et le devoir «pour l ’homme». Cet ichantillonnage rapide 
couvre la R.D.A., la Tchecoslovaquie, la Hongrie, la Roumanie. On peut 
noter en passant que des projets de «Bibliotheques universelles » (d6ri- 
v6es d’Aimi Martin) sont lancAs dans ce dernier pays des 1846 (I. D. Ne- 
gulici, I. H. Rădulescu). Le point de vue qui pr^vaut dans cette region 
concerne la to ta liti des criations du genre humain de «tres haut contenu », 
d’« organisation esthetique parfaite » et qui se sont «impos^es ă la cons- 
cience de l’humanite toute entiere » 72.
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Faisons le point apres ce long piriple : 1’universalitE litteraire, telle 
qu’elle est conțue par Etiemble et la littErature comparEe, quand elle essaie 
de penser tan t bien que mal en profondeur, oscille entre deux acceptions 
inevitables. D’une part, une extension quantitative vers l’emprise de 
]'♦ univers » dans son ensemble (circulation, assimilation, rEception, re- 
putation, etc. mondiales), d’autre part une extension qualitative (niveau, 
valeur, critEres ă> l’Echelle mondiale) du meme « univers ». La « quantitE» 
a la tendance de s’Etendre, de remplir, si possible, l’espace universel en 
son entier, tandis que la « qualitE » releve d’une dynamique augmentative 
Egalement illimitEe : celle-ci « croit », se « gonfle », avec toute nouvelle 
acquisition situEe n’importe oii ă travers le monde. II va sans dire que la 
dimension « europEenne » de 1’universalitE est ainsi, de loin et pour de bon, 
largement dEpassEe.

Etiemble, et son cas est exemplaire, fait Etat des deux tendances : 
dEpassement de tout isolement național, rEfutation impitoyable du 
Dekaglottismus, aspiration vers la totalitE («la littErature franțaise propose 
et accomplit tous Ies genres et . . .  lă rEside, lă vraiment, son universa- 
litE» 73, et en meme temps vocation irrEmissible de 1’universalitE et de la 
permanence humaines. La littErature universelle supraspatiale se double 
d’une universalitE supertemporelle, garanție par la prEsence de « l’homme 
universel ». Cette conception essentielle chez Etiemble fait figure singuliere 
et mErite qu’on s’y arrete. La littErature comparEe se voit d ’un coup 
nvestie d’un fondement et d’une dimension insoupșonnEs.

”  Essais . . . ,  p. 18, 305.
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RADICAL CHIC VERSUS RADICAL INNOCENCE: A CURRENT 
CRITICAL DEBATE?

JOHN FLETCHER 
(University of East Anglia)

We live in a scientific and anti-metaphysical age in 
which ... we have been left w ith far too shallow and 
flimsy an idea o f human personality.

(Iris Murdoch)

I think it would be widely agreed that it is sterile to pursue lite- 
rary studies in isolation, that they must, ultimately, have some relevance 
to the lives we lead in the closing decades of the twentieth century. The 
task of a teacher or student of literature is, I take it, to reiate works 
of art to experience in order that experience may, in its turn, be widened 
and deepened. When this is done, acquaintance with literature becomes 
an invaluable, indeed an indispensable part of the process of developing 
full adult maturity and sophistication. If it is accepted that a mature 
person is one who is balanced, liberal in outlook, humane and rațional, 
then I believe we can claim that literary studies in their broadest sense 
(including the study of the classic works of historiography, philosophy, 
politics and economics, and of the history of art) are very important in 
the education, both inițial and continuing, of sucii a person. I would not 
myself agree with George Steiner that literary study can, on occasion, be 
politically dangerous and even morally debilitating; I would argue in- 
stead that if a little literary study can lead us away from life, much will 
bring us back to it again. So we must proceed on the assumption that 
the study of literature in its widest and broadest sense is a valuable and 
even inescapable part of the education of a civilized human being. This 
need not imply that we must all the time be ‘relating’ what we read to 
contemporary life ; that becomes stultifying and superficial, like the nai- 
ver sorts of marxist analysis. But neither should we pretend to study 
literature with total objectivity as a remote and depersonalized pheno- 
menon; literature, like the other arts, appeals to our emotions, affects 
and moves us, so that we must try to remain both detached and commit- 
ted in our study of it. Because literature is a subtle art, our approach must 
be correspondingly delicate.

As a consequence of this, literary criticism appears partly a science 
and partly an art. It is not so scientific that it can be reduced to formu- 
lae which are readily transmissible, but neither is it so artistic that only 
the exceptionally gifted can practise it successfully. This does not mean

SYNTHESIS, IX . BUCAREST. 1982
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that it may be piactised by anyone. It is an advanced form of study, 
just as theoret ical physics or musicology are, and like them assumes con- 
siderable prior knowledge and high intellectual ability. The literary cri­
tic, like the mathcmatician or the sociologist, must be capable of a degree 
of abstract ion and conceptualization which is not given to all. I  once had 
a student who though quite intelligent was incapable of literary criti­
cism. I was offered detailed, accurate, impeccable synopses of books, and 
when I tried to point out that this was not sufficient, the student was 
simply unable to conceive what else could be required. But if certain 
skills are a necessary condition of successful literary criticism, they are 
not in themselves a sufficient condition; and that is where the artistic 
part comes in. A critic must be capable of something like flair or intuition, 
and this is unfortunately not something that can easily be taught.

Nevertheless, we must confuse the creative and the analytical acts 
where literature is concerned, because they are different in kind. I t  is 
true that a few great writers have also been fine critics, and that rather 
fewer great critics have been major creative writers. Normally, however, 
the critic is not creative in the usual sense; he is at his best when 
acting as a go-between, an interpreter, serving both the writer and his 
potențial readers. As a result his work is largely ephemeral: the critic 
writes for his own time. But it does not follow that because most literary 
criticism is ephemeral it is valueless. The critic should try  above all to 
be sound, if only because creative writers tend to be wildly out in their 
literary evaluations; Flaubert, for instance, thought very highly of his 
friend Louis Bouilhet, and James Joyce had little conception of Kafka’s 
importance. No doubt we should accept that on the subject of their con- 
temporaries writers are likely to have blind spots, preoccupied as they 
are with their own concerns. In any case, the record of critics themselves 
in this area is not all it should be. We do not have to go so far back as 
Sainte-Beuve’s notorious failure to recognize the genius of Baudelaire; 
F. R. Leavis was given to equally poor judgements about contemporary 
writing. But these exceptions merely test the true rule that there is a de 
fado  division between criticism and creative writing, and most academics 
are employed to teach the first, not the second.

Thus, although we are not aiming to teach creative writing, we are 
trying to understand, and help others to understand, the nature of the 
creative process as it is seen from the outside and on the basis of all the 
available evidence (which may include MSS, different drafts, or transi- 
tional States, if these are available, as well as the pubished text). There 
is, fortunately, no getting away from the fact that our evidence is exclusi- 
vely textual and our laboratory is the library.

Nevertheless it is very difficult for us to determine precisely where 
literary analysis ends and criticai evaluation begins. T. S. Eliotrightly 
stressed that criticism is the ‘common pursuit of true judgement’. Ideally, 
in fact, evaluation is true end of criticism ; more modestly, however, we 
must need accept that most of the evaluation is done for us before we 
start. However much we may sciutinire and dissect that works of 
Dickens in an objective spirit we cannot forget that he is a very great wri- 
ter, just as no end of study isgoingtopromote someone like Wilkie Collins 
to that rank. Indeed we should be grateful that broad agreement is shar-
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ed on these matters. I t  leaves us free to examine Dickens without being 
affrait of accusations of attempting to belittle him, and to discuss Col- 
lins seriously without being thought to overrate him. What about the 
contemporary scene? Here, it is true, agreement is by no means general, 
and this is quite healthy. Even here, however, the critic’s chief preoccu- 
pation is not evaluation. In some ways the evaluation has occurred before 
the act of writing begins. If I chooxe to write a paper on Iris Mur- 
doch rather than Anthony Powell, have I not already implicitly judged 
and ranked the two î If it is competent my discussion should make clear 
my reasons for expeding time and effort on her rather than on him. 
The very act of analysis can beevaluative in itself; so the distinction be- 
tween explication and exegesis on the one hand, and evaluation and judge- 
ment on the other, is not in the end very meaningful.

This is perhaps merely to reiterate the point I started with, that 
literary study partakes both of Science and art. When all is said and done, 
however, it inclines in all probability more in the latter direction. This 
is the reason why the best critics are, properly speaking, inimitable and 
sui generis. Equally, even the finest critics have their weaknesses, and 
indeed these tend to show up most if one applies to their own essays the 
techniques of practicai criticism which they use on creative writers. As 
Swift says of women flayed, ‘you will hardly believe how it alters their 
person for the worse’. I confirm this from my own experience, having 
taken two fine essays by outstanding modern critics — F. B. Leavis and 
Ian W att — and analysed them in depth with a group of students in a 
practicai criticism class. (I confess that W att came out of the ordeal in 
better shape than Leavis did, a perhaps not altogether surprising result).

These comments are a preamble to a look at the work of two very 
different literary critics, Ihab Hassan and John Bayley. Although Has- 
san is a maverick by any standards he does, I think, exemplify a lot 
else. in American criticai thinking, just as John Bayley is typically En- 
glish, even characteristically and quintessentially Oxford. Wildly va- 
rious as they are, however, they would both subscribe, I think, to 
the view that criticism is ultimately a matter of insight, intuition and 
even instinct. Certainly their practice bears this o u t; neither is a marked- 
ly systematic writer, and both rely to some extent and to varying de- 
grees upon catching things on the wing, as it were. Both, as it happens, 
produced their best work early in their careers; but since Hassan has, 
in bis last two or three books, developed a new raanner which helps 
to make him so radically different not only from Bayley but also from 
the entire criticai ‘establishment’, I shall concentrate when discussing 
him on the recent publications.

II

John Bayley, Thoms Warton Professor of English Literaturo in the 
University of Oxford and Fellow of St. Catherine's C’ollege, was born 
in 1925. After attending Eton and serving in the Grenadier Guards and 
Special Intelligence at the end of the war, he went up to New College 
and took a first in English in 1950. Apart from a novei and some poetry,
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nov out of prinț, he bas published six major works of literary criticism 
and innumerable essays, addresses and book reviews.

The first book which concerns us is The Romantic Survival: A Study 
in Poetic Erolution, which first appeared in 1957. As its title implies, 
this essay discusses the survival of Romantic attitudes and dilemmas in 
modern poetry, and specifically in Yeats, Auden and Dylan Thomas. 
It leads Bayley to consider the whole question of criticai approaches to 
literature, and in particular that of the so-called ‘old-fashioned romantic 
critic’. Such a critic may, Bayley says, have been overcome by an excess 
of respect for a poem’s ‘ghostliness’, but at least this made him aware 
that, like a human being, ‘it had a life of its own which was ultimately 
mysterious and irreducible’ (p. 69). As against this, the modern critic 
is in danger of becoming so fascinated by the problems of analysis which 
the poem engenders that he may ignore the concept of taste altogether 
and fall victim to what Bayley refers to as the ‘richly mediocre’. There 
is the concomitant hazard that poets will more or less consciously write 
for this kind of critic and exacerbate further our contemporary literary 
self-conscious. ‘The poetry analyst’, Bayley concludes, ‘is in danger of 
performing the same disservice for modern verse as the psychoanalyst 
has for the modern novei’ The Romantic Survival, pp. 71 — 72).

Even in this first study, then, Bayley was not afraid of sounding 
old-fashioned. He has continued, as a critic, to press a midly-stated but 
strongly-felt individualism, and has not followed any particular school 
or tendency. He has not gone whoring after strânge gods. This has both 
advantages and drawbacks for his standing in the profession. At his best 
he can be brilliantly perceptive ; at less than his best he can sound merely 
prejudiced, even opinionated. He can be startlingly original; he can also, 
on occasion, be trite or dull.

Psychoanalysis, for instance, recurs as a bete noire in his next and 
most influential book, The Characters of Lore; A Study in the Literature 
of Personality (1960), where it is blamed for ‘our lack of confidence in per­
sonality and our lack of respect for i t ’. The concept of personality — and 
a proper respect for it — is central to John Bayley’s humanism, as it is 
indeed to the artistic enterprise of his wife Iris Murdoch; on this they 
clearly think as one. Bayley deeply regrets that ‘the literary personality’, 
by which he means character in the old-fashioned sense, ‘has gone down 
in the world’. The authors he most fervently admires, Shakespeare and 
Tolstoy, are those who ‘endow their characters with the greatest possible 
freedom to be themselves’. This is strongly reminiscent of Iris Murdoch’s 
admonition, in a well-known essay published shortly beforeher husband’s 
book, that ‘a novei must be a house fit for free characteres to live in’ 
(Tale Review, 1959).

The Characters of Love is a brilliant work and it has stood the test 
of time very well. The criticism of Henry James and Jane Austen for 
instance is of a very high order. The following remark is characteristic :

With the powcr and breadlh of curiosity which is one of the clcarest signs of their 
genius, both James and Jane Austen fcel their way into radically different kinds of con- 
sciousness, the good as well as Ilie dever, the simple and instinctive as well as the vitaf 
and knowlcdgcable (pp. 211—215).
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Bayley is so concerned about the rightness of his theme that he refuses 
to let the rather automatic pieties of academe interfere with its develop- 
ment. ‘Ulysses', he roundly asserts, ‘is leaden with its own art, sunk in 
its richness like a great plum-cake . . .  We can find more of the Shake- 
speare an buoyancy in P. G. Wodehouse’ (p. 285). The reader is left either 
to eheer or sneer, and I suppose each one will react differently. Personally 
I agree with that remark, and find it both witty and astute. But this is 
because I think Ulysses has been overrated by the American Joyce in- 
dustry. An author whom I  consider a t least James’s equal, Marcel Proust, 
gets equally short shrift from Bayley, and there I am less happy; so I 
cannot be sure that my own prejudices do not dictate my responses to 
some of his more outrageous observations. The reader’s confidence in 
Bayley’s reliability can be shaken on occasion by remarks which verge 
on the fatuous, for instance the jejune genera liza tions about nature in 
American literature in the Epilogue.

Bayley is fortunate in enjoying a leisured, seemingly effortless 
writing style. He is just as effortlessly learned, too, being on terms of easy 
familiarity with the greatest authors of the p a s t; and he is normally 
gifted with sure taste and values. As an example of the latter, his brief 
discussion of Wilfred Owen in The Romantic Surei val is perfectly judged, 
and his conclusion — that as a poet Owen is ‘intrinsically slight’ — must 
t-onvince all but those who admire Owen as a figure of myth, the poig- 
nant representative of youth who ‘shall not grow old as we that are left 
grow old’ ; in other words Owen the doomed soldier and not the fabbro 
of verse.

Bayley’s weaknesses are a certain flaccid quality, a feeling of not 
being sufficiently taut or disciplined, nor ruthless enough towards irre- 
levance. The pace is sometimes rather slow, and the structure of the a r­
gument disturbingly loose. These defects are least in evidence in The 
Characters of Love, but they do become more noticeable later. Tolstoy 
and the Novei (1966) is perceptibly more wordy and repetitive of points 
made « propos of other authors in the earlier books. But it is still good 
for characteristically Bayleyan epigrammatic pithiness; for instance that 
it is no use trying to supply Isabel Archer with a sex-life which James 
deliberately left out, ‘because at moments of eating or making love there 
is no Isabel Archer — she does not exist’ (p. 60).

Bayley reads Russian, and his next book was a commentary on 
Pushkin for a Cambridge University Press modern languages serios. Pro- 
bably the best study of Pushkin in English, it is a dazzling compara­
tist achievement, with a breadth of literary reference which recalls Ed- 
mund Wilson’s. He praises Pushkin for ‘taking for granted the neutral 
existence of everything’ and transcending any ‘exclusive world of style’. 
For the reader without Russian Bayley ably conveys what it is that makes 
Pushkin one of the worlds’s greatest authors, qualities like versatility 
and concentration, and a kind of ‘graven finality’ which he shares with 
Horace.

Since then Bayley has published a collection of essays, The Uses 
of Division (1976) and a book-length Essay on Hardy (1978), and he is 
șaid to be preparing a book on Shakespeare, who was discussed at length 
in The Characters of Love. From all this it can be seen that Bayley is a
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critic in the best belle-lettrist tradition of the nineteenth century. as 
exemplified by critica like Sainte-Beuve and Saintsbury; among the 
moderns he is closest, as I have implied, to Edmund Wilson. Like WiLon 
he is electric, self-confident and of considerable range. Some of his acts 
of irreverence towards current orthodoxies are refreshing, others merely 
extravagant and even silly. He is not a particularly tidy-minded writer : 
his footnoting and proofreading can be distinctiv casual; and he is not 
much given to prefacing his books with the tradițional helpful account 
of what the book sets out to achieve. This could be viewed as the avoi- 
dance of unnecessary preliniinaries ; but equally it could be seen as a 
milei discourtesy to the busy reader.

Unlike his great predecessors, Leavis of Cambridge and Trilling 
of Columbia he pursues no elear moral and social ‘line’ ; and unlike his 
contemporaries Frank Kermode and George Steiner, of Cambridge and 
Geneva respectively, he laeks the speculative brilliance and density of 
the former and the elegant passion of the latter. His writing tends to be 
less nervous, less punget, less energetic than thcirs; but also, perhaps, 
it is more leisurely and therefore — like his nineteenth-century forbears’ 
— more humane and pitehed more at the level of the educated common 
man. He can appear old-fashioned because he does not follow contempo- 
rary criticai fads (or, to look on it less favourably, he fails to keep up 
with the times). He has none of Kermode’s interest in the application of 
structuralism, semiotics or biblical studies to literary criticism ; nor does 
he share Steiner's urgent habit of using literaturo to press extra-literary 
issues. And those who dont’t admire him can find him perverse ; a review- 
er of The Uses of Dirision complained that he elaborates ‘a kind of 
aesthetic anti-theory’ (Dichens Studies Newsletter, December 1979), 
and An Essay on Hardy has met with a mixed reception. But there is 
no gainsaying the achievement, which is formidable when viewed as a 
whole, and one that is challenged by few rivals in the English-speaking 
world. Ihab Hassan would certainly not consider himself a challenger, 
since he has — or rather has no longer — any interest in the kind of cri­
ticism practised by those I have been discussing. In his last two books 
in particular — Paracriticisms (1975) and The Biyht Promethean Fire 
(1980) — he has been working out a quite new framework of ideas in a 
virtually unprecedented, highly personalized literary form.

Born in Cairo the same year as John Bayley (1925), Hassan studied 
at the university there and took a BSc in 1946. He then moved to the 
United States where he completed his graduate education with MSc, MA 
and PhD degrees of the University of Pennyslvania. He became an Ame­
rican Citizen in 1956, and in 1966 married his present wife, Sarah (Sally) 
Margaret Greene. He taught for severa! years at Wesleyan University 
before moving to the University of Wisconsin-Milwaukee, where he holds 
the Vilas Besearch Chair of English and Comparative Literature.

