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Koszonto

Szeretettel készontom 65. sziiletésnapja alkalmabdl Takdcs Ferencet és
az tlinneplésére dsszegytilt kollégdkat, bardtokat, kedves vendégeinket!

Szeretettel készéntém Takdcs Ferencet, a budapesti E6tvés Lordnd
Tudomdnyegyetem Bélcsészettudomdnyi Kardnak Angol-Amerikai
Intézetében miikod6 Anglisztika Tanszék docensét; James Joyce miive-
inek kiilféldén is elismert kutatéjdat, az ir irodalom, torténelem és kul-
tiura kivdlé ismerdjét és a magyarorszdgi ir-kultusz oszlopos tagjdt; a
Népszabadsag, a Mozgé Vilag, a Magyar Narancs és a Filmvilag rend-
szeres recenzensét, kilencszdzhoz kézelité szamu publikdlt irds szerzdjét.

Készontom Takdcs Ferencet, aki nemcsak mindent olvasott, amit az
ember el szeretne olvasni, de mindenre emlékszik is; aki vonakodik bdrkit
is tanitvdnydnak nevezni, de akitél mindannyian rengeteget tanulunk.
Készontom Takdcs Ferencet, aki életvitelszertien kételkedik a hangzatos
dllitdsok igazsdgdban és mindig szol, ha 1éggémbét fiijnak érvelés vagy
elemzés helyett; aki eqgy révid irdsban is képes helyére tenni eqy szerzit
vagy jelenséget, de vég nélkiil tud eléadni, ha akar, bdrmirdl; és aki tiirel-
metlentil hallgatja a félésleges eléaddsokat, de lehet, hogy a kidszontd-
ket is, mert inkdbb Cervantest szeretne olvasni. Végiil koszéntém Takdcs
Ferencet, aki minden brit filmet ismer, aki otthon van a kortdrs magyar
képzémiivészetben, és aki azért szereti Brahmsot, mert Brahms mindent
tud, de semmit sem akar.

Készéntém az Osszes szerzot, aki a kétetben szerepld miiveket,
verseket, visszaemlékezéseket, tanulmdnyokat, miiforditdsokat meg-
irta. Készéntém Dezsdé Tamdst, az Edtvés Lordnd Tudomdnyegyetem
Bélcsészettudomdnyi Kardnak dékdnjdt, aki kidllt mellettiink az egye-
temre jdro egyre nehezebb id6kben is. Készéntom Kdllay Gézdt, akinek
segitségével az OTKA 79197. szamu projektje a kiadvdnyt tdmogatta.
Készdntom Ddvid Beatrixet, aki az tigyeket lebonyolitotta, Szalay Mikldst,
aki a kitetet megtervezte, Simonkay Zsuzsanndt, aki a nyomdai el6készi-
tés technikai munkdlatai mellett Vesztergom Janindval egyilitt a szerkesz-
téshen is oroszldnrészt vdllalt, és végiil készontom Farkas Akost, aki a
kétet szerkesztésének felelGsségét a valldra vette.

Valamennyiiik nevében kivanok még sok boldog sziiletésnapot, sok
sikert, jo egészséget és tovdbbi lankadatlan alkotékedvet!

Budapest, 2012. november 19.

Friedrich Judit
tanszékvezetd



Laudation

We have gathered here today to celebrate Ferenc Takdcs, associate profes-
sor at the Department of English Studies, School of English and American
Studies, E6tvds Lordnd Tudomdnyegyetem, Budapest. Let us celebrate
Ferenc Takdcs, internationally renowned scholar of the work of James
Joyce, expert on Irish literature, history and culture, and founding father
of the Hungarian cult of everything Irish. Let us celebrate Ferenc Takdcs,
a well-known reviewer for literary and cultural dailies and periodicals,
including Népszabadsag, Mozgé Vilag, Magyar Narancs and Filmvilag,
a literary critic whose number of publications is approaching 900 titles.