An exemplary American career, therefore, just as Bayley’s is exem- 
plary in British terms. And just as Bayley’s background (of Eton, the 
Guards and Oxford) helps explain much about his moral and criticai stan- 
ces, so Hassan’s dual education in Science and arts accounts in large mea- 
sure for his preoccupations as a literary critic and cultural commentator. 
In line too, perhaps, with their upbringing, the personality of each is
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quite different. Most professors of English tend to be a fairly anonymous 
group of individuala and Bayley is no exception; he is discreet and even 
self-effacing in his books, where we encounter, as we would expect, only 
the public man. But Ihab Hassan is hardly anonymous, and he is by no 
means self-effacing. His elegant good looks are featured proininently on 
the dust jackets of his last two books, and his indebtedness to Mrs 
Hassan is publicly diaplayed not only in the rather coy acknowledgement 
notes (‘. . .  the complex ways of language and Iove.. . ’) but also in the 
page-size single S’s which grace the dedication pages. We have already 
seen that Bayley dispenses with such preliminaries altogether, and it 
is fully characteristic that (so far as I know) he never once names 
his wife in prinț.

W hat strikes the reader most forcibly about Hassan’s last two 
books, however, is their form and presentation. It is not usual, in a review 
essay of the present kind, to dwell upon such matters. But Hassan is no 
ordinary writer for whom the typography, layout and design of the volume 
and its wrapper are matters left willy-nilly to the publisher. In his first 
book he thanked Nathan Shapira ‘for a sensitive design of the dust jac- 
ket’. Since then, the typography and layout in particular have come to 
assume considerable — some might say excessive — importance. I shall 
return to this point in due course.

Hassan’s roots are in American literature, on which he has written 
two good books. These are Radical Innocence: Studies in the Contemporary 
American Notei (1961) and Contemporary American Literature 1945—1972 : 
An Introduction (1973). Here he reveals solid criticai gifts and shrewd 
insight. The latter is an exceptionally well-written text book, modestly 
conceived but ably presented. Radical Innocence (his first publication) 
has inevitably exerted a much greater influence (in France in translation 
as well as in the English-speaking world), and in this it resembles The 
Literature of Silence: Henry Miller and Samuel Beckett (1967) which makes 
a valuable contribution to the discussion of a phenomenen that has also, 
of course, engaged the active interest of Susan Sontag and George Stei- 
ner. (An authoritative treatment is The Normal and Thematic Concept 
of Silence in Post-Romantic Literature bv J . P. Moslev, PhD diss., UEA 
1975). ‘ ‘

Hassan has described, in Contemporary American Uterature, his 
own criticai itinerary as follows :

Tlie main pursuit of Ihab Hassan is also avant-gardc literature, that cmcrgence ot 
the new. His first Work, Radical Innocence (1961) is a critique of pcstwar ficlion. m i- 
tering on the concept of the anti-hero as a rebel-victiin. In The Literature of Silence 
(1967), Hassan begins to cxamine a developing Iheme : the need of ari first to doubl. 
then to subvcrt or transccnd, its own fornis and authority. The criticai Iheme of 
‘silence’ appears in fuller perspective in Hassan’s next work, 'The Dismembermenl of 
Orphcus (1971). But in his latesl essays, which he calls Paracriticism, Hassan cxpcri- 
menls with a discontinuous medium, mixing literary and non-literary niatcrials, mixing 
expository and olhcr modes of discourse, qncslioning the criticai aci ilself eseu as he 
hopcs to redefine it. What distinguishes [this] critic from earlier fornialists is |his|nctive 
concern with cultural issues and with current literature.

(pp. 1H-19)

Although, as this autobiographical sketch makes clear, there has been 
a fairly radical change in recent years, the very first book was tackling
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larger cultural and social issues within a literary-criticai context. ‘The 
contemporary American novei’, Hassan writes there, ‘does not only aver 
oiir presence : it explores and enlarges the modalities of our being' (p. 3, 
his italics). America, he declares, is a Supersociety committed to galac­
tic adventure (this, we note, was said before the Vietnam debâcle occurred 

.and with it the world-wide decline in American confidente and prestige). 
There may be a certain naivety, or at least over-simplification in all this, 
but at least Hassan makes it clear at the outset that he is not concerned 
with the novei per se but more with its status as an element in a wider 
■civilization. I t is after all, as he himself says, the privilege of every age 
to consider its predicament unique. This justifies, indeed impels, the cri­
tic to take that predicament very seriously indeed. Hassan makes it abun- 
.dantly clear that he has this obligation particularly at heart, and so he 
generalizes outwards into ambitious speculation about our cultural future. 
The danger with such an approach is, of course, that it may miss the trees 
for the wood. An example, almost at random, is his interpretat ion of a 
brief passage in Beckett's Murphp:

Sometimes liis languagc is so elliplic as lo simulate the languagc of childrcn :
•Why di<l the barmaid champagne?’ he said. -Do you give it up?' 
‘Yes’. said Celia.
Bccausc the sloul porter, biller’. said Murphy.

Beckett’s delighl in verbal play. howevcr, should noi distracl us from his keener 
inlerest in silence.

(p. IW

What Hassan seems to overlook here is the pun, albeit obvious enough 
to an English speaker (‘bitter’ =  ‘bit her‘). That is what makes it appear 
elliptic; it has nothing to do with children’s language, though it could be 
children’s humour.

Not unnaturally, Hassan is increasingly concerned with the nature 
of our current form of modernity, known variously as ‘neo-modernism’ 
or ‘postmodernism’, and he has, together with Malcolm Bradbury, Frank 
Kermode and Gerald Graff among others, contributed substantially 
to the debate about postmodernism, and particularly about whether it 
represents or not a radical disjunction with modernism proper, the lite- 
rature and art of the early decades of the century. I have discussed this 
at some length in Claude Simon and Fiction Now (1975) and in Novei and 
Reader (1980) so I will not repeat the same points here. Suffice it to say 
that to Kerrnode’s categories of ‘paleo-modernism’ and ‘neo-modernism’, 
which presuppose variations upon an on-going theme rather than any 
radical discontinuity, Hassan prefers the more definitely final terms 
‘modernism’ and ‘postmodernism’. Far from recoiling from the implica- 
tions for art of a seismic shift of values around the mid-century, ‘should 
we sever ourselves’ he asks ‘from the sources of imagiuation and change 
in our timei,’ Will we, he wonders, ‘continue to sustain ourselves on our 
own traditions, with piety, scepticism, and complex hope?’ (Paracriti- 
cisms, p. 145). He openly admires Normau Mailer for his ‘vaulting ambi- 
tion, imagination, irony [which] attempt to comprehend some final facts 
and fancies of the age’, but even Hassan doubts whether Mailer will be 
enough to save literature, since in the natural inerția and conservatism 
of human affairs ‘even the most extreme Vision must hedge iGelf’. Perhaps
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‘Imagination’, Hassan hints darkly, will fail to find any longer its ‘pri- 
mary fulfilment in Literature’ (p. 146); and his implications is that if 
it does so fail, he at least will not blame it. So in his essays he is par- 
ticularly concerned to urge us not to miss our connection. He appears 
to remain fairly confident that we shan’t ;  in Contemporary American 
Literature he feels that contemporary novelists in the United States, a t 
least, are ‘determined to reconceive fic tion ... in terms more adequate 
to crucial changes in American culture and consciousness’ (p. 174).

This brings us naturally to The Right Promethean Fire: Imagina- 
fion, Science and Cultural Change (University of Illinois Press, 1980; 
218 pp.) As I have implied, Ihab Hassan has become, in recent years, 
increasingly autobiographical in his criticism. In this latest collection of 
essays, the title of which is taken from Love's Labour's Lost, he indulges 
freely in a kind of metacriticism; that is, he interlards the five ‘paracri- 
tical’ essays with edited extracts from journals he wrote while the book 
was in preparation. These ‘Camargo’ and ‘Serbelloni’ journals offer, I 
think, a unique case of a critic, as opposed to the more common instance 
of the creative writer, publishing alongside the work the journal written 
day by day as the work progressed. This allows the interestingcounterpoint 
which Andrd Gide and others have made us familiar with, perhaps, in 
creative writing, but which does have its revealing, indeed moving, qua- 
lities in literary criticism also.

In the journals and in the essays Ihab Hassan writes with his cus- 
tomary elegance : he is a very polished stylist. Occasionally, the reader 
feels that he is trying too hard, and content suffers a t the expense of 
form. A sentence like ‘Biron . . .  challengesallutopian schemes, all rigours- 
and ascesis, that require an ablation of deșire’ is not exactly limpid, and 
his frequent use of ‘discrete’ does not seem to be orthodox. Perhaps inevi- 
tably, the journal extracts make for more absorbing reading than the 
essays, and they reveal an eye for the apparently trivial but, on reflection, 
striking detail. For example, the remark ‘I have never seen a cat mate' 
(how many of us have?) concludes an interesting meditation on viliage 
cats in the south of France which contains characteristically, a sequenee 
of rhetorical questions about human consciousness which are macle less 
pretentious than they might otherwise be by their set ting. Only full qtto- 
tation will show what I mean, so here is the passage in full (the italics, 
by the way, are in the original) :

Cassis is ful) of cats. They cur) in the sun, lick tlieir feet. Al night, Ihcj huneli on 
garbage cnns, pupils dilate. Through fishbones Ihey know the sea. Their forins move 
sensually in the brain's allcyways. Yel they ncither write nor speak.

Îs human consciousness made of bad coscience? They uscd to say : onlogcny 
recapitulatcs phylogeny. Does the birth trauma of the individual then recapitulate that 
of the race from a simian womb? The acquisition of language is a paradoxicnl state : 
had conscience toward all animals and a consciousness of superiority to them all.

I have never seen a cal mate.
(p. 37)

One is tempted 1o think that these interludes are of greater worth 
than the essays they interconnect. C’ertainly they contain interesting 
asides on Hassan himself, on his birth in Cairo and his French upbringing
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(‘Arabic was the only subject I ever failed in school’, he tells us), on his 
feelings about places and people, and most of all about his own writings. 
I found this meditation on the books one writes particularly moving; 
how true it is that books are like our children, they change and grow 
away from us, and yet they remain part of us, for (as Humbert Humbert 
might say) they offer us the only immortality we can hope to know :

Every morning. I slouch from our tapestricd bedroom, along the lemon-bright 
corridor, to my small dark study at the other end of the Villa. I sit at my desk to 
•finish a book’. Retrograde task !

When the book is finished, the last page seldom knows the first — the manu­
script is typed and retyped— it goes out to the publisher— interminable wait — gallcys, 
ihen page proofs, arrive — the book finally ‘appcars’ — its author has died.

‘Death of the author?’ It is sufficient to think of prinț as process. II may take 
three years to write a book ; it may take as long to publish it. We arc still very far 
from technological gnosticism, im-mcdiatc mind. But Germans and Japanese manage 
far belter than we do.

The book as delay : the author as impersonator of his dead seif. Still, the book 
lives on in prinț. The aulhor lias exhanged ‘real time’, his mortality. for another kind 
of time. his ‘immortality’.

(p. 130)

In line with this personal approach, Hassan does not mince words 
about his difficulties in convincing the academic world. Taking issue with 
Frank Kermode according to whom, he says ,‘critics are not expected 
to make sense of our lives’, he asks ‘why must criticism invariabil/ be 
so discrete, so technical, so exclusive an activity of mind, denying mind 
so large a part of itse lfî’ Not unreasonably, he takes issue with the new 
pseudo-sciences of criticism, such as formalism, semiotics and structura­
lism. But it’s not easy to see what he would put in their place. He appears 
to have repudiated the old-fashioned humanist criticism, firmly rooted 
in the close reading of literary texts, which he practised so ably in his 
early books and which John Bayley still does.

W hat he appears to be offering instead is what he calls ‘a region 
of conjunction : art and technology’. We have come, he says, to take 
modernism and postmodernism for granted so far as art is concerned, and 
so sometimes forget how much of it is ‘complicit’ in both Science and tech­
nology. He goes on to develop this idea as follows :

Yet tlic hlstory of the avant-gardcs in our century is a history of technological 
symbiosis, of tools becoming statements, concepts becoming styles, proccsSes becoming 
cnvironmcnts. The artisl-enginccr. of whom I.eonardo was paragon, is reborn in many 
and curious guises under the sign of the lalhe, the dynamo, the computer.

(p. 14 7)

As he points out, even a critic as sobei’ and sceptical as Edmund Wilson 
believed that art and science might merge in the fulness of time. But 
interesting as it is, the idea is not fully worked out. As so often, Hassan 
takes refuge in lists and in incantations of names ; he seems to want to

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



11 RADICAL. CHIC VERSUS RADICAL INNOCENCE 65

mesmeri.se the reader into agreement, more by rhetoric than by reasoned 
argument. Once again full quotation is necessary so make the p o in t:

Consider for a moment the artistic movements of the twentieth century :
Cubism
Futurism
Suprematism
Constructivism
Dadaism
Merzism
De Stijl
The Bauhaus —

or independent maslers such as Duchamp or Caldcr. To varying degrees, all 
tissumed technology, took it for artistic meaning and method. Light, motion, sonnd, mass, 
tlme, space, new technics and new materials, all were cxplored.

And later, during and aftcr the Second World War when the center of artistic 
gravity movcd to New York, and afler Abstract Expressionism had run its course :

— John Cage, Milton Babbit, David Tudor, etc.
— Barnett Newman, Robert Hauschenberg, Jasper Johns, Andy Warhol. 

Frank Stella, etc.
— David Smith, Robert Morris, Tony Smith, etc.
— Merce Cunningham, Alwin Nikolais. etc.
— Allan Kaprow, etc. 

and again :
— Nam June Paik, Billy Klilver, Gyorgy Kepes, Christo, James Sea- 

wright, Brucc Nauman, Lejaren Hiller, Alan Sonfist, John Whitney, 
Charles Scuri, etc.

-  PULSA, USCO, EAT, ANONIMA, ele.
Though Wilson was seldom prophetic, in this he was proleplic : a new scale, a new 
kind, of association between art and industry, art and media, art and concept — be it 
system or game thcory, Kabalism or linguistics — seems to have taken place.

(p. 148)

Here, as elsewhere, Hassan tends to impose the therms of the debate, 
and to pass up the really interesting questions which his argument per- 
force touches upon. The issue of technology in art, for instance, raises the 
whole problem of what, today, is art and what is not. This was done 
pointedly by Stephen Bayley (no relation, so far as I  am aware, to 
John Bayley) in a review of Nobert Lynton’s book The Story of Modern 
Art:

It is a fundamental criticism of The Story of Modern Art that ncither in deal- 
ing wilh the past nor the present does it present a balanced, criticai or distanced view 
of modern art. . . The problem in that at some time in the 20th century, life actually 
overtook art in its power to astonish us, and, since that happened, convențional 'arlists', 
cultural fossils, have bcen locked into a tighter and lighter downward-lurning helix 
ol sclf-analysis. Absorbcd thus and protected by. say, the Arts Council, from the 
influences of taste, culturc and the public, and supported by a I lans Christian Andersen 
iroupe of crltics, modern art has in fact passed from the sublime to the ridiculous. 
The Story of Modern Art does not take full account ol this episode in the history of 
painting ; still less is it a generalised account of Visual culture. . . You gel an unques- 
tioned acceptancc of Ihe tyranny of the avant-garde while, elsewhere, where rules 
operate (at IBM, Olivetti and Paramount), you get the real story of modern ari.

(The Lislener, 7 August 1980, pp. 18.3 — 184)

Many of us, perhaps, sometimes feel that Concorde or a Stelton coffee 
pot is more genuinely the art of our time than piles of bricks in the Tate. 
But it would not occur to Hassan — nor, to be fair, would it occur to
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many other critics — to question, as Stephen Bayley here docs, the ‘tyranny 
of the avant-garde’ in the art field or its leading role in the conspiracy 
to perpetuate the notion that individual creation — th a t is, originnlity 
pursued to the point of absurdity — is, still, what alone makes for artis­
tic development.

Since Hassan chooses in ways like this his own ground for the encoun- 
ter it is difficult for the reader to engage seriously with him. He eludes 
and so ultimately fails to convinee us. His new-style ‘paracriticism1, there- 
fore, for all its intellectual brilliance and for all its breadth of sympathy 
and width of reference, is disappointingly vague and flimsy. This is all 
the more distressing in the light of the promise held out in the opening 
words of his ‘Personal Pi’eface’ :

The subtitlc of this speculative work indicatcs its thrce major conccrus : imagina- 
Uon, Science, and cultural change in our time, leaning inlo the fulurc. Its informing 
sense is that imagination — empowcred by Science, extended by tcchnology, enacted by 
us all —has shapcd, and still continues to shape. a world which wc awkwardly caii 
postmodcrn, posthumanist. Thus we stand btlwcen history and hope.

(p. XIII)

For it really won’t do to bang the reader on 1he head with trivial 
press-cuttings or with the hermetic obiter dicta of Sally Hassan, as hap- 
pens all too frequently. If Hassan has come in for some heavy flak from 
academe, he has perhaps only himself to blame. He places his ‘fragment 
of an autobiography, meditation on Science and imagination, small prayer 
for change’ under the aegis of Paul Valdry, no less, by choosing the fol- 
lowing as an epigraph : ‘. . .  there is no theory that is not a fragment, 
carefully concealed, of some autobiography’. We reveal ourselves most 
perhaps, not by what we do or even say, but by those with whom we com­
pare ourselves. VaWry, however, is an altogether bigger and more teem- 
ing kettle of fish.

Nevertheless, I dou’t want to add to Hassan’s persecution complex 
(which, it is only fair to add, he keeps well under control himself, admi- 
nistering only the mildest of rebukes to the American Council of Learned 
Societies for denying him a fellowship; in any case he does well enough 
at the hands of foundations offering scholarly retreats in beautiful pla­
ces, which is where the metacritical journals are written). The Kight 
Promethean Fire remains a fascinating and often challenging book which 
aehieves at least one of its aims, that of — in its own words — evoking 
‘an ancient dream, an incluctable perplexity’. And it certainly proves, 
to use its own words again ‘more readable than recent criticism leads us 
to expect'. For that we should be truly grateful. Nevertheless elegance 
and readability — which this book has in large measure — are not, in 
themselves, enough. ‘Badical innocenee’ we noted, is a term which Ihab 
Hassan applies to the contemporary American novei and its hero, and 
one is occasionally tempted to apply it to Hassan himself. But it seems 
more aptly to fit John Bayley, who is distinctiv radical and innocent 
at the same time. Could it be, rather, that ‘radical chic’ is the term which 
more accurately describes his American contemporary î
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OBJECTS A N D  MYTHOLOGY IN THE ROMANTIC PERIOD : 
THE CARRIAGE

MIRCEA ANGHELESCU

According to one of the ancien regime memorialista, who in his me- 
tnoirs reports what he had heard “from others” , that isfrom people belong- 
ing to his grandparents’ generation, the noblemen of the country, the 
boyars, has seemingly kept to a patriarchal way of life until very late, 
np to the dawn of the modern age, which is — as he States — abont the 
time of the Moldavian princes Scarlat Callimachi (1812 — 1818) and Toniță 
Sandu Sturdza (1822 — 1828); such a way of life implied, among other 
things, the use of a carriage by the ruling prince or the sickly boyars only 
în accordance with a certain ceremonial; “ . . .  at the time a great simplicity 
of manners was still the rule; life was still very patriarchal. A characte 
ristic feature of the prevailing simplicity, among many others, was, for 
example, the boyars’ way of going to the Divan. With very few excep- 
tions, including the sickly ones and those brought low by old age, who 
rode in a barouche, our greatest boyars kept strictly to the age-old cus- 
tom of going to the Divan in the morning on horseback, accompanied by 
two or there servants e a c h .. .” 1.

In actual fact, carriages had been in use for long, being, especially 
for the boyars’ wives, a far from negligible occasion to flaunt the insignia 
of power, wealth or, perhaps, already of fashiou. In the books of the Hagi 
Pop business house of Sibiu, at the close of the 18lh century orders for 
such carriages are recorded, with specifications showing clearly, notwith- 
standing the smile they bring to our lips today, the existence of prevailing 
preferences, consequently of a fashion that was becoming apparent the- 
reby. The carriage. thus assumed a social significance, a symbolic, repre- 
sentative value, over and above its natural use value which it sheathes 
and often obliterates in pratice. Thus, in 1780, Maria Grădi.șteanu order- 
ed “a carriage lined with red wool velvet inside; and the under-carriage 
should also be red with a golden moulding and flowered green moulding 
on the outside” ; while the wife of Costache Oteteleșeanu ordered a well- 
made carriage,“ a barouche, even though it were a wee bid used, provided 
it is either English or made in V ienna.. . ” In 1784, Ion Brăiloiu, formerly 
High Steward, demanded “a new barouche with green cloth, and room 
for two people seating at the back. The crown above should he of fine

Radu Rosclti. Amintiri. Ce-am auzit de la altii. Iași. n.d.. p. 120.

SYNTHESIS IX. BUCAREST. 1992
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workmanship. . .  ” ; and in 1790, Serdar (high boyar) Budițteanu ordered 
two barouches, which “shouldbefrom V ienna... have good suspension and 
be plentifully gilded.. .  ” 2 But all the names recorded in Hagy Pop’.s books 
as the senders of such orders were the names of new families, who had 
come to the fore in the 18th century, and so Ion Ghica in the 22nd letter 
of his recollections, which he wrote towards the end of his life, did not 
in the least exaggerate when he described the caiTiage in which Băltă- 
rețu, an upstart, rode : “ . . .  a barouche, all bronze and gilt, in front, to 
the right and to the left of the coach man’s seat, with two guilded mer- 
maids, their tails coiled and their heads straining towards the two old 
crocks whose harness was tied with stra ing .. . ” 3 Obviously, the loud co- 
Jours, the accessories and the ornamenta designed to strike the eye, but 
offending it instead, are tokens of a recent civilization that is as vet only 
concerned with the outside of things ; but — and this is especially meant 
for the gilding — they clearly showed what they stood for, bringing out 
as they did the owner’s deșire to render conspicuous a recent prosperity, 
the rise in rank, etc., and making of a pleasurable, or possibly an artistic 
feeling, a matter of etiquette, or representation. A carriage, no less 
than the garments, reflected in the first place the small revolution that 
had taken place in the taste and the traditions of society, and the most 
significant change does not lie in the old preferences, the old forms being 
discarded for new ones, but in the fact that the latter assumed a more 
precise meaning, that they carried a special sociological message.

2 C. Gane, Amărlte ți  vesele inefi de juptncse și domnite, Bucharesl, n.cl., p. 19G —19”.
’ I. Ghica, Opere, cd. by I. Roman, voi. I, Bucharcsl, 1967, p. 345—350 (the leltcr 

was published in 1885).
* Comte d'Haulcrive, l.a Moldume en 17Si. Texte publii ct annote par AI. l :bi- 

cinni, in . Af^moire sur Vital ancien et minei de la Moldavie, Bucharesl, 1902, p. 318—319.
4 D. Papazoglu, Istoria fondărei orașului București, Bucharesl, 1891, p. 92.

Although the use of carriages was not as restricted at the close 
of the 18,h century as Radu Rosetti would have it, it was, nevertheless, 
true that it was the prerogative of the great boyars. The Comte d ’Hau- 
terive, who visited Moldavia in 1785, distinguishes seven sections (especes) 
of inhabitauts, the first — the great boyars — being characterized by 
“ their using a carriage” (“Les boyards qui vont en voiture” . . . ).4 The use 
of a carriage, in any case of an elegant carriage, by the bourgeoisie was 
however considered as a challenge even at the beginning of the 19'” cen­
tury. At the time of Prince Caragea, two merchants’ wives riding in a 
glittering carriage before the Prince’s palace were made to get out and 
were chased away to their shame, at the Prince’s order.5

But before long, during the third decade of the century, carriages 
came into general use, becoming part of the democratic gains of the 
age, alongside western clothing, dancing parties and the use of French 
in company. When Saint-Marc Girardin, professor at the Colege de France 
and pro-Romanian politician, visited the Romanian Principalities in 1830, 
he was surprised by the large, even excessive number of carriages in vio­
lent contrast with the poor-looking buildings, which were being syste- 
matically pulled down in the numerous conflict* that ravaged the country 
at frequent intervals : “On n'a que trois ou quatre miile francs de revenu, 
n’importe, on a unc voiture et souvent on en a deux. J ’ai vu des gens
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qui rentraient en voiture dans des maisons dont ne voudraient pas nos 
ouvriers. Est-ce leur maison? Oui. — E t c’est leur voiture? Oui. Je ne 
revenais point de ce contraste de luxe et de misere; et alors, pour redou- 
bler mon ^tonnement, on m’apprenait que la voiture que je leuravais 
vue etait leur voiture de viile, et qu’ils en avaient une de campagne, 
ou bien leur voiture d’hiver, et qu’ils en avaient une d ’̂ ti car ici on a 
deux ou trois voitures comme chez nous on a deux ou trois paires de bot- 
tes” .8 Whoever is inclined to believe that Saint-Marc Girardin piles 
it on for the sake of picturesqueness, or because he does not know the 
country and the language, is mistaken for a few years later, enlarging 
on “ the contrasts of Bucharest” , Cezar Boliac wrote : “A vast, fenceless 
courtyard, large enough to build a town in, with a house in a quaint style, 
in ruin at the bottom of it, with a superb carriage and trappings before 
shaky stairs, with a gold-braided Albanian coachman, with a footman 
in breeches, with necktie and gloves, with a plumed and sworded mes- 
senger b o y .. . ” , and further “ . . .  from a little house supported on props, 
from a courtyard with a rotting board fence, out comes a magnificent 
dress nothing but lace and feathers, lolling back in a carriage drawn by 
superb steeds worth more than the house and the fenced in land they 
had just issued from. . . ” 7

• Saint Marc-Girardin, Souneiiirs de voyages et d'ttudcs, voi. I, Paris, 1852, p. 278 —
279.

7 Cesar Boliac, Mozaicul social (arliclc writlen in 1858), in : Opere, cd. by A. Husu, 
voi. II, Bucharest, 1956, p. 193.

" Ed. Thouvencl, La Hongrie et la Valachie, Paris, 1840, p. 176.
’ Saint Marc-Girardin, Souvenirs. . ., p. 278.

True the streets are still full of pot-holes and pedestrians are always 
in danger of falling in a puddle or breaking a leg, so that as Thouvenel, 
who visited us in 1840, writes : “ies voitures sont donc ă Bucarest une 
chose de premiere n6cessit4” 8. But there is more to i t : a carriage is be- 
coming the mark of the owner’s social rank, and the use of it, its splen- 
dour, show everyone — that is they show more people than can enter 
the house of the nouveau riche to admire it — the wealth, the luxury, 
the good taste of the owner, being moreover a proof of his belonging to 
the man of property section of society. To walk is a sign of poverty, 
of having incurred the displeasure of the gods; to ride in a carriage is 
tantamount to being a respectable person; as Saint-Marc Girardin re- 
marked : “Ă Bucarest et ă Jassy, on ne marche pas, on ne va qu’en voi­
ture, Ies jambes sont du luxe; Ies voitures, au contraire, sont le nices- 
saire. . . De plus, la voiture est la marque qu’on est un homme comme 
il faut. Aller & pied, c’est comme chez nous aller nu-pieds. II n ’y a que 
le peuple qui aille â p ied ; or, qui veut etre peuple dans un pays ou il 
n'y a pas de tiers-etat, pas de bourgeoisieî ” 8

Leaving aside the extravagant imitation of everything that came 
from Paris (hadn’t Dumas said tha t Paris was setting the fashion for 
the whole worldî), on the banks of the Bahlui, in Jassy, and on the 
banks of the Dîmbovița, in Bucharest, a carriage meant exactly what 
it meant on the banks of the Seine. The very year when Saint-Marc 
Girardin visited our country and looked in amazement at the two or
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three carriages of the Jassy people, Pere Goriot came out in Paris. In it, 
Vautrin was coaching young Rastignac, who was lauching out into the 
conquest of the world : “Si vous voulez faire figure â Paris, il vous faut 
trois chevaux et un tilbury pour le matin, un coupd pour le soir, en tout 
neuf miile francs pour le vehicule” . Knowing as he did the ins and outs 
of society, the escaped convict was undoubtedly right, for when Eugene 
called on Madame de Restaud “re țu t le coup d’ceuil m^prisant des gens 
qui l ’avaient vu traverser la cour â pied, sans avoir entendu le bruit d ’une 
voiture ă la p o rte .. . ” AU Balzac’s swells — de Marsay and Maxime de 
Trailles among others, aU the dandies in his vast work read and widely 
spread in the Romanian Principalities10, make it a point of honour to 
possess an elegant carriage, handsome horses and an EngUsh groom. 
In order to be weU received in society, young Prince Cavalcanti in Le 
Comte de Monte-Cristo begings by buying a carriage. I t is very much 
the feeling that inspired Stendhal when he recaUed that he had “un 
cocher, deux chevaux, une caleche et un cabriolet, car jusqu’ă cette 
hauteur s’̂ tait Mev6 mon luxe, du temps de l’Em pereur... ” . Not only 
did literature and western society itself offer our young people an imme- 
diate model, but the comparison reveals the essentially human nature 
of this unaccountable rage.

10 Ig. Weinbcrg, Europa. Chronik der gebildelen Well, voi. I. Karlsruhc 1841, p. 110.
11 H. P. Mumuleanu, Scrieri, ed. by Kodica Ilotaru, Bucharest. 1972, p. 105 and 181.
15 L. S. Mercier, Tableau dc Paris, voi. I, Amsterdam, 1782, p. 54.

C’ontemporary satire had already taken note of the important part 
the carriage played in the many sophisticated elements which went into 
the making of a fashionable person of those days. In his Characters, which 
came out in 1825, Mumuleanu had already recorded in his own stodgy 
way, devoid of any sense of humour, the new social exigencies in this 
respect. In his quest for things likely to take the eye, an upstart would 
make an out-of-the-way house (“built/Differently from the others” ) and 
would “buy furniture and a carriage” (A  Nobleman Made but not Chisel- 
led), while women took interest “ in fashion and outings,/In carriages and 
amusement,/ In the papers that have come out/In clothes and the cut 
of clothes” (Women), otherwise said in laxurious carriages, amusements 
and fashion.11 One of the tokens of the power held by carriage owners 
is also the privilege of running the unfortunate passers-by over, as the 
same poet Mumuleanu noted in his poem The Big Wigs, in 1825 : “ Their 
carriages the smaU fry/Run over and turn into pie” , just as Mercier observ- 
ed : in Paris “ the rich and the great who own a carriage are entitled to 
squash the people or to maim them in the Street — a barbarous right” 12 

Dimitrie Ralet, a mildly romantic writer (whose style recalls Baretti’s 
and whom his contemporaries deemed to have “an English sense of humour” ) 
wrote an essay, The Carriage Craze, seeing in this inclination of his con­
temporaries the more general signs of an influence which, “ in the opinion 
of most people, the things which should only be of service to us have” , 
or, to put it differently, he discerns the beginning of a fetishism in 
considering the objects of use, and this will in a certain way be specific 
to the new bourgeois world which literature was beginning to mirror.
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AR Balet remarks, a carriage is “ that glorii ied implement which exalts 
man with the assistance of beasts, doing hini honour while being useful 
io him” . In Jassy, exactly as in Madame de R estant’s drawing room, 
“a lady of fashion is pleased to entertain anyone she sees arriving in a 
carriage; the horses’ neighs, the charming bells are a pleasure to hear” . 
An important practicai prerogative is added to the moral superiority 
of the man who rides in his own carriage. Being considered as a great 
nobleman, the owner of a carriage also claims the natural prerogative of 
the nobility, namely not to pay his debts. “An elegant carriage makes 
you look genteel, well-to-do, and even though you are asked higher pri- 
ces at the shops when you have no time to get out of your carriage, it 
supports your noble privilege of not observing your terms of payment. . . ” 
A Jassy citizen will carry to his province a caricature of the fashion he 
has got used to in the capital city, as Balet again States in another of 
his books, which came out in 1844 : “A Jassy citizen needs a carriage 
to go across the ro ad ; he can’t demean himself by w alking.. . ” 18

The fact is, that in the given social and historical conditions, a car­
riage was an instrument or a symbol whose significance was a m atter 
of fashion rather than of social import. There had never been a very clear 
dividing line between the nobility and the bourgeoisie, and a t the close 
of the 181*1 century and the beginning of the 19‘h , it had become current 
practice to sell boyar titles to wealthy merchants. In this respect a carriage 
was no bearer of the stamp of nobility : we hold from realiable sources 
that poet Costache Conachi, one of the wealthiest men in Moldavia before 
1848, would travel in a very old carriage drawn by wretched horses whose 
harness was tied with string.14 Used as a means of showing off one’s 
wealth, rank or power, a carriage, incorporating as it did the outward 
signs of individual emancipation, was more in the nature of a fetish. 
I t  was thus a romantic symbol in two respecta : on the one hand, it stood 
for the myth of individual freedom, the greatest concession that can be 
made to a mortal on the scale of social favours (very much like the 
right of Spanish grandees to sit in the presence of the king), and on 
the other hand, it was a symbol of aggressive, anarchic and individua- 
listic romanticism, the sign of the power to stand apart from the crowd 
and to defy it. Abolishing social tyranny by integration, at least a-s regards 
his own person, the individual cherished for a moment the illusion that 
he could abolish his dependance on society, which he challenged from his 
carriage. As J. Baudrillart remarks, it is a feeling to be found, though 
somewhat subconsciously, among today’s motorists u . The symbols the 
carriage had been sublimated into were contradictory, like the very no- 
tion of romanticism, and they were naturally more numerous in Eastern 
Europe where the forms assumed by the new tendencies were more 
limited.

13 1). Balet, Suvenire și impresii de cululorie, cd. by M. Anghdfscu, Bucharcst, 1979, 
p . 265.

14 Badu Bosctti, Amintiri, p. 117.
14 Jcan Baudrillard, l.c sysleme des objets. Paris, 1966, p.

This comparatively “anarchic” stage of myth-evolving manifesta- 
tions connected with the use of a carriage were soon to be followed by
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a period when the symbols were organized and were rigorously codified. 
Possession of a carriage was then no longer sufficient to show that the 
owner belonged to a section of society placed high on the social ladder, 
or among the men of fashion, among the respectable (comme ilfa u t) peo- 
ple. Fashionable society was being organized, again after a western pat- 
tern, in a sophisticated system of ritual actions and significant gestures 
which sanctioned and set off possession. The myth should materialize; 
and it did so in an “epiphany of m yth” (N. F rye); and then the romantic 
challenge was superseded by the exercise of what Jacques Barzun des- 
cribes as “individual liberty within the social organism” 18 — an ideal 
which was just as romantic but which was characteristic of a later period. 
One of the ritual forms of the epiphany of the carriage is the drive on the 
Copou in Jassy and at the Chauss^e in Bucharest, where the fashio­
nable world went to see and to be seen, to admire and to criticize the 
dresses of the latest fashion and the most luxurions carriages. A stran- 
ger who knew Romanians well, Edouard Grenier, formerly private secre- 
tary to the ruling prince Grigore Ghica, makes a minute description of 
such drives, in the course of which it was permissible that people of 
quality should take a few steps on foot. “Lă, Ies ^quipages et Ies cava- 
liers s’arretaient et se mettaient en panne comme on fait aux Cascines 
ou au Bois de Boulogne. On m ettait pied ă terre et l’on allait causer avec 
Ies dames. Quelquefois on marchait, chose rare, et qui n’etait permise 
que lâ. Dans la viile c’eât 6t6 une inconvenance” . And further on : “Autre 
pr6jug£, on eut ete deshonori de monter dans un droschka â un seul che- 
val. Tout boyard ou tout ^tranger qui se respectait ne pouvait prendre 
qu’une voiture ă deux chevaux” .1’ In a short story entitled Black Horses, 
Al. Macedonski relates in all probability an incident which actually occur- 
red roundabout 1860, during the reign of Alexandru Cuza; the sociolo- 
gical interes! does not lie in the fact that the horse dealer painted the 
horses to please the general who would have black horses at all costs, 
but in the description of the exhibiționist bent of society, in the emer- 
gence of a strict codification of the drive, as regards both its location and 
the permissible acts, with an established hierarchy in the details, and 
with the splendour of fashion, which keeps pace with the Paris fashion 
for “in Romania, as well as in Paris, we are living through the romantic 
limes of Napoleon I I I . . . ”

Now, just before the Union of the Romanian Principalities and 
during the first years after it, half way through the 19'" century, Roma­
nian society affects (and sometimes even reaches) the refinement which 
Balzac had observed three decades before among the young bucks of the 
Faubourg St. Honore. A very young Odobescu, freshly returned from 
Paris and not yet a writer in Iove with the classical line as he was to 
be later, was happy to receive a carriage and a groom and rode tres graci- 
eusement in it until General Odobescu, his father, without further cere- 
mony, appropriated it for his own use. And this is what an indignant 
son writes to his mother : “Figure-toi que papa a vait eu, avant sa nomina-

*• Jacques Barzun, Classie, Romantic, and Modern, New York, 1961, p. 102.
17 Barbu Sluțanschi, Un poete franțais, patriote moldave: Edouard Grenier en Moldavie, 

Paris, 1933, p. 20 (hc quotcd Grenier's book : En Moldavie, 1855 — 1856, Besanțon, 1894, 
printcd in only ten copics).
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tion, l’heureuse et airaable idie de m ’acheter un charmant petit equipage, 
voiture, chevaux et harnais; j ’ai fait faire une jolie livide, bleu et argent, 
â mon cocher et je circulais tres gracieusement dans Ies rues de Bucarest, 
quand un concours de circonstances tres facheuses viennent de ine replon- 
ger dans Ies fiacres : 1. Un de mes chevaux s’est demis la jambe ; 2. Papa, 
ayant besoin de beaucoup sortit et n ’ayant pas d’autre voiture, fait at- 
teler journellement Ies petits chevaux de Monesco â ma voiture et s’en 
va, tandis que je reste â chercher un vehicule de louage ; c’est revoltant ! 
c’est ruineux ! Je  vais te conter encore d’autres calamites. . . ” 18

18 Al. Odobcscu, Opere, voi. VII (Corespondenta ), ed. by Nadia Lovinescu, F. Mlhab
and Rodica Bichis, Bucharest, 1979, p. 68 (the letter is written in 1856).