Let us celebrate Ferenc Takdcs, who has not only read everything one
would like to read but also remembers it all; who has been a reluctant
master of disciples but from whom we have all continued to learn. Let
us celebrate Ferenc Takdcs, who persistently questions statements of any
kind and will spot intellectual insincerity from miles away; who will place
an author or a work in its most revealing context in a brief piece but can
lecture endlessly, when he chooses to do so, on any subject whatsoever;
and who will, impatiently, sit through superfluous talks and laudations,
even though we all suspect he would rather be reading Cervantes. Finally,
let us celebrate Ferenc Takdcs, who has seen every British film, who is at
home among contemporary Hungarian art and artists, and who prefers
Brahms as someone who knows all there is to know and desires nothing.

Let us also celebrate those who made this volume possible: those
who wrote the pieces collected here, who created the poems, translations,
essays, studies and memoires, as well as those without whose support
the publication would never have happened: Tamds Dezs6, Dean of the
Faculty of Humanities, ELTE, Budapest, who stood by the volume in spite of
the difficult times in which the university found itself; Géza Kdllay, whose
help was instrumental in gaining the support of OTKA Project No 79197
for the publication; Beatrix Ddvid, who ran all matters administrative;
Miklés Szalay, who created the graphic design; Zsuzsanna Simonkay, who
performed the layout work and cooperated with Janina Vesztergom in
helping the volume take shape; and Akos Farkas, who took on the respon-
sibility of editorship.

Let us all wish Ferenc Takdcs many happy returns of the day, good
health and many more years of inspired creativity!

Budapest, 19 November 2012

Judit Friedrich
Head of Department



Eloszo

Tillarom haj! Esetleg: ihaj-csuhaj, a nemjo6jat! De semmi esetre sem
ingyom-bingyom taliber. Nem, a kisiskoldsok kérében népszerti dalocska
aligha lenne alkalmas rd, hogy felidézze Takdcs Ferenc kedvenc kocsmai
ndtdjanak hangulatdt. Persze, ha azt mondom, tillarom haj, ihajcsujah,
esetleg - Ziirich- vagy inkdbb Nashville-kérnyéki dl-németséggel: yodel-
oh-ee-dee-yodel-oh-dee - az sem ugyanaz, mintha elénekelném - vagy
inkdbb elkidltandm - a ,,Finnegan’s Wake” cimii ir vigballada refrénjének
kezddsordt. Whack fol the dah! - vdgja az 6t tivornydzva gydszolé rokon-
sdg képébe az ittasan nyakdt szegett, de a verekedésbe torkollo virrasz-
tds kozben elhajitott iivegbdl rdfréccsend csodds nedil hatdsdra uj életre
ébredd és mindjdrt tdncra is perdiilé kémiiveslegény, Tim Finnegan.

Mint azt a hazai - és mondjuk ki: az dsszeurdpai - Joyce-kutatds
egyik legjelesebb képviseldjének, Takdcs tandr urnak, a mi Ferinknek
minden valamirevalé tanitvdnya dlmdbdl felébresztve is tudja: a dublini
mester legtaldnyosabb és egyben legmulatsdgosabb mtivének, a Finnegan
ébredésének nemcsak cimét, de a kéros elfojtdsok, a testvérviszdly és az
elmulds rémségén tullépni képes nyelvi-miivészi teremtberd témdjdt is az
itt megidézett kocsmaballaddbdl vette. A joyce-i példdt kivetve — no meg
Feri pdlyatdrsdnak és alkalmi nétdzé partnerének, Ferencz Gyézének
tandcsdt megfogadva — mi, a szerkeszték (Simonkay Zsuzsi, Vesztergom
Janina és jémagam) is a ,Finnegan’s Wake” cimil balladdbdl emeltiik el
az tlinnepelt el6tt tisztelegni hivatott 6sszedllitds cimét.