18 Radu Rosetti, Amintiri, p. 166 — 167.

Is is plain that — as in France — an elegant carriage required En- 
glish lustre — the carriage should be English, if possible, or at least the 
harness and the coachman’s livery should be fashion looked back on the 
English origin of dandyism which had reached here through French inter- 
mediacy, and was to apply to furniture, to gardens and even to one’s 
reading, for the younger generation was beginning to learn English at 
the time. P. P. Carp, T. Maiorescu and lacob Negruzzi have left us not 
only attempted translations, but also notes in their diaries testifying to 
their will to learn English. But the most telling example, as gratuitous 
as it is symbolic, is that of a well-known society lioness in Jassy, Anica 
Lătescu, who having had an English governess, had learnt English and 
taken on English ways. The incident is related by the afore-mentioned 
memorialist, Radu Rosetti : “She had brought carriages and harnesses 
from England and had dressed her gipsy coachman in liveries similar 
to those of English postillions. But, not content with it all, she had her 
Miss, who had taught her English, teach them a few English phrases used 
in the United Kingdom at the time between two postillions while riding,. 
and also the most needful words tha t pass between mașter and postil­
lions, such as stop, drive, to the right, to the left, not so swift, careful,. 
etc. Most probably with a few whiplashes as adjuvants, the gipsies had 
learnt them. And wasn’t  the lady Anica proud, when on an outing at the 
Copou, to hear her postillions shouting to each other in English to stop, 
to drive on, to be careful, etc., and herself to issue orders also in English. 
But the gipsies would occasionally forget to speak English and drop into 
Romanian. The Lady Anica would then fly into a rage and standing 
up in the carriage, would shout at the defaultingpostillion« Speak English, 
you crow »19. Like all romantic fashions, which degenerate and dissolve 
into ridicule when taken up and spread, the fashion of owning a carriage 
and of going for drives to the Chauss^e, became the privilege of the small 
Philistine bourgeoisie with the passing of time, and also a brilliant token 
of submission to the rule, and consequently clear proof of conformism. 
In other words, every triumph of a romantic fashion (launched in order 
to be an exception, as a reaction to a previous custom) turns into a denial 
of that fashion, opposing it by the very fact of coming into general use, 
of being adopted by circles which are conformist by definition : those 
nonsumed by unserupulous ambition, by the craving to climbing the 
social ladder. Consequently, it becomes an easy prey to parody, and this
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accounts for the criticism of the late 191" century assuming the form of 
an ironical negation of the romantic ideal, just like, for example, Cara- 
giale’s junior clerk, who can hardiy make ends meet, but who dreams 
of driving to the Chauss^e, like any man of quality.

“He stops before Eiegler, the confectioner’s, to set his tie right 
again — a fiery red tie, he dusts his patent leather shoes with his hand- 
kerchief; he sets his top-hat right, after passing his sleeve round i t ; he 
leans back on his heels, his gaze intent on the fațade, of the National 
Theatre.

What is he looking at?
What can he be looking a t?  At the cabbies, of course...
After a long inner debate, he selects a very sturdy one dressed in 

blue velvet with rosy waistband, and with two black trotters, the kind 
fairy tales describe as fire-eating steeds. . .  The time to cross his legs and :

— On we go, man !
Where to ?
That’s the lim it! A fellow in a smart cab is not likely to go to Can- 

tacuzino’s fountain at Filaret to eat Turkish delight. . .  I t  is to the Chaus- 
s6e, where all people of quality go !” 20

M  I. L. Caraglale, Slăbiciune (published In 1899), in : Opere, ed. by Șerban Cloculescn, 
voi. IV, Bucharest, 1938, p. 15—16.
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THE SERIAL NOVEL A N D  THE TV SERIAL

ILEANA VERZEA

The premise of the following remarks, a possible parallel between 
two forms of popular culture, determined by the historical and technolo- 
gical development of mass-media, is based on a documentation offered 
by the late 19th century (1875 — 1900) Romanian newspapers and gazettes 
and by the programmes of the Romanian television in the last ten years. 
At first sight, the choice of the intervals of time may seem arbitrary : the 
publication of the serial novels went on until at least World War I, and 
the TV serials have been broadcasted ever since the fifties. But the rea- 
son, the need for dealing with significant samples, is the representative 
character of the development of the two forms of popular culture at a 
distance of a century, which may preserve the equivalence of the referen­
țial terms.

Two specifications are also necessary. F ir s t : The considerations 
rely on a selective documentation — the integral translations of novei» 
from the French, English and American literatures published in news- 
paper “feuilleton” , “folliola” or “the literary column” (not in specia- 
lized reviews or magazines) and the English and American entertain- 
ment (not cultural-scientific or travel) serials, excluding the translations 
published in book form, the TV drama or the film versions of novels. 
From this point of view the documentation can be regarded as both uni- 
tary (a specific serialized cultural form maintaining a state of expecta- 
tion which in its turn gives rise to a constant interest in the respective 
medium) and representative from a comparative angle (along the recei- 
ver-emitter line); both cases refer to a historically specific distributor of 
culture and a t the same time a mediator of a foreign culture. By the propor- 
tion between different literatures translated, or between different se­
rials, it indicates the predominance of a certain cultural area in a certain 
period of time : the French area prevails in the economy of the serial 
novei and the Anglo-American area in the economy of the TV serial.

Second : Popular culture (more specifically literature) as a sociolo- 
gical notion determined by the process of communication, i.e. a good 
knowledge of tha t frame-perimeter of contact between the work and the 
consumer, named by H.-R. Jauss expectation horizon, which allows 
the latter’s prompt response, cannot be imagined outside a very large 
circulation or mass broadcasting. The work communicability or accessi- 
bility is inferred from the receiver’s viewpoint, the factor that materiali- 
zes or responds to the text “appeal” and that will subsequently determine 
the large audience. The receiver’s position itself is not enough, because

SYNTHESIS. IX . BUCAREST, 1982
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the emitter is the one to select a certain type of literature (novei or screen 
play), adaptable by its content and form to rationalized distribution and 
capable of winning over the audience. One can regard popular literature 
rather as a result of the agreement between two moments — demand and 
offer — and two elements — emitter and consumer — an agreement rea- 
ched by the congruence of mental structures at a certain moment. Accord- 
ing to Jauss, the agreement between the tendencies of the pre-existing 
expectation horizon, on the one hand, and the data of the new work, on 
the other hand, assimilated as necessary, familiar and premeditated,affect- 
ing the aesthetic distance, means that popular literature is a priori an 
“ edible” , consuming literature deprived of any artistic value. And still 
the relation popularity —value is susceptible of further nuances; the two 
factors may not necessarily be in relation of compulsory polarity. In some 
cases (Alexis Bouvier, Jules Mary, Lew Wallace) the exploitation of a 
formula which, multiplied in stereotype production, generates a succes- 
«ful “ recipe” artistically degradable is indeed incompatible with the aesthe­
tic value. A work prognosticated to be a success relies on the preexisting 
expectation horizon and consequently speculated on the would-be desires 
determined by previous best-sellers. In other cases (Dickens, Scott, Bal- 
zac, Zola) the coincidence between the historical tendency and the muta- 
tions in sensitivity means representativity and novelty. The first examples 
mean popular culture in its “ culinaristic” hypostasis : they offer an ima- 
ginary universe making up for the real routine of the large public. The 
small (practically inexistent) aesthetic distance between work and expec­
tation, in other words the coincidence between prefiguration and effect, 
reveals the consuming value of the work. Readers and later on TV onlook- 
ers identify with eternal human types, personae of this public mythology 
adaptable to the imperative of fashion and publicity; a mythology model- 
led on the type of the conqueror overcoming a world of adversities : ad- 
venture, fight, plot, treason, torture, attempt of murder, rivere pericolo- 
samente but with the guarantee of the final victory.

The narrative feuilleton was first practised by French newspapers 
and gazettes. It can be an autonomous genre but it can also adapt any 
narrative work in prose by division into fragments. The narrative prose it 
usually adapts is a romanesque novei, epically rich and with a plot ade- 
quate to portioning. Novels are chosen with a linear main narrative pat- 
tern, yet complicated by secondary ramifications necessary to sustain 
the dramatic tension throughout a large number of issues. Fluctuations 
can be noticed, even within a short interval of time, in preferring novels 
with a certain p lo t; hence the fashion of sentimental, mystery, adventure, 
historical novels, categories that may overlap, rendering any classifica- 
tion irrelevant. The “ sensational” , “ dramatic” , “ justice” novei are occa- 
sional subtitles given by the gazette makers with no other than commercial 
reasons. An enumeration of titles could make up a scenario of the public 
taste in terms of novei reading. On the one hand : Nebunatica (The Naughty 
Girl), Mincinoasa (The Liar), Onoare f i  iubire (Honour and Love), Copii 
părăsiți (Abandoned Children), Bel-Demonio sau Alina f i  Regina (Bel- 
Demonio, or Aline and Regine), Fermecătoarea de bărbați (Men’s Enchan-
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tress), In  flagrant delict (Caught in the act), Fermecătoarea sau dramele 
amorului (The Enchantress or Love Dramas), Copilul păcatului (The 
Sin Child), Amor jertfit (Sacrificed Love), Tragediile căsătoriei (The Mar- 
riage Tragedies), Femeia mister (The Mystery Woman), Orfanul și fiu l 
cu două mame (The Orphan Boy and The Two Mother Son), Putem iubi 
(We Can Love) etc. On the other hand : Căsătoria ocnașului (The Convict’s 
Marriage), Mortul viu (The Dead Man Alive), Creditorii morței (Death’s 
Creditors), Memoriile unui sinucis (The Memoirs of a Man Who Commit- 
ted Suicide), Cine-i ucigașul? (Who’s the Murdererî), Strangulatorii din 
Bengal (The Bengal Stranglers), Misterul unui schelet (A Skeleton’s Mys­
tery), Jefuitorul de cadavre (The Corpse Robber), Locașul spaimei (The 
Teiror Dwelling), îngropată de vie (Buried Alive), Negoțul de singe (The 
Trade in Blood), Băutoarea de sînge (The Blood Drinker), Femeia cioclului 
(The Sexton’s Wife), etc.

Most popular novels published by the Romanian newspapers in 
the last quarter of the 19th century are translations from French literature, 
the priority area in the economy of the relations of Romanian literature 
with other literature» until at least World War I. The number of similar 
English or American novels is more limited, vet considerable if compared 
with the German, Italian and Russian novels published in “Pressa” , 
“Românul” , “Lupta” , “Națiunea” , “Epoca” , “Țara” , “ Drepturile omului” , 
“Constituționalul” , “Binele Public” , “Telegraful român” , “ Adevărul” , 
“Lumea nouă” , “România liberă” , “Vocea Covurluiului” , etc.

The French novelists make up a plethora out of which the “stars” 
of the genre can be recovered only by successive filtrations : Adolphe 
Belot, Louis Boussenard, Alexis Bouvier, Octave Feuillet, Paul Feval, 
Jules Mary, Charles M^rouvel, Georges Ohnet, Ponson du Terrail, Emile 
Richebourg, Eugene Sue, Andri Theuriet, Xavier de Mont^pin, Pierre 
Zacone, the stage-managers of great sensations, of endless series of se- 
crets and mysteries, and also the champions of the miserable. Much less 
frequent are Ed. Bellamy, Th. Mayne-Reid, later on Edward Bulwer- 
Lytton, Arthur Conan-Doyle. On the other hand, one could also read 
novels by Balzac, Daudet, Flaubert, the Goncourt brothers, Lesage, Mau- 
passant, Zola, Dickens, Bret Harțe, W alter Scott, then H. G. Wells, who 
counterbalance the sentimental-sensational stuff, demonstrating the 
fact that popularity does not necessarily mean consuming quality. Alexandre 
Dumas-father and Jules Verne are illustrative of an intermediate category 
of continuous popularity founded on the coincidence between accessi- 
bility and value.

The popular novei in its most widespread variant is predici a ble, 
i.e. it meets the expectations and bases the author—public relation on 
mutual determination, giving rise to a non-Mitary literature in point of 
intention and reception. The expectation horizon can be inferred from a 
space delimited by previous texts, supposed to have been assimilated.

The TV serial is another variant of a constant form of popular 
entertainment, achieving by image what the last century did by sign, 
emphasizing, a t the same time, the passive side of reception. At a time 
when the publication of serial novels is rendered impossible or at least
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outdated by thc specializat ion aud professionalization of the press, the 
function of serialized entertainment that should maintain the state of 
expectation of the great public is fulfilled by the TV sereen play in 
its two specific forms : the serial (a dramatized plot divided into episodes) 
and the series (a sequel of episodes irhose unity in ensured by the pre- 
sence of at least one and the same character) \  B y the fixed place it 
occupies in the broadcasting space, the serial has advantages for pro- 
grammers, and by its continuity it appeals to different categories of pu­
blic. The TV serial has been preceded by the newspaper or radio serial 
or by the feature film in series. It can adapt a novei but can at the same 
time originate in a telescript written on purpose. The series, if not an in- 
novation, is at least one of the specific TV forms. Quantitatively reduced 
as compared with the serial novels, simultaneously published by several 
gazettes, the TV serials, although distributed through one medium, are 
comparable by the number of onlookers, i.e. a receptivity unlimited by 
the number of copies circulated.

Since our considerations apply to a concrete documentation, the 
qualitative differences between the serial novei and the TV serial are 
to be accounted not only by the historical evolution of psychology and 
sociology, but also by the primarily educațional character of the institu- 
tion guided by a coordinating principie which rejeets the commercial 
character of the late 19th century dailies. The Romanian TV also broad- 
casts accessible entertaining cultural forms, complementary to a specia- 
lization tendency. Broadcasting TV serials is in this country a selective 
process which, taking into account the economy of the transmission spaceT 
the onlookers’ demand, and the educațional training imperative, becomes 
a means of cultural formation. The serials and series selected are artisti- 
cally superior to the translations of novels circulated one century ago, 
avoiding to a larger extent the gap between consuming fiction and li- 
terature.

One can notice a larger number of English and American serials 
and series, not only as compared with the French, Russian, Italian, Polishr 
German ones, a fact that can be explained by the tradițional TV film 
production of those countries and also by the need to recuperate a cul­
tural area little known by the Romanian public before World W ar II. 
Very popular are, taking into account their larger number as compared 
to the series, the classical serial novels : seven titles by Dickens (David 
Copperfield, Oliver Twist, Nicholas Nickleby, Great Eapectations, Dombey 
and Son, Bard Times, Our Mutual Friend), three by Jane Austen (Pride 
and Prejudice, Sense and Sensibility, Emma) and by R. L. Stevenson 
( The Black Arrow, Treasure Island, Kidnapped), two by Walter Scott 
(Ivanhoe, The Fortunes of Nigel), Jack London (Martin Eden, Adventures 
in the Great North, based on severa! novels and stories), Wilkie Collins 
(The Moonstone, The Woman in White), and A. J. Cronin (The Stars 

Look Down, Dr. Finley's Diary, based on several novels), one title by 
W. M. Thackeray (Vanity Fair), George Eliot (The Mill on the Floss), 
by each of the Bronte sisters Charlotte, Emily and Anne (Jane Eyre,

See Raymond Williams, Teleoision. Technology and Cultural Form, Fontana/Collias,
1074.
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Wathering Heights, The Tenant of Wildfell Hali), Thomas Hardy (The 
May or of Casterbridge ), Henry James (The Portrait of a Lady), H. G. 
WeUs (Love and Mr. Lewisham ), Mark Twain (Prince and Pauper), 
Aldous Huxley (Point-Counterpoint), Frank Hardy (Power withont 
Glory ), cyeles of novels by Galsworthy (  The Forsyte Saga and The Modern 
Comedy), Trollope (The Pallissers, inspired from a series of novels), 
and Faulkner (Long Hot Summer, based on the Snopes’ trilogy). AII 
those alternating with telescripts adapted after novels by Balzac, Dumas 
(father and son), Flaubert, Gladkov, Huge, Lope de Vega, Thomas Mann, 
Boger Martin du Gard, Mauriac, Ostrovski, Beymond, Tolstoy, Zola, etc. 
On the other hand, less famous English and American writers, most of 
tbem not yet translated into Eomanian, were introduced by the TV se­
rial : Louisa Alcott (Little Women), Lewis Gibbon (Song at Sunset), 
C. D. Bryan (The Case of Michael Mullen), B. F. Delderfield (A  Rider 
Passed by), Winston Graham (Poldark), Alex. Haley (Roots), Arthur 
Hailey (The Moneydealers), John Kakes (The Bastard), Bichard Llewel- 
lyn (How Green Was My Valley), Eleanor H. Porter (Pollyanna ). And 
not once a novei introduced as a TV serial was followed by its printed 
translation which became a best seller 2.

2 Besldes the predlctable success of Halcy’s Moneydealers, which is under prinț, the 
unsuspected good sale of Trollope’s novels translated into Romanian. Not long ago, the trans- 
iation of Haley’s Roots was also a great success. The popularity of the Ewing Oii Company 
brought about the publlcatlon in book form of the series script in severul countries were it 
was TV broadcasted.

2 Sec also R. Thomson, TV crime drama: its impact on children and adolcscents, Mel-
bourne. 1959.

If among the serial novels published in newspapers the species of 
adventures, historical and sentimental fiction were disputing about the 
first places, the preference for the family novei can be noticed at the 
TV. The family novei, as a branch of the social novei, can be considered 
as a modernized reshaping of the gazette sentimental novei. An explana- 
tion could be the marked domestic character of the reception of the TV 
transmissions, as well as the present tendency to attach more attention 
to problems of family life in psychosocial inquiries and studies. Even in 
the specially TV written series those scripts prevail that are inspired from 
family life : The Onedin Line, The Dream Merchants, Ewing Oii Company 
e tc .; two of them, having enjoyed an enormous popularity with their 
large number of episodes, were continued by their producers. Apart from 
some serials inspired from Shakespeare’s chronicle-plays (The War of 
the Two Roses), from Scott’s novels, from the Bound Table legends, from 
Bobin Hood’s outlawry ballads, or from fictionized biographies (W ill 
Shakespeare, Dickens in London) and from moments of history (The 
Shadow of the Tower, Elizabeth R.), the historical novei recedes into the 
background. The fiction of adventures turns ever more conspicuouslv in­
to  the detective thriller variant : broadcasted weekly, usually on Satur- 
day nights, it has become, together with the vari6t6 show, a constant in 
the entertainment programme. Having by its reasonable frequencv no 
noxious influence (felt as such in certain countries s ), the detective or war
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and espionage series (The Saint, The Baron, The Avengers, The Untou- 
chables, Mannij-, Columbo, Kojak, Behind Closed Boors, etc.) are modern 
alterations of the fonner sensational and mystery novels. They can be 
reduced to a pattern of narrative structure (crime-criminal discovery- 
restoration of justice and order) and a few human types : the victim-the 
aggressor-the justice restorer. Another popular variant of the adventure 
fiction, on the line of Verne-Wells technological anticipation, is the SF 
series. obviously influenced by the assault of the space nowadays : inter- 
planetary voyages and contacts (VFO, Impossible Mission, The Invaders, 
The Time Tunnel, The Planet ofGiants, Lost in Space, ete.), series especial- 
ly appreciated by the younger generation.