Ezen felbdtorodva aztdn kétnyelvii és sokszerzdjil kitetiink tema-
tikus szekcidit a kocsmaballada-ihlette, szdznyelvii és ezerértelmii
regényféleség, a Finnegans Wake néhdny kulcsszavdt kélcsénvéve nevez-
tiik el. Iqy keriiltek példdul az irlandisztikai tdrgyt frdsok az Allover
Irelands, az amerikanisztikaiak a Rearrived from North Armorica, a
tarstudomdnyok - az alkalmazott és elméleti nyelvészet, a nyelvpedago-
gia, a kultura- és irodalomtanitds - miivelGinek tanulmdnyai pedig a
Sexophonologistic Schizophrenesis fejezetcim ald.

Hogy ezek koziil a Joyce-tél vett focimek koziil melyik hogyan taldl, azt
az olvasé nyilvdn eldénti magdnak. Annyit taldn mégis megelblegezhetek
szerkesztétdrsaim nevében is, hogy a legszellemesebbekre Feri egykori
hallgatdja, a kivdlo Joyce-ista, Mecsnéber Tekla hivta fel a figyelmiinket.
Készonet érte!

Ha most mégsem a Tekla leleményét dicséré Wake-idézeteink egyike
zdrja itt a példdak sordt, annak féleg személyes oka van. Az ugyancsak
a Finnegan-konyvbél vett, de Takdcs Ferenc pdlydjdnak egy kordbbi



szakaszdban is fontos szerepet jdtszo T S. Eliotra utalé szekciécimiink
kifejezetten az linnepeltnek szdnt vagy a réla szdlé irdsok csoportjat
jeléli. A széban forgé fejezetcim a kényv szerzdinek és szerkesztbéinek
Takdcs-képét is hivatott lenne a Ferire és Joyce-ra egyardnt jellemzd,
tréfds komolysdggal dsszefoglalni. A Puszta orszag egy francia nyelvii
alliziéjat angolosito, kényviinkben az elsé nagyobb részt jel6l6 Wake-
idézet igy hangzik tehat: My shemblable! My freer!

Hogy ez hogyan is szélna magyarul? Nos, a poliglott széjaték fordit-
gatdsa helyett jobb, ha visszatériink a Finnegan-balladdhoz, azon
beliil is a torténetben fGszerephez jutd csodds ital nevének eredetéhez.
A whisk(e)y-szd, mint azt jubileumi kétetiink egyik elbeszélésébdl is
megtudhatjuk, a gael usquebaugh vagy uisce beatha kifejezésbdl szdr-
mazik, melynek eredeti jelentése: az élet vize. Ferinek a szerkeszték nem
is kivdanhatnak mdst, mint hogy torkdt ezzel a csodds vizzel locsolgatva
gondoskodjon réla, hogy szelleme még nagyon sokdig olyan elevenen lo-
bogjon, mint amilyennek mi, szerencsés tanitvdnyai, kollégdi és bardtai
az évek sordn megismerhettiik. Whack fol the dah will ya dance to your
partner!

Farkas AKkos
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Foreword

Here is some nonsense Hungarian for beginners: Tillarom haj! Or how
about this one: Thaj-csuhaj, a nemjéjat! But no, ingyom-bingyom taliber
will certainly not do. Popular with children, the choral ditty where the
last bit comes from has precious little to do with the mood of pub-crawl-
ers’ merry-making evoked by Ferenc Takdcs’s favourite drinking song.
But then the yell tillairom haj or ihaj-csuhaj, not to mention the German,
or pseudo-German, yodelling sequences heard in songs once so popular
in bars around Zurich or Nashville are also a far cry — pun intended -
from the opening line of the Irish music-hall ballad known as “Finnegan’s
Wake.” Whack fol the dah! - goes the lilting gibberish flung in the face of
the unruly mourners turning the wake of the newly deceased bricklayer,
Tim Finnegan, into a ruction or violent brawl.