★

Popular culture is a constant category with various forms of mani- 
festation, functions of the historical and technological evolution of mass- 
media. The permanence of entertainment culture implies no cultural degra- 
dation. The deeper scientific specialization does not exclude the need of 
entertainment in an accessible cultural form. The popular novei, the thea- 
tre, the cinematograph offer numerous such possibilities, but it is only 
the press of large circulation and the television that by their centralized 
character are comparable mutatis mutandis in point of force of attrac- 
tion. The perpetuation of the serialized fonn of popular culture determined 
by the general non-specialized profile of the medium envisages a constant 
attraction of the audience, speculating the specific mentality of the large 
public, the state of expectation. The use of exemplary characters, involved 
in a narrative formula, predictable from the point of view of the criticai 
analysis, is based on the continuous need for epic entertainment (reading 
or watching) capable to offer an ideal alternative way of life. Both these 
forms of popular culture have a twofold meaning : educațional and enter- 
taining. The predominance of one of them, historically determined, de- 
monstrates the commercial or educațional type of the medium. This cha­
racter is reflected in the offer : casual (the late 19th century press), selec­
tive (the television). The analysis of these forms of popular culture (the 
serial novei, the TV serial) can be a starting point in the sociocritical ana­
lysis of an epoch.
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Chronique

LITT^RATURE COMPARĂ Â OHRID

Les rfunions du Bureau de l ’Association Internationale de Littiraturc compartc sont 
toujours dominies par Ies problimes multiples posis par l’organisation du prochain Congres,, 
mais aussi par de nombreuses discussions soit en marge des projets prisentis par les chercheurs 
des diffirents pays, soit sur le stade de la publication des Actes du Congris pricident. L’agcndâ- 
de la riunion d’Ohrid tenue en AoOt 1981 ne fut pas une cxception â la rigle. Et â la satisfac- 
tion de tous les participants, les organisateurs yougoslavcs ont eu l'initiative delicate de nous 
offrir la possibiliti de mieux connaltre un ancien centre de civilisation, ainsi que les risultats 
des itudes comparecs effectuies dans leur pays.

La connaissance, mimc si partielle, de ce remarquablc site situi au sud de la Yougoslavie 
s'est heureusement imbriqufc avec un symposium mettant en lumitrc les prioccupations des 
comparatistes de Zagreb, Belgrade et Skopje. De cette maniere, les membres du Burcau ont 
pris un contact direct avec une rtaliti vivante : la confluence d’unc civilisation et la ritlexion 
des hommes qui y vivent et qui ont acquis la possibiliti d’avoir dans leur mimoire, alors 
qu’ils parlent littirature comparie, non seulcment d’innombrables tomes solgneusement rangis 
dans des bibliothiques mais aussi l'image attachante d’un ensemble de rialitfs vicues, certaines- 
dans un cadre fierique, comme celui d’Ohrid, viile situfe prts de la calibre voie romaine Via 
Egnatia, devenue foyer intellectuel byzantin, plus tard centre de la vie politique et culturellc 
macidonienne, point de contrdle du pouvoir ottoman et, enfin, collier de maisons aux fațades 
harmonieuses regardant les gens qui, le soir, dans un cnchainement conduit par une jeunc fille 
l ’oillet ă la main vont danser dans les rythmes d’une melodic alligre et iltgante dont le refrain; 
est « Yougoslavia >.

Le symposium organise par la Faculte de Philosophie de Skopje sous la presidcncc du 
Pr. Lilyana Todorova, doyen de la Faculti, professeur et chcrchtur de riputation dans le do- 
maine des relations franco-yougoslaves, a su captiver les esprits des participants venus de tous 
les coins du monde ; les travaux se sont diroules dans les salons d’un hdlel moderne placi dans 
un village qui, ces 15 derniires annies, est devenu une petite viile tout coquctte, Peștani. Elle 
a pris maintenant Pair d’un prolongemcnt d’Ohrid de laquellc la separent quand mime 12 km. 
Les vestiges de l ’histoire sont ici plus discrcls vis-â-vis d’Ohrid qui est dominic par la forte- 
resse du grand tsar Samuel et par la silhouettc byzantinc du monastice didii aux disciplcs 
de Cyrille et Mithode, Clement et Naoum, fondatcurs d’un important centre culturel, remarqua- 
ble par sa force exceptionnelle de rayonnemcnt exercic au cours du 1XC si iele.

La fresque datant du X Ille s., familiere au voyageur venant de Grice ou de Roumanie, 
est rialisie dans des manieres diffirentes qui trahissent les visions personnclles de plusieurs 
artistes s’exprimant dans des coloris qui manquent d'uniformiti ; une < mise au tombeau > noyie 
dans des gestes dramatiques ayant au centre une femme qui live ses bras en profonde ditresse, 
rappelle les transformations qui auront lieu dans un rythme plus rapide, dans la peinture ita- 
lienne, en commențant par Giotto. Beaucoup plus hiiratique est la peinture de Ste. Sophie, 
riplique de l’imposante construction constantinopolitaine de Justinien, d’une certe influcnce 
byzantine, qui vient se joindre aux monuments didiis & Sophie-la Sagesse, bâtis ă Kiev, â 
Sofia et i  Ohrid. Mais, au bord de ce lac de pureti, Sophie n’a pas trouvi son expression dans 
d’eclatantes mosalques, mais dans des fresques, comme en Moldavie.

La route mine de Ohrid â Struga oh, sur le pont franchissant le fleuve qui nalt du lac 
pour se perdre au loin, tris loin, les poites de tous les pays vlennent riclter des vers dans leur 
langue maternelle, des vers qui s’envolent au fii de l’eau. Un peu plus loin, dans la grotte 
ftrsite taillie dans le ravin rocheux, nous trouverons des fresques d’une fralcheur impression- 
nante, mime si leur exlstence remonte au XV® s. De l’autre câți, au-deli de Peștani la route 
mine â Svetl Naoum oh a fonctionni l’icole fondie il y a miile ans ; bâtle sur la cime d’un ro- 
cher, admirable plice d’architecture, elle fut agrandie entre ltsX c -X V e  siicles, parellle aux 
cathidrales occidentales, mais â des proportions plus modestes, plutit par la vocation du sacri-
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ficc que par le disir d'impressionner, dans l'cspril de la Sophie-Sagesse qui a domini la civilisn- 
lion du Sud-Est curopien.

Les spicialistes yougoslaves ont parii des perspectives de la recherche comparati1' 
des realilis culturelles de la Macedoine, d’une serie de contributions d’un intirit particulier sur- 
gies justement de cetle pârtie du monde, de la prisence de Shakespeare ou du lyrisme de la 
prose contemporaine. D'autres comparatistes, tels Zoran Konstantinovli, Dragan Nedeljkovii 
ou Alexander Flaker ont essayi des approches thioriques en partant de l’exemple yougoslavc. 
Le poids s'est diplace vers une littirature riche mais pas encore suflisamment connue â cause 
de la langue assez peu ripandue.

Nombreuses intersentions dues aux comparatistes des autres pays ont ite attiries vers 
le poinl central des discussions, offrant en mime temps des informations utiles sur Ies activitis 
de leurs instituts de recherche. Dans ce cadre, Yurii Vipper a parii des problimes auxquels 
ont di) ripondre Ies chercheurs soviitiques au sujet de la ridaction des neuf volumes de l’his- 
toire des littiratures ; par exemple, comment opirer avec des concepts tels < Occident > ou 
• Orient • pour micux comprendre le phinomine littiraire dans son ensemble, donc en refusant 
de leur attribucr un caractire d’entitis, ou bicn l'attention accordie aux itudes typologiques, 
trăit spicifique du coniparalisme soviitique. Des prioccupations similaires se retrouvent chez 
Ies spicialistes hongrois, en plein processus d'ilaboration d'une histoire de la littirature univer- 
sclle en huit volumes ; plus sensibles aux recherches zonales, des aires intermidlaires. Ies tra- 
vaux prisentis par Bela Kdpeczi ne Tont pas une dilimitation nette entre le phinomine artis- 
tique et le phinomine culturel, mais ne considirent Ies piriodes littiraires comme dipendantes 
de cellcs historiques non plus. En analysant le processus de l’enseignement, Yves Ghevrel a 
ivoqui quelques difficultis du comparatisme franțais cncore domini par le modile classique 
grico-latin, modile qui empiche parfois un contact plus direct avec Ies langues vivantes; aug- 
menter le nombre des traductions et favoriser Ies itudes pluridisciplinaires, ce serait des voies 
de revigoration d'un comparatisme de notolre riputation, conclut le spicialiste franțais. D ’au­
tres professeurs prisents ă la riunion ont rappeli Ies expiriences en cours en Hollande, Suisse, 
Belgique, au Canada et aux Etats-Unis. Frank Warnke, expert tres connu du baroque europien, 
a fait une liaison pertinente entre Ies questions posies par Ies comparatistes yougoslaves et 
Ies riflexions de certains professeurs qui dirigent des iquipes de recherche et s’occupent de la 
formation de cadres, en discutant Ies modalitis d’amiiioration et d’amplification du * canon 
littiraire >. Ainsi, en dicrivant Ies contradictions qui interviennent dans la structuration des 
siries d’ceuvres susceptlbles â itre enseignies aux itudiants, le professeur amiricain a mis en 
himiire Ies difficultis que doit surmonter celui qui aspire amiliorer cette sirie, < ce canon •■ 
Dans Ies universitis d’outre-mer—disait-il — onitudie Camus mais nullement Giraudoux, Schiller 
et non pas Hugo von Hofmannstahl ou Schnitzler, Racine et non pas La Fontaine ; et quand 
le professeur disire remedier ă cette situation il constate qu’il manque de traductions parce que 
l’iditeur ne publie que « ce qui se vend >. Volei donc des aspects pratiques concernant dlrecte- 
ment la pinitration dans le patrimoine universel des ceuvres icrites dans une langue de moindre 
circulation, aspects que nous ne saurions ignorer car lls sont itroitement liis — conclua F. 
Warnke — â ce qu’apprennent Ies ilives et Ies itudiants. Conclusion adopție aussi par Reni 
Wellek, dans ce dibat qui fut beaucoup plus riche que nous ne le pouvons relatez dans quel­
ques pages ; son sourire ginireux aux livres, le vinirable critique nous diclara que la lltti- 
rature n'cst pas une agglomiration de sons comme elle n’est une quantiti mathimatique non 
plus, mais ceuvre de l’imagination, nie pour nous divoilcr la beauti. Pour ces raisons, la pri- 
sence dans le circuit universel d'une littirature icrite dans une langue dc moindre diffuslon 
dipend de l’apparition d’un chef-d’ceuvre qui ensuite • tire de l’obscuriti > Ies autres ceuvres 
littiraires. Cest le cas de Tourguiniev — a souligni Reni Wellek — qui a frayi la voie â 
Tolstol et Dostolewski. Et pourtant, ies rialitis sont beaucoup plus complexes, vu que le 
succis d'un auteur itranger est redevable ă la qualiti de la traduction, i  la force de dlffusion 
de la culture riceptrice, aux barriires mentales qui empichent la perception de certains aspects 
d’une ginireuse beauti. Cest justement sur ce genre de confusions que nous nous sommes rap- 
portis dans notre intervention et nous y avons citi des jugements de valeur couramment ex- 
primis qui timolgnent, malheureusement, d'une totale opaciti vis-â-vis d’une forme de culture 
ou d’un style. En effet, nous croyons qu’une des tAches principales de la littirature comparie 
est de mettre Ies esprits dans la dlsposition requise pour la perception de l’ceuvre inconnue, 
en icartant toute Idie priconțue, en divoilant l’activiti de l'imaginatlon.

Les discussions d’Ohrid ont ivolui ainsi jusqu’aux profondeurs des ressorts de la commu- 
nicatlon intellectuelle et de l’ichange des valeurs splrituelles. D’allleurs, les discussions qui 
auront lieu en AoOt 1982 au Congris de New York prendrons en considiration des problimes 
tels 1’expllcatlon des changements survenus dans la littirature, l’hlstoriclti de l’acte littiraire,
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la sdlection critique-description et evaluation, la theorie de la forme potlique, ou bien le rapport 
poesie-ideologie. Les Communications du prochain Congres trimes par des commissions de spe­
cialistei, ont ete passies en revue â Ohrid par le Bureau, occasion saisie par Zoran Konstanti- 
novid pour presenter aussi trois superbes volumes des Actes du Congres precedent tenu & Inns- 
bruck, groupes d’apres le critere thematique : Modiles classiques en litterature ; La reception 
Jitteraire ; La litterature et les autres arts.

Diriges par Pr. Eva Kushner, presidente du Bureau, les travaux d’Ohrid ont prepare le- 
terrain pour le prochain Congres et pour des activites destinees â contribuer au diveloppemenJ 
de la litterature comparee.

A LEXANDRU D UȚU
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Notices bibliographiques

Proceedings of the IX 1* Congress of the International Comparative Literature Association, Inns- 
bruck, 1979, edlted by Zoran Konstantinovic. Verlag des Inslituts filr Sprachwis- 
senschaft der Universităt Innsbruck, 1980 — 1981, voi. I —III.

A une distance de seulement une annfe apris la cldture du Congres de Innsbruck parais- 
sait un des volumes des Actes, suivi rapidement par deux autres tomes. Ce n'est pas le seul 
minte de l'idlteur, Ie pr Zoran Konstantinovii, et des organlsateurs de l’inoubliable congres 
de 1979 : chaque volume embrasse un thime d’une actualiti evidente et s’ouvre par des rap- 
ports introductils d’une densiti et d’une irudition que sculs Ies spicialistes riputis continuent 
<l’itre en mesure d’offrir aux lecteurs. Chaque volume se termine avec des conclusions qui ren- 
dent compte des Communications prisenties, tout en esquissant l’horizon des recherches futures. 
De cette maniire Ies Actes de Innsbruck marquent une date dans la strie des volume qui 
ont embrassi la rtcolte des rtunions internationales prtcidentes : cette lois-ci, chaque volume 
reunit Ies matiriaux Ies plus divers sur des thimes clairement difinis. On a remarqui, d’ailleurs, 
au moment oh le 3e  volume a i t i  prisenti â la siance du Bureau d'Ohrid, que chaque volume 
aurait pu porter un titre ă part pour mieux souligner le caractire de recueil blen organise et 
suggirer au specialiste qu'il s’agit lâ d’une oeuvre de rifirence.

D'autant plus que chaque volume a i t i  mls sur pied avec le concours d'imincnts compa- 
ratistes qui bnt assuri la qualiti de l’ensemble, tout en tenant compte que Ies matiriaux for- 
tuits font pârtie organique de chaque rtunion internaționale oh Ies spicialistes alment se ren- 
contrer et non pas toujours apporter des contributions mimorables. La presentation graphique, 
la reliure sobre et elegante et la qualite tout â fait remarquable des illustrations incluses dans 
le troisiime volume (qui pinetre dans le domaine fascinant des relations entre la littirature et 
Ies arts) contribuent ă la riussite incontestable de ces Actes qui dipassent la condltlon in­
grate des ricapitulations ă caractire historique et offrent â un public avisi des synthises resul- 
ties d’une grande diversiti de matiriaux et poinls de vue.

La premiire synthise dibute avec trois discours d'ouverture sur des theincs qui dipas- 
sent le cercle des comparatistes : Roland Morticr, â cette date prisident de l'Association, s'occupe 
de l'avenir de cette discipline humaniste en portant d’une ricapitulation tris bien conduite 
(Cent ans de littirature comporte: l’acquis, Ies perspectives), pendant que Reni Wellek passe en 
revue des tendances ricentes de redifinir la littirature et propose des Solutions nuancies et 
iquilibries, expressions d’une mattrise et d’un goilt unanimement reconnus (Literature, Fic- 
tion and Literariness); Horst Rildiger y ajoute ses considirations sur la substance humaine des 
concepts qui ont prioccupi Ies participants au Congris (Klassik, Klassizismus, “ inhumane 
Klassik" und das Humane ). Suivent Ies rapports introductifs de Warren Anderson et de Walter 
Dietze au thime Classical Models in Literature, Le premier groupe de Communications porte 
commc titre giniral «Tradition classique et ivolution actuelle •, le deuxlime i Courants et ten­
dances classiques », le troisiime • Classicisme et valeurs • et le dernier « Normes classiques » oii 
la discussion s’est arritie surtout aux normes qui ont varii d’une culture & une aulre, mais 
aussi au • canon » accepți par Ies comparatistes. Dans le mtme volume se trouvent deux autres 
groupes de Communications : • Littirature comparic et recherches stylistiques •, avec des 
rcmarques enrichissantes sur l ’hiritage antique ou sur la lețon offerte par Ies rhitoriques, et 
< Problimes particulicrs du classicisme >.

Le deuxiime volume aborde, enfin, un problime qui devait âtre soumls aux discussions 
des comparatistes, puisqu’il est directement Hi aux aspects de la communication intellectuelle 
qui, au fond, soutient tous ies genres de comparaisons. Deux spicialistes ouvrent la sirle des 
contributions, en parlant de l’esthitique de la riception (Hans Robert Jauss) et de la ricep- 
tion en tant qu'ivinement historique et social (Manfred Naumann). Hans Robert Jauss assure 
aussi l’inlroduction au premier groupe de Communications : • L’esthitique de la riception et 
la communication llttiraire », pendant que la • Thiorie des processus de riception historiques 
et sociales • binificie de 1’introduction de Rita Schober. I.es autres sous-thimes sont : «Le probli- 
ine de la riception dans la thiorie des textes, la pragmatique et la simiologie >, « La traduction 
littiraire comnic problime de la riception » et * Le processus de riception sous l'aspect des litti- 
ratures nationalcs et de la littirature universelle >; Ies rapports de cldture sont dus aux profes-
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seurs Hans Boberl Jauss, Manfred Naumann, Bila Schober, Kurt Weinberg, Arne Melberg, 
Horace Engdahl, Yves Chcvre).

Le troisiemc volume nous semble Jtrc le plus unitaire et Ies deux co-tditcurs de ce tom e- 
Steven P. Scher et UIrich XVeisstein — ont accenluf ce caractere assez rare dans Ies volumcs 
des actes, cn recapitulant le film des sianccs de Communications qui se relrouvent ici sous 
Ies tltrcs suivants : • Literature and the visual arts », • Literature and music », • Llterature and 
film >, • Theory and methodology >, heureusement Iris comprimi (etnous disons heureusement, 
parce que d'habitude on introduit sous ce chapeau > methodologlquc • Ies Communications qu’on 
ne pcut placer ailleurs). Sans pareil est l ’index de noms d’auteurs et artistes ajout£ ă la fin 
de ce volume qui ouvre de nouvelles perspectivcs aux itu des compardes trop souvent canton- 
ntes dans l'analyse approfondie des tcxtes considiris des monades parfaites.

Les Actes d’lnnsbruck seront complftfs par un quatriimc volume qui englobera Ies Com­
munications sur le Ihime • L’£volution du roman >. On dira alors, sans aucunement exagercr, 
< finis coronat opus > t

Cahitrs d'histoire litleraire comparee, Universile de Lille, 1980 — 1981, 5 — 6, 230 p.
Etapes priparatoires du volume qui s’instrera dans L’Histoire des litttratures europtennes — 

La Prose dans les litteratures de langues europtennes, 1760 — 1620 —, les contributions englo- 
bies dans cet iligant cahier vert sont prefacies par les coordonnateurs du volume, Ies pr Louis 
Trenard et Jacques Voisine. II s'agit d’un travail collectif et les auteurs ont raison de dire 
«ce que nous essayons de rialiser n’a pas encore i t i  tenti », car d’habitude Ia juxtaposition 
d'articles pritend risoudre le nceud du comparatisme. Louis Trenard prisente un tablcau g£n£- 
ral des • Evenements rtvolutionnaires • est une «Chronologie > qui est sujette â compliter (au moins 
sous Pannie 1784 quand Ies paysans roumains de Transylvanie se sont soulevis et sous l’annte 
1821 quand Tudor Vladimirescu a dirigi un mouvement rivolutionnaire qui a abouti A installer 
â Bucar est un • prince > d'origine paysanne — tous Ies deux ivinements ont eu un retentis- 
sement europeen et ont influente, par la presse et les brochures, l ’opinion des liseurs de plu- 
sieurs pays). Le mime auteur poursuit, ensuite, l’teho des ivinements dans la presse pteiodi- 
que. Hana Jechova el Jacques Voisine traitent des voyageurs devant l'ivinement revolution- 
naire, pendant que Simone Messina et Peter-Andri Bloch s’occupent de la fiction romanesquc. 
Enfin, Micheline Hugucs analyse les rapports cntre revolution et utopie pour arriver â Ia con- 
clusion que > le tarissemcnt durable de la criation utopique romanesque dans les annies qui 
ont suivi Ia revolution franțaise est une consdquence des bouleverscments que cellc-ci a provo- 
quis â l'intirieur et â l’extdrieur des fronliercs de la France». Un recueil substantiel s’ajoute 
aux volumes dijâ parus sur la fiction en prose ou sur la poisie en prose de ce laps de temps. 
De nombreuses donnies concernant Ies cultures sud-cst europtennes pourraient s’ajouter aux 
exposis teudits qui se terminent toujours avec une riche bibliographic oii le Sud-Est continue 
d'itre maigrement prisenti. Or, cet te ipoque est exactement le moment de spectaculaire Wo- 
slon de la prose dans ccs cultures dans lesquclles les genres traditionnels sc sont transformis 
pour faire place aux bclles-lettres modernes. La prose traditionnelle s'cst mteamorphoste et 
dteomposte, en s’ouvrant « vers plusieurs genres et types de l'cxprcssion littteaire », comme dans 
le cas analjsi par Hana Jechova el Jacques Voisine.

Komparatistische Hefte, Universilăt Bayreuth, Herausgeber : Jânos Riesz in Verbindung mit 
Thomas Bleicber und Richard Taylor. Redaktion : Wolfgang Bader, Hans-JUrgen 
Liiscbrink und Beinhard Sander. Hefte 1 — 3 (1979 — 1981).
Ce pteiodiquc d'une belle tenue intellectuelle a assute sa place parml les autres revues 

de liltirature comparee surtout grâce â la qualitd des articles et comptes rendus, et aux thJmes 
choisis : litttealures extra-europtennes, imagologic littteaire ou llttirature de voyage (d’un 
Intirtt Evident â I’ipoque du tourisme). Soulignons briivement la varliti du fascicule sur l’ima- 
gologie : l’lmage des cultures africaines, sud-amiricaines ou bien « Lco Frobenius’ Image of 
Africa » sont complitds par des comptes rendus ayant le mime sujet. Nous nous proposons 
d’y revenir.

ION ROMAN, Ecouri Goelheene tn cultura română (L’teho de Tceuvre de Goethe dans Ia cul- 
ture roumaine), Editura Minerva, 1980, 452 p.
Ce livre dense et suggestif poursuit «la fortune • de Goethe en Roumanle, en partant 

du dibut du 19a sitele et jusqu’â nos jours, afin de mettre en lumitee les rtponses roumaincs 
A l’ioeuvre du grand terivain et son attralt sur des loivalns de premiire grandeur, comme Titu 
Malorescu, Lucian Blaga, Al. Phillppide, Tudor Vianu et tant d’autres. Un risumi en allemand, 
trop bref, se trouve k la fin du livre.
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ANKE PFE1FER, Die Pikareske im Werk Zaharia Stancus, ..Weimarer Beitrăge", 1981, 11, 
p. 6 2 -7 7 .
Cette pinitrante etude met en lumiere Ies flfments picaresques dans l ouvre du roman­

cier roumain Zaharia Stancu, en partant des difinitions de ce type de roman dues â Claudio 
Guillcn, Monika Walter et autres, et des recherches rtcentcs d’Ovidiu Ghidirmic. Eugen Simion 
el autres sur Ies romans de Stancu. L’auteur s’occupe surtout des aventures de Darie, le h^ros 
des romans roumains qui traverse Ies Balkans, pour proposer, en conclusion, de repenser, â 
la lumidre de l'exptrience artistique roumaine, la diversite du roman picaresque europien. Dans 
cc sens, Anke Pfeifer cite â l’appui Ies explorations rdeentes de Mircea Muthu dans le domaine 
des survivances sud-est europ6ennes dans la litUrature roumaine contemporaine ; car Stancu 
n ’est pas un isoli, mais le reprisentant d'une tradition 6 laquelle appartiennent des ecrivains 
comme Panait Istrati ou Fănuș Neagu ou bien, ajouterions-nous, Eugen Barbu ou Tudor 
Arghezi.

A. L. ROWSE, Shakespeare's Globe. IIis Intellectual and Moral Outlook, London, Weidenfeld 
and Nicolson, 1981, 210 p.
Cette introduction dilectable ă l'etude de la Vision du monde et de l'homme du grand 

poite dramatique suit une d^marche pragmatique, seion le golit de notre epoque. L'iducation 
de Shakespeare, sa connaissance des classiques, ses expiriences thiâtrales ont mis leurs cachets 
sur l’ceuvre qui appartient a un homme tris normal et qui a profita surtout des lețons de < l’uni- 
versiti de la vie >. Les opinions du titan sur la politique, la religion, la vie sociale et Ies moeurs 
sont mises en valeur avec une perspicacit£ evidente. Mais le titre du livre promettait beaucoup 
plus, en tout cas une incursion plus itendue dans les idies de l'ipoque ; car il est diflicile de 
reconstituer le «moral and intellectual outlook » d'un grand icrivain sans tenir compte des idies 
el mentalitâs de son dpoque.

ALEXANDRU DUȚU

Encyclopaedia of World Literature in the 20th Century. Revised edition. General Editor : Leonard 
S. Klein. Volume 1, A —D, Frederick Ungar Publishing House Co., New York, 1981. 608 p.

We should state from the very beginning that the first volume of the new edition of 
the Encyclopaedia of World Literature has been a remarkable success. It is the work of a 
vast number of contributors, which makes available rellable, essential, conveniently arranged 
documentation to a very large public ranging from schoolchildren and students to specia- 
lists cager to collect Information concerning spheres of knowledge that are inaccessible to them.

The book is a success not only because the organizational inconsistencies and hesltations 
of the first edition have been weeded out, because the articles tributory to other sources have 
been removed, and new articles dealing with the literature of nations less well known have 
been added, and because all the informations has been brought up to date and wrltten up, 
but also because the new edition includes a documentary the saurus that Îs more comprehen­
sive and more extensive as well as more conveniently arranged. In a comparatively restric- 
ted space the articles devoted to an author provide all the essential Information : biographi- 
cal particulars, pseudonyms, his more important contributions, an enumeration of all the titles 
(in the original, with the date of their first publicalion) and their translatlon into English ; 
there arc morcovcr brief accounts of the main works as well as a survey of the literary atmos- 
pherc that has marked its stamp upon them, whilc the author's essential originality, thecharac- 
tcristic line of his works is briefly set forth and explained by people who are an authority 
on the phenomenon in question. Although all attempts at a general survey are bound to favour 
uniformity, the survcys and the portraits in this Encyclopaedia do not seem to me to simplify 
reality more than it is nccessary; on the contrary, it seems to me that there is a remarkable 
consistency in the manner of keeping track of the link bctween each author and the contcmpo- 
rary movements in the other arts, in philosophy and in ideology, and of his participation, if 
any, in the literary movements of a more or less internațional nature (symbolism, lettrism, da­
daism, etc.). thus cnabling interesting comparisons and a greater insight Into each individua- 
lity by cnlarging the rcfcrencc area. Neverthcless, some blographical dctails, though signiflcant 
to a certain extent, seem to bc superfluous in some of the articles, for to give only an example, 
does an individualization of the Canadian poetess Margaret Atwood require the mention that 
she “now lives and writes on a farm near Alliston, with writer Graeme Gibson and their daugh- 
ler”.? Another example is the well wrltten article dealing with G. K. Chesterton (p. 452—453)
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which is alniost cntircly invadcd by biography, and which fails to account for Ihe success and 
the charm of Ihe writer's cssays. including his biographical essays (on Dickens, Cobbctt, Shaw, 
Stevenson, etc.). and even of his literary work as a wholc. Generally, however, the proportions 
are reasonahle and most of the articlcs are substanțial, outlining as they do a relevent bio- 
graphical, moral and literary porlrail. Frcm among the very numcrous ones that answer the 
above dcscription wc may citc Aragon (L. F. Bcckcr), W. H. Auden (Richard A. Jonhson), 
Mukhtar Auezou (XV. Feldman), Max Brod (Ilarry Zohn), M. Blecher (M. Călinescu), Hala 
Caloino (G. P. Biasin), Matei Caragialc (V. Ncmoianu), Julio Cortazar (Evelyn Garficld), and 
Andrid and M. Crnjanski (M. Moravccvich).

The first volume of the ncw edition of the Encyclopaedia of World Literature is a well- 
balanced piece of work compctently written and commanding an almost infalliblc documenta- 
tion. Coordinated by Leonard S. Klein, editor of the Library of Literary Criticism series, it 
i s  both useful and efficient.

Discussions dealing wilh literary encyclopaedias, more particularly with an encyclopac- 
dia of world literature in our century, a subjecl still amorphous and without any determinate 
outline, may easily diverge into minor or even sterile paths, concerning, for example, the choice 
of the authors included in it, the spacc allotted to each, the way of dealing with the sub- 
jects in the general surveys, etc. Every reader might make a list of such observations and we 
ourselves have drawn up such a list, with observations and necessary supplements of every 
kind, from which we will quote at random : the article devoted to Albanian literature (p. 37 —39) 
makes no mention of the most interesting post-war writer, Ismail Kadare, nor of his novei The 
General of Ihe Dead Army; thcrc is no justification for the absence of an article devoted to 
Arabic literature as a whole, for the literature of modern Arabian States (most of which emerg- 
ged after World War I) is not differcntiatcd immcdiately after the beginning of our ccntury 
and does not have special articlcs, devoted to each, Libya, Saudi Arabia, Yemen and Koweit 
being instances in point (cf. p. 104); certain literary genres secm to mc to have been neglected, 
for example literary criticism (no mention is made of the Egyptian Aqqad, the Frenchman 
Albert BÎguin and the Russian M. Bakhtin), whilc the articles dealing with the național lite­
rature of the various peoples are as a rule sub-divided into chapters on Fiction, Poelry and 
the Drama, and very scldom include a chapter on Criticism) ; the same may be said about 
detective novels (the famous Agatha Christic is not even mentioncd); a number of writers are 
dealt with who lived only a few years after the beginning of the ccntury, Chekhov (d. 1904) 
for example, while others, who lived a good many yeas after, Gcorg Brandes (d. 1927), for 
example, are left out ; there are striking disproportions in the treatment of certain literary 
cfforts, for Chuvash literature has an independent 77-line article devoted to it, and Chukli lite­
rature a 66-)ine article, while the literature of the Central American countries is dealt with in 
a single article, with Guatemala being vouchsafed 34 lines, El Salvador nine lines, etc. ; the 
bibliography of al-Bayyati, the Iraki poet, does not mention a single English translation, thougb 
there are two such translations at leasl (apart frcm the many translations into Russian, Spanish, 
Serbo-Croat, e tc .): Lilies and Death, translated by Dr. Muhhamad Bakr Alwan, Baghdad, al- 
Adib, 1972, and Poet of Irak, Abdul Wahab al-Bayati, by Duncan Stewart, London, Gazelle 
Publications, 1976 ; it is not the History of Bomanian Literature by the Romanian critic and 
novelist G. Călinescu which “secured Călincscu's place among the great creators of opinion’' 
(p. 381). but his first book, The Life of Eminescu. And we might continue the enumeration. 
AII of which, apart from many other observations which might be made, are, however, tri- 
fling matters.

The new edition of the Encyclopaedia will no doubt tind a handy place on the shelf devot­
ed to our rcfercncc books.

MIRCEA ANOHELESCU

Aetes du VII* Congris de l’Association Internationale de litttrature comporte, par fes soins de 
Milan V. Dimii et Eva Kushncr, Kunst und Wlssen, Erich Bieber Verlag, Stuttgart, 
19 79, I, II, 1289 p.

Dans 1’esprit d’une noble et utile tradition acadimique, Ies travaux du Congris interna­
țional de llttărature compuie tenu en 1973 ă Montrial et Ottawa sont riunis dans deux vo­
lume* impresslonants qul permettent une vue d’ensemble sur Ies râsultats sclentifiques de la 
rinnlon dont Ies deux capltalescanadlennes furent Ies hâtes. L’ample participation internatio-
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nale s’y est concritisie, comme d’ailleurs dans toutes Ies manirestations d'tinc telle envcrgure, 
dans la multitude thâmatique et mithodologlque des perspectives de l’approche des problimes 
mis en dibat, ce qui peut m8me faciliter un diagnostique, plus ou moins exacte, sur !’• ttat du 
comparatisme > en tant que discipline th^orique et pratique â un moment donne.

D’ailleurs, Ies deux âditeurs le dâclarent carrtment. II est de fait qu’en litt£ralure compa- 
rte Ies Actcs des congres successifs tâmoignent de l’6volution de la discipline, de ses prâoccu- 
pations, de ses besoins sur le plan de l’enseignement et de la recherche. Une tcndance Evidente 
â la • dimocratisation > mithodologique, vers une ouverture â la «coexistence > avec des dimar- 
ches venant de l’exttrieur de la sphire traditionnelle du comparatisme « ortodoxe • (tendance 
accentuie d’une maniere decisive dans le cadre des congres suivants — Budapest 1976, Innsbruck 
1979), voilă la caracUristique des sommaires de ces deux volumes. D’autre part, sans parler de 
« rejet > ou de> r&istance >, le dialogue avec la linguistique, la psychanalyse et 1'anthropologie 
dans leurs applications en littirature, ainsi que la confrontation avec le structuralisme et la 
stmiotique (encore en pleln essor en 1973), impliquent pourtant des dilimitations fermes, justi- 
flees par la nfceMitâ de conserver la spfclficiti de I’̂ tude esthitique et historique dont se 
reclame aussi le comparatisme contcmporain.

Le premier grand thdme du Congrts tenu au Canada, «Dipendance. ind^pcndancc. inter- 
dtptndance des HttGratures de l'Amirique i, a offert la possibilitâ d'approlondir un nombre de 
probUmcs par excellenceouverts aux ressources conceptuelles du comparatisme : influence, 
analogie, parallillsmc, contact, râception, adaptation, ctc. Entrc permanences et difiirencia- 
tions, entre Ies ph^nomenes gdndraux (Ies littdraturts et ies langues anglaise. espagnole et portu- 
gaise) et d'autres, marginaux, mais par cela pas moins significatifs (la liltdrature d'expression 
franțaise de Quibec, Ies productions d’insplration amirindienne. la littdrature nigre amdricaine), 
entre Ies applications concernant Ies genres et Ies esptees littdraires d’une part et Ies dtudes 
portant sur ccrtaines personnalitds littdralres, Ies participants au congres ont csquissd l’image 
en kaldidoscope d’un des complexes fondamentaux de la culture universelle. Au ddveloppcment 
de ce chapitrc indpuisable ont contribui, dans Ic cadre de la reunion canadiennc, parmi d’autres, 
GyOrgy Vaida, Owen Aldrige, Frcderick Garber, Gcrald Gillespic, Milan Dimie, Forrcst Ingram, 
John Fletchcr, Thomas Pcrry, Harry Lcvin, Hans-Gcorg Ruprccht.

Passionnants Ies dibats thioriques autour de la piriodisation dans l'histoire litlâraire, 
■des methodes d’analyse, des problâmes que souleve l’ivaluation des lextes litt6raires. Les inler- 
ventions de quelques spicialistes les plus autorisis en Ia maliere, tcls Wcrner Krauss, Reni 
Wcllek, Ulrich 'Weisstein, Irina Neupokoeva, Claudio Guillen, Zoran Konstantinovic, Rita 
Schober, Anna Balakian, Rogcr Bauer, Rotând Morticr, Jcan Welsgerber, ele., ont reflete la 
dimension des rialisatlons et en premier lieu, des cflorts du comparatisme dans ce domaine. 
Les reponses â ces questions n'ont pas la pritenlion d'âtre deffinitives. Voici encore une fois 
ce que nous disent les iditeurs : t le congres ne fut que I’occasion vivante de la rencontre des 
idees ; en reclassant les Communications nous avons eti attentifs aux relations qui s etablissent 
entre ellcs •.

Nous ne saurions conclurc sans mcnlionncr l’importante participation roumainc (la plus 
nombreusc par rapport aux congres antirieurs et â ccux qui ont suivi) dans toutes ies sections 
de la reunion. Des Communications intiressantes ont ete presentees par Nina Fațon, Al. Dima, 
Ion Zamiirescu, Zoe Dumitrescu-Bușulenga, Adrian Marino, Alexandru Du[u, Paul Cornea, 
Gcorge Munteanu, ctc.

ANDREI CORDEA

ADRIAN MARINO, Hermeneutica lui Mircea Eliade, Cluj-Napoca, Dacia, 1980, 178 p.

Adrian Marino Îs onc of the saltiest scholars in contemporary Romanian llterature. Six 
ycars ago he surprised the literary intelligcntsla with a book called Dictionary of Literarii Ideas 
— a new criticism of criticism, substantially and extensively documentcd. Hermeneutica lui 
Mircea Eliade (The hermeneutics of Mircea Eliade) is Marino in a new vein. — the literary 
researchcr as pionneer. Marino spent many ycars immersing himself in hermeneutics learning 
its special language and nuances. Then, he picked up Mircea Eliade’s work (scicnliflc and lite­
rary) analyzlng his hermeneutics.

The book is divided into cight chapters : hermeneutics and Romanian criticism ; herme­
neutics — object and method ; the hermeneutlcal circle ; hermeneutics and history ;hermeneu- 
tlcal crcativlty ; militant hermeneutics; hermeneutics, art and litcrature ; hermeneutics. cri-
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licism and litcrary history. And its aim is 1) lo demonstrate Ihc First herineneulics in Roma- 
nia 2) to integrate the hernieneutics into the history of criticism 3) to show thc common preoc- 
cupations of Marino and Eliade, and 4) to outline thc methods of Eliade's thought.

According to Marino. — hermeneutics is thc theory of interpretation and the objective 
method of thc exegesis of the secular or rcligious world. In 200 pages hc dissects thc term 
“hermeneutics" and presents a formidable amount of bibliographica) material with precise 
clarity frec from invalidating gencralizations. Having made a tour de foree he goes back to 
Mircca Eliade. Following thc common pattern of investigations he distinguishes in Eliade’s 
work two types of hermeneutics : thc sacred (oracles prophecies) and the profane (literary, phi- 
lological, juridica! and textual exegesis) As usual, he concentratcs on the analysis of the internai 
structuri* of each work prescntlng a series of open ended interpretations. Readers who can sort 
out thc scaltered words and insights from such amalgams as “coincidentia oppositorum”, 
“ topos”, “mandala", “Hierophany", “toto pro pars", “ pars pro toto", will learn many things. 
Although Marino writes in a tipically rigorous style, the noninitiated reader can hardly catch 
up with bis zigzaging from topic to topic, trailing full-spoken sentences in his wake. Despite 
Ibis shortcoming thc book is an intriguing introductlon to Eliade’s universe. It is aso a signi- 
ficant conlribution to the fascinating study of myths and symbols, a subject now widelly discus- 
sed by scholars of philosophy, theology, history of religious and the social Sciences. Hermeneu­
tica lui Mircea Eliade is a magnificent primer.

* Quolque nous connaissions combicn Fortest â TOccidcnt le clichi Dracula, nous ne ces- 
serons pas de recommander la bibliographie roumainc de date ricente : ȘlcFan Andreescu, \'tad 
Țepeș (Dracula), București 1976; Nicolae Stolcescu, Vlad Țepeș, București, 1976 (păru aussi 
cn traduclion en anglais); Ion StdvAruș, Povestiri medievale despre Vlad Țepeș Draculea, București, 
1978.

NICH OUS CATANOY

PHANTASTIK IN LITEHATL H UND KUNST, hrsg, von Christian W. Thomasen und Jens 
Malte Fischer, Darmstadt, WisscnschaFtlichc Buchgescllschaft, 1980, 563 p.

l.c volume est une conlribution â l’itude du "fantastique» dans la culture moderne con- 
lemporaine, Ies auteurs identifiant parfois ses point de dipart dans 1e romantisme mais sans 
s'occuper du Moyen Agc, de la Renaissance ou du Maniirisme. Des Ies annees '60, la litti- 
rature fantastique a connu un developpement explosif que Ies sociologues n'ont pas encore 
expliqui. Deux Maisons d'Edilions de renommie se sont inilialement occupies de ce genrr 
d'icrils : Hanscr Verlag fait sortir la Bibliotheca Dracula* etlnsel Vcrlag, Bibliothek des Hauses 
Ustur. Des volumes binificiant d'unc prisentation graphique raffin£c sont passes, petit â petit, 
6 des parutions spiciallsics en «Taschenbuch >, d’unc tenuc modeste, mais bon mardii auxquelles 
< aspirent » aussi des Maisons d'Edilions qui nc produisent que des revues illustries, ă ia 
porție de tout le nionde.

La rcchcrchc scicntifique nc s'est pas lancie avec Irop d'enlliousiasme sur celte voie tout 
nouvellement frayie, de sortc que Ies rialisatcurs du volume semblent beneficier des privileges 
du difricheur. Les auteurs (professeurs, futurs docteurs is  letlrcs, etudiants) oul organise leurs 
itudes par trois sections : la premiere met cn discussion des problemes thioriques, la deuxieme 
prisente, en ordre chronologique, des ceuvres appartenant ă des icrivains de renommie cn paral- 
lele avec d’autres productions moins brillantes, mais qui ont remporti des succis de public, 
et la troisieme riunit des articles sur le fantastique dans les arts plastiques, le film el la musique.

La scclion Theorie der Phantastik in Literatur und Kunst commcncc par itablir la diffe- 
rencc entre Phantastik — Science Fiction — Utopic et la rialiti (Reiner Jemlich). Dictcr Pcn- 
ning essaye de dichiffrer dans le fantastique un ivenlucl statul d’cspece liltirairc indipendante, 
ainsi que les varialions de ses structures et fonctions (Die Ordnung der Unordnung). Hans 
Hollăndcr s'est rcinarqui coinmc spicialisle en la matiirc par son Einbitung ou Katalog de 
l'cxposition de la soi-disant • Ecole viennoise du realismc fantastique » (Dortmund 1979). Dans 
le volume que nous prisentons, il signe trois itudes donl celle Insiric dans la preniiire pârtie 
porte sur Das Bild in der Theorie des Phantaslischen. Hans Hollăndcr constate que * Neure 
Versuche zur Theorie des Phantastischen in der Kunst sind fast so crstaunlich wic die Sache 
die sie mcincn. Zwar mUndct jede Diskussion des Problcms in einer Definillon, aber die Defi-
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nitionen schlissen einander aus »(p. 52). Tandis que Hollandcr definit le * fantastique « comme 
ftant une catigorie esthftique et non pas une espice littiraire, Joachlm Metzncr discute Ie 
phinominc sous ses aspects psychologiques (Die Vieldeuligkeit der Wiederkehr).

La deuxiime section du livre est intitulte Phantastik und Literatur. Hans Joachim Pie- 
chotta dteouvre des Vorformen des Phantastischen dans Ies Tausendundeinenachl, tout cn insistant 
sur le « Labyrinthc > tel qu’il fut conțu par Ies hommes ct qu'on Ic rctrouve dans la nature 
(par exemple dans le disert).

Sur Entwicklung und Konstanz des Phantastischen bei Ludurig Tieck ferit Jens Malte 
Fischer, qui est aussi un des coordonnateurs du volume, el Zum Phantastischen im Werk E. A. 
Poes, Karl-IIeinz Ressmcyer. Dămonie und Verfiirung (Rein A. Zondcrgeld) apparaissent comme 
1es motifs de base dans Ies fcrits de l’Irlandais Joscpli Shcrldan Le Fanu, tandis quc Ic fantas­
tique de Beaudelaire est caractfrisf par Die Logik des Absurden (Wolfganf Drost). Der Begriff 
der Uberunrcklichkeit chcz Nerval, Maupassant. Breton est ftudif par Dieler Penning (voir 
aussi la premifre section du livre). The Turn of Ihe Screw de Henry James est au centre des 
prfoccupations d’Edith Kreischer, tandis que Dieler StUndel aualyse le Phantastik bei Lewis 
Caroll. Le roman Die andere Seite d’Alfrcd Kubin prfscnte un rapport spfcifique entre Traum 
und Phantastik (Gabriele Brandstetter. Voir cn ce sens aussi la troisieme section). Karl Riha 
csquissc une parallfle entre Ies romans dc Paul Scheerbar ct Karl Einstein ( Enlhemmung 
der Bilder und Enthemmung der Sprache). Portant en fpigraphe Ies mots d'Ernsl Bloch >Ok- 
kultismus in seiner verbreitesten Erscheinung isl Rcaktion, gcmilderl durch l'nkraut • Waltcr 
Karbach s'occupe d’un problfme gfnfral : Okkullische Quelten phantaslischer Literatur. La prose 
«ic Bruno Schulz est analysfe sous l’embltmc : Die Welt im Nebengleis (Heinz Hcrbert Mann), 
■et celle de Howard Philllp sous Produktiver Ekel (Jens Malte Fischer, le coordonnateur du 
volume ct auteur de l’ftude sur l’ceuvre de Tieck). Christian W. Thomsen, lui aussi coordonna­
teur du volume, ferit sur Psioilisation und Chemokratie dans l’ceuvre de Stanislaw Lem ct, en 
collaboration avec Gabriele Brandstetter, sur Die holden Junfrauen, urigen Monstren und 
reisenden Gentlemen des Hans Cart Artmann. Cien annos de soledad, de Gabriel Garcia Marquez, 
marque selon Sebastian Neumeister Die Auflbsung der Phantastik.

Dans la troisiime pârtie du volume : Phantastik und Kunst. Hans HoIMnder (voir aussi 
la premifre pârtie), ftablit ies Konturen einer Ikonographie des Phantastischen ct fait quelques 
precisions sur rarchiteclure du fantastique. Deux ftudes difffrentes appartenant l'une A Johan- 
nes Odenthal ct l'autre â Heinz Gerhard Wilkens sont consacrfes â la peinture de Rene Mar- 
gritte. Sur Die Welt als Schrekenskabinetl ferit Wolgang Munsky. Visant d’ftablir quelques 
caracterisliques du fantastique dans l'art cinfmatographique, Ann Sirka s'occupe du film 
de Stanley Kubrik A Clockwork Orange. Le domaine qui semblc peut-Jtre le moins ftudif jusqua 
present est le Phantastik in der Musik (Gabriele ct Norbert Branstctter).

Chacun des auteurs cltfs ci-dessus s'est penclif avec appllcatlon sur le domaine choisi. 
Pourtant. â la fin du livre le Iccteur a le sentiment qu’il y a quelque chose «qui Iul a echappe ». 
Le fantastique cn soi est dfpourvu dc valeur artistique ou sociale ; celles-ci dfcoulent de la 
modalite dont il est mis ă profit. Dans Ies Etats aux rfgimcs dictatoriaux le fantastique devient 
une sorte de langage fcopique ; ailleurs. il n’est cultivi que pour la beautf ct l’lnsolite des ima- 
ges ou pour suggfrer au Iccteur un monde qui fchappc A une rigoureuse investlgation scientifi- 
que. Dans Ies pays oii la cui ture folklorique est encore vivante et pulssante, l’assimilation du 
fantastique folklorique par Ies ferivains du XX’ sitele est devenue source pour de nombreuses 
truvres comptant parmi Ies crfations littfraires Ies plus importantes. Ne rappelons, en tfmoi- 
gnage, quc le nombre impressionnant despages de l’ceuvre de Mihail Sadoveanu, Gala Galaction 
ou Vasile Voiculescu (pour l’ceuvre des difffrents auteurs roumains voir Sergiu Pavel Dan, Proza 
fantastică românească. București, 1975 ; Nicolae Ciobanu, Eantasticut, dimensiune a prozei scurte 
românești, in «Luceafărul», 1981, XXIV, iulie—noiembrie).

Mais nous connaissons aussi un autre typc de fantastique, celui dont Goya disait < Le 
sommeil de la raison engendre des monstres ». Les auteurs du volume quc nous prfsentons 
voient dans le fantastique un act de protestation des zones humaincs les plus profondes contre 
les limites du rationalismc occidental. Dc nos jours, les Sciences exactes onl surmonte les 
concepls et mime les lois rigldes du sitele passf (et nous pensons au dfpassement de la geome­
trie classique par les gfometries non euclidienncs, de la mteanique newtonienne par la relati- 
vite ou des lols strictemcnt dfterministes par la statlstique, pour ne citer que les excmples 
les plus connus). Un pas similaire pourrait ftre rfallsf aussi dans le domaine dc la littfralure 
ou des arts, sans quc la • raison • soit endormie. Un bon nombre de livres ou de tableaux 
analysfs (d’ailleurs avec toute la rigueur scientifique) semblent appartenir au monde qui a deli- 
vrf le Minotaure pour vfrouiller Thfste ou bien, pour nous servir des Images de Tausendund­
einenacht (â laquelle se rapportc aussi H. J. Piechotta), un monde ou les • mauvais esprits » 
ne sont pas dflivrfs dc leurs prlsons d'unc manltee fortuite, mals dfliberfmcnt. Les • monstres •
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onl loujours există, exprimant des realiles dune grande diverși le, mais l'histoire nous laisse 
eomprendre quc l'bommc s'est exerce ă Ies mailriscr et non pas ă subir leur domination. 
Le rapport entre Dracula, personnage dont la presence est friqucntc dans Ies dernieres decen- 
nics, et son moddt, c'csl-â-dirc Vlad Țepeș, nous aide â diduirc ce quc Ies autcurs comprennent 
des vfritfs du monde.

Les autcurs du volume remarquent dans l'Inlroduction l’absence des lludcs sur la socio­
logic du fanlasliquc. En effct, apprcndrc qui est l’lditcur, donc celui qui payc, qui est le benl- 
ficiairc, â qui sont-ils niccssaires ccs livres, que rtaliscnt-ils, Ies consommateurs, des diffi- 
rentes catlgories de • productions < fantastiqucs, ce sont-lâ des questions qui miriteraient un plus 
d'attention. Le ditachcment, le jugement de valcur, l'apprlciation corrccte des implications 
soclalcs ne doivent pas ttre ignores alors qu'on studie un phlnomene culturcl d’un si large 
teho.

CĂTĂLINA VELCULESCU

WOLFGANG G. MCLLER, Topik des Stilbegri[[s zur Geschichtc des Stiloerstândnisses von der 
Antike bis zur Gegenwart, Darmstadt, Wissenschatlichc Buchgesellschaft, 1981, 208.

Pour atteindre son but (la difinition de rtvolution historique de quelques topoi concer- 
nant Ic style et qui ont leurs origines dans l’Anliquiti), l’auteur commence par dlfinir les deux 
notions de base avec lesquclles il opere. Depuis Ernst Robert Curtius la notion dc topos a 
dlpassl les limites de l’art du parlcr et s’est enrichic par l’utilisalion dans diffircnls domaines 
de la pensie et de la Science. C’est pourquoi nous n’entendons plus par topos une expression lin- 
guistique devenue lieu commun, mais un point de vue dominant de la pensie, cristallise dans 
une formule verbale 1 grande force de plnltration. Cettc formule se trouve loujours â la limite 
du clichl bana) (qui devient souvcnt un simple tic verbal) ct l evolulion vers un permanent 
enrichissement par des valcurs et sens nouveaux. A la difrirencc des aulres splcialisles, W. G. 
Miillcr est d'avis qu’on ne peut pas nier aux proverbes, la qualitl de topoi, tant qu'ils expriment 
une rlalitl dc la pensie et qu’ils ne sont pas dc simplcs etiquettes. La prlgnance dc 
l ’exposl linguistique, splcifiquc ă certains proverbes, est l’ellmcnt â mlme d'assurer la survi- 
vance du topos et sa pcrmlabilitl aux renouvellemcnls.

Si Ic topos revlt chez XV. G. Muller une acceplion plus large, au-delâ des frontilres lin- 
guisliqucs, la notion dc style est, au coniraire, restreinte uniquement au domaine de la linguis- 
tiquc, c’cst-â-dirc â l’art de l’exprcssion Icrile el orale. Nous considlrons que de ces non-concor- 
danccs entre la dlfinition du topos ct celle du sigle est nle la possibilill d'unc comprlhension 
llglrement dlformlc quc l'auleur â transformec (hllas !) en Taxe de rotation de ses recherches.

Depuis l'Antiquitl jusqu’â nos jours, les opinions concernant Ic style se sont concentrles 
autour de deux dlfinitions qui — selon l’auteur — pourraicnt Urc diamllralement opposees: 
le style en tant qu’cxpression (incarnation) de l’homine mlme et le style en tant qu’habit (orne- 
ment) de la pensie. Ou bien, dans des formulations tardives mais qui se sont imposles par leur 
exactitude : « Le style est l ’homme mlme • — • Style is the dress of thought». Considlrant ces 
deux topos irrlductiblement opposls, W. G. MOller s’ltonnc de constater que mlme s'il existe 
des auteurs et des courants littlralres qui expriment leur option en faveur de l’un ou de l’autre,. 
il y en a pourtant qui les adoptent simultanlment, sans percevoir la contradiction.

En rlalitl, cctte contradiction n’existe mlme pas ; l’habit Itait — et il l ’est encore mais 
d’unc manilrc plus compliqule — un moyen d’« expression • dc l’homme, donc il fait pârtie du 
style d'une ccrtaine personne, chose facilei observer si nous n’attribuons pas au style seule-- 
ment un sens restreint, linguistique. Le style (linguistique) reprlsente pour la pensie cc que 
l’habit est pour le corps : un moyen de prlscntcr • le moi i en public. Dans les sociltls archaî- 
ques l’habit devenait lui-mlmc pârtie intlgrantc de l’homme: ne rappelons que les rituels 
funlraires qui ont survlcu jusqu’â nos jours — accomplis autour des vltements (ou de quel­
ques objects personnels) quand le corps du dlfunt n’existe pas. Rappelons-nous aussi que les 
catlgories sociales se dllimitaient nettement et obligatoirement par la tenue vestimentaire 
(Itablie dans les moindres dltails). Les habits valaient mlme plus qu’un moyen d’expression 
et la llalson avec • Ic moi > n’ltalt pas allatoire. Pour crier II Principe, Machiavelli abandon- 
nait — selon ses propres aveux — avec l'amertume de l’exill, ses vltements de travail et re- 
prenalt, dans une ambiance adlquate, pour les heures qu’il passait â lerire, le costume dc la 
noblesse de cour en pleine gloire. Et les excmples sont nombreux. Les deux topoi.- < Le style est 
l ’homme mlme » e t «Style is the dress of thought > ne sont pas en contradiction mais se ccinpll- 
tent, Ic second mcttant en lumiere un aspect particulier.
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L’interdâpendance tenuc vestimenlaire — style linguislique forme, par cile seule, un 
topos que XV. G. Miiller semble ne pas connaltre, comme, par exemple, dans le proverbe roumain 
• Ori te poartă cum țl-e vorba, ori vorbește cum ți-e portul» (Tâche de conformer la con­
duite et ta tenue â tes paroles). II convient aussi de remarquer la multitude des sens des 
mots < port > et < a se purta > allant de «tenue vestimentalre » jusqu’au < comportemcnt *.

Sans plus insister sur la diffârence fonnulâe ci-dessus, il convient de souligner l’attentlon 
que l'auteur du livre prăte â l’âvolution des ditttrents topoi sous l’aspect du style, aux varia- 
tions des sens dissimulâs sous la rtpitition d’un mâme complexe llnguistique, qui reste toujours 
le mâme, ou ă la modalitâ dans laquelle des manlires d’expression partiellcs, accumulâes le 
long des siâcles, ă un moment propice, surgit la formule la plus adâquate, capable de s'imposer 
ensuite aux gânârations futures. Dans I’Antiquitâ grecque et latine, mâme s’il y avait des diffâ- 
renccs d’un aulcur â l'autre, on postulait la concordance parfaite entre caractere — expression 
linguistique (âcrite ou orale) — faits. 11 ttait ainsi facile â definir l’hommc selon son style (con- 
cordel sermo cum vita).

Dans l'idtal d’iloquencc de l’Humanisme et de la Renaissancc, «l’homme > et le • lan- 
gage • sont insâparables, mais aux formulations antiques s'ajoutcnt des prâcisions, des faits 
concrets, des partlcularisations et parfois des diffârences sensibles, au fur et â mesure que 
l'accent se diplace du contcnu de la communication ă la modalitt d’expression (avcc des rt- 
percussions dans la dramaturgie). Les thâoriciens du style posent de plus en plus l’accent sur 
la diff£rence entre Ie langage quotidien, dâgagâ, et celui ilabori â diffârents buls. Dans la dis­
pute entre les cicironiens et les anticicâroniens, une place importante revenait A Erasme, Mon- 
taigne, Robert Burton.

L’tnonci de Buffon exprimi le 25 aodt 1753 : • Le style est l’homme mtme > donnait 
une formule complâte et briliante â un topos d’un âge vinirable, mais disant aussi aulre chose 
que les prâdicesseurs et offrant aux successeurs une ouverture pour des multiples interprâta- 
tions, selon le sens attribui aux notions style et homme. L’inonce de Buffon a i t i  râpâtâ, commen- 
tâ, plăgii, ironisi (« The Stylc’s the woman *, • Styl, das ist der Mord >), etc. 11 semble 
qu’apris Buffon le sens du mot style a commenci de dipasser le domainc slrictemcnt linguis­
tique et revâtir des sens giniraux (tel que les choscs se sont passis avcc topos apris E.H. Gurlius).

Pour ce qui est de l’autre topos, le style en tanl qu’habit, XV. G. MUllcr tienl ă lui signaler 
les sources antiques, mais insiste surtout sur son existencc aux X V llle  et XIXC siicles. Au 
Moyen Âge, le « decorum > de la sociiti des palais itait dijâ transfiri en rhilorique et les or- 
nements stylistiques etaient considiris aussi nicessaires que les hablts de cirimonic. Le style 
comme «incamation » et le style comme • exornatio • sont considiris par l'auteur — nous 
l’avons dijâ rcmarquâ ci-dessus — dans une nettc oposition, quoiquc utilisis stimultaninicnt 
par la mime personne.

Au XVIle siiclc, suite â la confluencc des dlffircnts facleurs, la pridileetion pour le 
style pompeux est affaibli par un pcnchant pour la « nuditi • du style. Des intelligcnccs iqui- 
librâes comme l’archevâque Joscph Hali ou Thomas Sprat (aulcur dc The history of the Boyal 
Society) recommandent un style • âquilibrâ •, c'cst-â-dirc l’utilisation des moyens d’expression 
exigis par le contcnu, tout comme les vâtcments qui doivent s'harmoniscr avcc la personne qui 
les porte et avcc les circonstanccs.

Dans le classicismc, l’accent se pose sur le topos des • habils adequats • â mime d'aider 
l'icrivain d’imitcr la naturc (il s'agit surtout de la naturc de l'homme social), rexprimant plus 
elairement qu’ellc ne saurait Ic faire. Mais, d’ici il n'y a qu’un pas jusqu'â la hypcrtrophie de 
l ’aspect purement formei (Chcsterfield : • No maller what shc says, if shc says it politely •). 
Mais les arfirmations de Chcsterfield et l'inonci de Bulion sont conlemporains.

Lc romantisnic lait revenir cn premier plan l'autre topos. celui de l'idcnlili entre Ic 
style cl l'homme, l’accent se posant cettc lois sur les parlicularilis individuelles dc l’hommc. 
Dans la dispute avcc les classiques, un râie imporlanl revicnl â la Iulie contre rornement cx- 
ccssif du texte littiraire, cn discordance avec le contenii. Mais, quoiquc XV. G. Miiller souli- 
gnait dans un chapitrc anterieur que Ic classicismc reconimandait jusleincnl cettc concordance 
parfaite entre le style («habit ») cl le conlenu (• idees •), il ne developpe plus les significations 
des discripances enlrc cettc rialili el les opinions des romantiques.

Posant l'accenl sur Ic particulier, avec leur golii pour la prose non conformiste, les ro­
mantiques perdent l'ancien sens, dc l’habit en lanț que moyen de conimunlciition sociale, lait 
qui conduit â la comprehension crronee du topos • Style is the dress of thoughl • qu'ils combal- 
leronl avec acharnemenl. Pour les ecrivains et les Iheoriciens dc la fin du XV 111*’ s. el la pre- 
miirc moiliâ du siecle suivanl, le slyle se presenle comme une • mistârieuse incamation • de la 
pensee mânie, expression de l'originalile (ou mânie du gânie) de l'âcrivain. Dans I’affirmalion 
< Lc style est l’hommc mânie », homme ne dâsigne plus une realile generale, mais un certain
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individu. avec unc subjcctivilA spAcifique, exacerbte ; de cette maniAre la voie vers le proustia 
nismc Atait ouverte.

Cest toujours le romantisme qui a frayA la voie vers l'ipanouissement d'un autre topos 
donl Ies sources se Irouvent aussl dans 1'AntiquitA : le style en tant que physionomie littAraire. 
II semble que Schopenhauer ait reussi de trouver. comme autrefois Buffon, l’exprcssion la plus 
adAquate : Der Styl ist die Physionomie des Geistes. Sie ist untriiglicher als die des Leibes. Ce 
sont IA Ies sources du dAveloppement de la parallAle entre le style et Ies caractAristiques gra- 
phiques d’un manuscrlt.

Poursuivant l’Avolution de la controverse manlfcstAe dans Ies XIX* ct XX e  siAcles • Style 
as dress • — « Style as Physionomy », XV. G. MQIlcr constate, fAchA et dAțu en mtme temps, 
que le premier de ces deux topoi (qui semblait destină A l’oubli une fois renii par Ies roman- 
tiques) rcnalt avec une force Inattcndue. Vu qu'il trouve Ies plus frequentes rApAtitions dans 
la littArature de langue anglaise, l'auteur du volume suppose que c’est l'effet du traditiona- 
lisme et raltachement A l'ancienne formule decouverte par Ies Anglais t Style is the dress of 
thoughl >.

Mais nous connaissons aussi un texte venant d'un endroit tout A fait diffArcnt du con­
tinent. dont le mAlange de topoi dAclencherait fort probableinent l'indignation de XV. G. Mliller, 
adepte de la puretA de sa formule • Le sytle est l'homme mAme >. Ion Luca Caragiale. 
dramaturge et prosateur roumaln connu justement par sa parfaite maltrise du style, affir- 
mait en 1896 : • C'Atalt une excellente Acole de couture, mon cours avec la devise classique L e 
style c’est l'homme, oii j ’ai appris coupcr des hablts de toute sorte. Ies coudre et Ies broder, 
Ies raccommoder A la rigueur, Ies reparer el leur enlever Ies tâches ; mais jamais je n'y ai 
appris A qui Ataient-ils destinAs. lous ces mervcilleux et insolites habits. . . •.

« Et parce qu’un scul style fut oubliA. que mon savant cours franțais m'apprenne un seul 
— Ic style adAquat — justement celui qu'il mc fallait, le scul qui puisse se nommer style . . . 

Cette adresse d'insinucr avec un seul mouvement adroit, dans le prelude Atcrnel, ton invention 
mAlodique adAquate, quelques mesures seulcinent, cette virtuosite, voila ce que nous appelons 
style • (I. L. Caragiale, Opere, voi. II, Bucarest, 1971, p. 719, 720. 720). II est fort probable 
que dans d'autres coins de l'Europc. la dAfinition du style a Ale rAalisAc par un mAlange de 
topoi avec l'inlention de surprendre dans unc maniAre aussi adAquate que possible une rAalite 
si complexe.

Le pathos de l'individualisme. spAcifique au romantisme, a iinplique aussi un pathos 
du nalionalisme, ouvrant ainsi la voie pour le lopos • Le style est la nation • avec des exten- 
sions sur la langue naționale (aux consAquences tanlât heurcuses tantât nefastes, selon Ies cir- 
constances el Ies personnes qui l ’onl manceuvrA).

Ayant 1’adhAsion totale dc l'auteur, le topos • Le style est l'homme mAme » joult d’une 
attention speciale, et on poursuit Ies nouvelles interprAtations qui lui ont AtA assignAes jusqu’a 
nos jours. AprAs Edmond Arnould (qui au milieu du siAclc passe accentuai! la valeur de 
! ’• originalllA > et de l'< individu >), sont mcntionnAs Ies Britanniques George Henry Lewes et 
T. H. XVright. Dans la deuxiAme moitiA du X IX e siAclc, John Henry Newman ne se contenle 
pas dc reprendre 1'AnoncA de Buffon avec son reinterprAtation romantique, mais passe directc- 
ment aux topoi dc 1'AntiquilA qui seront revAtus d’un nouvcl Aclat paria maniAre originale dans 
laquellc ils soni repcnsAs.

La thAorie du style AlaborAc par XValter Pater au dAbut du XX* siAclc est considerec 
unc Atape nouvelle dans l’Avolution du topos dc l'identification par le style. Rejetant la sub- 
jectivitA pour fairc place A l’eloge dc 1'objcctivitA, XV. Pater sc dAtache nettement du romantisme 
ct prAdil Ies affinnalions de T. S. Elliot et R. M. Rilkc. Lcs analogies avec Ies arts plasti- 
ques, de plus en plus frAquentcs A la fin du XIX* siAclc, rcvAtant clles-mAmes un caractArc de 
lopos, soni cn concordance avec lcs affirmations de XV. Pater mais desquclles ressort aussi la 
dAfinition • Style is Vision • ou 1'AnoncA de Marcel Proust : « Le style est unc qualitA dc la 
Vision, la rAvAlation dc l’univers parliculicr ».

Au X X C siAcle, le mol slyle est souvenl utilisA pour des rAalitAs extralinguistiques (comme 
Ic temolgnc RcnA Daumal «Le slyle c'cst l’empreintc de ce qu'on est dans ce qu’on fa it») 
et on Iul ajoutc parfois des significations misliqucs ou existenticlles.

Dc la slylistiquc moderne sont cholsis ct atlentivemcnt cotnmcnlAs par rapport aux 
interprAtations donnAes au dicton de Buffon, Ies travaux dc Karl Vossler, Leo Spitzer, Vcrnon 
Lee ainsi que le livre d’Hcnry Moricr, La psychologie du slyle. Les spAclalistes de la stylisti- 
■que Ilngulstlque ont repris ces derniers annAes par d’autres points de vue Ic topos de l’idcntifi- 
cation de la personne par le style. Dans cc volume sont mentionnAs les travaux d’un connais- 
seur des grammaires transformationnellcs gAnAratives tcls Richard M. Ohmann (et XV. G. 
MUller est dAțu du fait que cc chercheur aussi rccours au lo/>os t Style is dress of thought • 1), 

■ct ceux d ivan Fonagy qui utllise le modAlc de la comnuinicalion ou de l'information. ou de
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Louis T. Milic qui manie Ies mâthodes quantitatives (mais ici il est rappcl£ pour Ies arliclcs : 
Against the typology of Style et Rhetorieal Choiet and Stylistic Option: The Conscious and Vn- 
conscious Poles ).

R. A. Saye a formulă un topos sp&ifiquc pour la critique litttrăire styllslique du XXe 
sieclc prioccupte d’affirmer : • Le style c’est l’ceuvre m4me >.

Mime si nous ne sommcs pas d'accord avec la maniere dont l'autcur interprete le topos 
• Style is the dress of thought >, il convient de remarquer quc le volume est le rtsultit du travai) 
systâmatiquc d’un specialiste qui se scnt parafaitement ă l’aisc dans Ies litlâratures latine, 
franțaisc, anglaise, allemande.

CĂTĂLINA VELCVLESCU

CATHERINE KERBRAT-ORECCHIONI, La connotation, Presses L’niversitaires de Lyon, 
1977, 256 p. '

La discussion ă propos de la notion de connotation est provoqu£c par Ic statut 
mtnie de la categorie vis-â-vis de la denotalion. Elle provient aussi de l'ambiguîie de scs reali- 
sations vu qu’cllc • se greffe sur la materialite du langage dc denotation, pour le detoumer â 
son profit ct le semantiser cn des lleux inattendus > (p. 197).

La connotation a attire Ies commentaircs des specialistes qui, d'unc maniere ou d'une- 
aulre, d’une perspective ou d'une autre, ont cu l’occasion dc la definir.

Ce quc se proposc Cathcrine Kcrbrat-Orecchionl dans son etude, c'esl de se silucr au-des- 
sus des autres definitions et, en parlant quand mCme d'ici ct cn apportant des exemples divers, 
de construire un schema complet de la notion, schema qui pourrait eclaircir el conceptualiscr 
la connotation.

Tout comme cile rafflrme, cn poiemiquant avec ccux qui diminuent rimportancc de ce 
terme, la connotation est indispcnsable ă la languc, l’ignorcr c’est appauvrir le processus de 
communication, c’est au fond n’arriver jamais ă decoder en totalitc un mcssage, c'esl enlamer 
la signification d’un texte. Car > Ies connotations sont partout dans le langage •; elles se deploient 
dans Ie discours litteraire ct «decrire un texte litterairc c'est esscnLiellcinenl depisler Ies reseaux 
connotatifs qui le traversent et le struclurcnl • (p. 194). C'est ă parlir de celle conviclion 
qu’ellc s’cngagc â une action difficile et longue â dâpistcr Ies manifestalions de la connolation- 
C’est puorquoi cile attaquc, cn risquant des commentaircs, des disciplines paralinguisliques 
telles que la stylistiquc, la psychologie ou la pragmatique.

Mânie si cile risquc d’imprimcr â son âlude »l'allure d’un inventaire •. elle struclure le 
materiei d’unc maniere tres rigourcusc, conscientc dc ce quc resoud la connolalion: le probleme 
dc la polystmic tcxtuclle el aussi dc la subjectiviti.

Elle pari du parallelc toujours invoque enlre la denolation el la connotalion el cn sou- 
lignc la neccssitâ, 1’implication dans le processus dc la communication. Car le langage de con- 
notation implique celui dc denotalion, > Ies valcurs connolalives, bien que logiquemenl se- 
condcs ne sont pas pour aulant sccondaires, par rapport aux valcurs ddnolativcs > (p. 80).

Le chapitrc qui trăite Ic signifianl de connotation cherchc ă exlraire du • molâricl 
phoniquc ct/ou graphiquc ., des faits prosodiqucs auxqucls s'associenl le langage mimo-gesluel, 
l'importance souvant ignorâc des infonnations connotatives de ccltc nalure, le fait qu'ils peu- 
vent dire > moins pauvres • et que leur apport d'informalions est considârablc.

En passant par le probleme de la conslruction synlaxiquc comme signifianl de conno­
talion, des connotatcurs coniplcxcs, l'auleur souligne la dlversitâ infinic de ceux-ci el Iu ques- 
tion de • mellrc un terme â celte quâle des sens connotes • (p. 79).

I.'attitudc critique vis-â-vis des sâmioticicns qui ont tcuchf â la connolalion culinine 
avec l'altaque du celâbre schâma qui repr^sente la connolalion comme • d^crocMe - par rap­
port â la dânotation (Hjelmslev, Grelmas, Barthcs, Eco, ele.).

Lc support materiei dc la connotation, Ie signlllt de la connotation est lâgitimemenl 
rargument le plus fort dc la pertincnec du concept, c’est ce que dâniontre la speciflcile de la 
connotation. C’est pourquoi rauteur lui reserve la plus grandc pârtie du travail en essayant 
de la traiter d’unc maniere exhaustive. Si pour le signifianl de connotation. Cathcrine Ker- 
brat-Orecchioni a choisi la demarche Inductive, l'abord du connole lui imposc une dfinarche 
deductive qui lui permet dc mieux organiscr le chapitre et qui consiste â ânumerer Ies difle- 
rcnls lypes dc connotâs. Ccux-ci sont richcmcnt illustres avec des exemples des plus divers, pris. 
de la litterature, dc l'art, de la publicitc ou du langage familier.
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Dans ce chapitre, tine place assez importante est riservee aux connotations stylistiqucs 
et inonciatives prisentics d'unc maniere cohirente avcc leurs implications dans la signification 
•el aussi avcc leurs limites.

• Les connotations comme valcurs associees > permeltent A l'auteur des discussions plus 
ditaillics sur la divtrsiti des micanismes associatifs qui ont un râie fonda mental dans le pro- 
cessus de communication et qui, par leur nature, conduisent A la productivii du langage. Car 
■ces micanismes arrivent A ajouter au contenu des valeurs additionnelles qui ne font qu’ouvrir 
des perspectives A l’enrichissement • des systimes de sens seconds ».

La conclusion de Catherine Kerbrat-Orecchioni est optimiste dans ce sens, car clic 
•croit, cn consensus avcc Roland Barthcs, ii • l’avcnir d'unc linguistique dc la connotation <.

D. PETRACHE-LEMXY

■Groupcs d'Entrevernes, Analyse simiotique des textes. Introduction. Thioric. Pralique, Presscs 
linivrrsitaires de Lyon, 1979, 208 p.

^ 9 ^ ^  l'l n ^ F l i r  d’une Science qui a encore ses troubles, ses incertitudes. mime pour dili- 
“̂ hi&fJjsfronljires de son domainc (tout comme privoyait Ferdinand de Saussure) construire 

des modilert'analyse c’est s'cngager A un acte dc couragc. Car Ia simiotique. mime si clic est 
A Ia recherchc d’un langage propre, ayant la tendance de devenir une Science exacte, doit inti- 
grer Ies scicnccs humaines. cn connaitrc les principes ct cn fructifice les donnies pour iviter 
l’ariditi d’un langage trop sec.

Cc sont d'ailleurs quelques problimcs que le Groupc d’Entrevernes cssaie de risoudre 
dans Analyse simiotique des lextes. Cettc itude est en fait un < jeu de di-construction » ayant 

■comme catalyseur un «comment» qui hanțe l’analyse simiotique: t comment ce texte dit cc 
qu’ll dit?», s’il faut trouver une opposition profonde, alors • comment. aux diffirents niveaux, 
Ic texte „travaille” avcc cettc opposition, comment elle est structurantc de Ia langue dans le 
texte ct comment cile organise le ricit ? ».

Ayant comme principe la valorisation dc la diffirencc qui est Ia condition mime du sens, 
la demarche simiotique s’appuie surla « di-construction », sur le diploicment de tous les niveaux 
pcrtlnents oh I'on saisit les diffirenccs concluantcs pour la signification.

Mime si cette introduction A l’analyse simiotique des textes est. comme on l’avou e 
dis le dibut, le diveloppement d’une sirie d’articles publiis sous le titre de Rudiments d’analyse. 
Ic caractirc systimatique ct unitairc s’impose.

On ne pourrait pas, dans ce cas, parter dc la composante discursive sans la rapporter 
a la composante narrative, on ne pourrait pas non plus aborder le carri simiotique avec toutes 
les relations et Ies opirations qui le traversent sans distinguer les isotopies : I’isotopie simanti- 
que assurie par Ia redondance des catigories classimatiques et I’isotopie simiologique, assuree 
par Ia redondance des catigories nucliaires.

L’analyse immanente, c'est-A-dire un exposi du fonctionnement textuel de la significa­
tion, le • comment • du sens, l’analyse structurale, parce qu’elle vise la description de Ia forme 
du sens, • l’architccture du sens » et l’analyse du discours qui envisage la «compitcnce discur­
sive > s’avArent indispensablcs A tout modile d’analyse simiotique.

Conscients de cc fait ct aussi du caractire inachcvi ct ilimentairc dc leur itude, les 
auteurs ne font que proposer un modile d’analyse, cn suivant Ie point de vue d’A.-J. Grei- 
mas. 11 s'agit vraiment d’un modile ouvert qui pcut constituer une pârtie d’une thioric simio- 
tiquc prile A subir des interventions qui pourraicnt l’amcndcr.

L’appllcation du modile aux deux textes (L’homme â la cervelle d’or, par Alphonsc 
Daudct et le ricit de la tour dc Babei) permet aux auteurs d’abordcr la dimarchc diductlve 
ct respeclivcmcnt inductive ct aux lecteurs de faire des excrcices applicatifs pour virifier 
la validiti des schimas proposis. • L'ilasliciti i du modile est confirmie, car ii s’adaptc dans 
ce cas A deux textes diffirents comnic structurc, comme style, comme ipoquc de criation.

Mime si l’on n’a pas ipuisi toutes les valeurs du sens des ricits soumis A l’analyse, on 
a riussi quand mime A montrer Ia maniirc d'uliliscr Ies donnies thioriques cxposics, car l’ana­
lyse ne veut pas et ne peut pas Sire exhaustive.

Cest en parlant dc cc fait qu'il faut voir dans les riglcs simiotiques Ies plus ilimen- 
taires et les plus ginirales la voie pour dicouvrir la specificite d’un texte, pour souligner le 
trăit particulicr de celui-ci el mime pour en apprecier la beaule ct la valcur artistique. Car, 
cn fait • Ia description simiotique est avant tout une re-icriture des iliments fournis par le texte 
dans Ies termes autorisis et organisis par la thiorie semiolique sur laqucllc la description 
s ’appuic».

D. PETRACHE-LEMNY
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