Even the least diligent student who has ever heard Professor Takdcs,
our foremost authority of Hungarian and international Joyce scholar-
ship, lecture on his special topic, would be aware of the basics concerning
the Dublin master’s most intimidating and yet most enjoyable work. At
the slightest prompt, such a student would rattle off how it is the comi-
cal ballad of the same name that the novel Finnegans Wake owes not
only its title to but also its central theme of art and language’s potential
to transcend the crippling repression, fratricidal strife, and irresistible
mutability that human life is subject to. Taking our hint from the great
Irish writer, and following the friendly advice of Feri’s colleague and oc-
casional singing pal, Professor Gyézd Ferencz, I and my fellow-editors
Zsuzsi Simonkay and Janina Vesztergom decided to lift the title of this
anniversary collection from the comic ballad inspiring Joyce himself.

Emboldened by our primal act of Joycean thievery, we went on to
ransack Joyce’s own Finnegans Wake for subtitles heading the major the-
matic sections of the volume Whack fol the dah. That is how this bilin-
gual and multi-authored book has its various parts named after some of
the key-terms of Joyce’s polyglot and multi-faceted masterwork. Thus the
sampling of essays in Irish studies has come to be called Allover Irelands,
the section containing pieces on US and Canadian literature has been
named Rearrived from North Armorica, and studies in the field of such
sister arts as pure and applied linguistics or the methodology of teaching
languages, cultures and literatures have been grouped under the heading
Sexophonologistic Schizophrenesis.

How appropriate these and the other thematic subtitles of a Wakean
provenance are should be left to the reader to decide. What can safely
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be revealed at this point, however, is that the editors themselves found
those items the wittiest which had been suggested to them by a voluntary
helper - Professor Tekla Mecsnéber, one of Feri’s best former students,
whose work as a Joyce-scholar has brought her recognition outshining
any praise that could be bestowed on her in this place.

The reason why my last example of our Joycean borrowings does not,
after all, pay homage to Tekla’s erudition is of a mostly personal nature.
While also coming from Finnegans Wake, the title heading the group of
pieces addressed directly to our celebrant or written specifically about his
person has just as much to do with T S. Eliot, that other modernist classic
who kept professor Takdcs busy for quite a while. The section header in
question was selected with the intention to sum up the image of Feri as
it appears to most of this volume’s authors and editors. Here goes then
the Wake’s Anglicized version of a French literary quote woven into the
fabric of The Waste Land, as it stands at the head of the first, personal,
section in our collection: My shemblable! My freer!

Venturing a hermeneutic analysis of the line worthy of our celebrant
would be an attempt doomed to instant failure. It is much safer then to
return to the ballad “Finnegan’s Wake” and, more specifically, to the deri-
vation of the name designating the beverage of miraculous powers play-
ing such an important part in the comic Irish pub song. As mentioned in
one of the pieces in this collection, the word whisk(e)y comes from the
Gaelic usquebaugh or uisce beatha, a term meaning the water of life. |
cannot think of a better wish to Feri, made on behalf of my fellow-editors,
too, than the invitation for him to pour as much of this water of life down
his gullet as he can hold to keep his vital spirits as brilliantly active as we,
his disciples, colleagues and friends have all been privileged to know him
for. And, before I forget: Whack fol the dah will ya dance to your partner!

Akos Farkas
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MY SHEMBLABLE! MY FREER!

Takdces Ferenerol, Takdes Ferenctol
On Ferenc Takacs, by Ferene Takdcs






Ferencz Gy6z6

Jovendo évek elé

Takacs Ferencnek
Ott egy szakadt fonal

Nehéz igy nekivagni az éregkornak, hogy -
Mondta bardtom nem minden atmenet nélkiil,
De nem annyira tovabbfiizve, mint inkabb félbeszakitva

Sajat szavait, ahogy egy vendéglébdl kiléptiink.
Nem emlékszem, befejezte-e vagy észbekapott és elharapta
A szokatlan kitarulkozas folytatasat

Es csak én toldottam meg magamban a hangjan,
Hogy nehéz igy nekivagni az 6regkornak, ilyen hitetleniil,
Hogy nem hiszek semmiben. Ha mondta,

Hat abbahagyta és masrol kezdett beszélni.
De én elhiszem, hogy nehéz, ha kételyek sincsenek,
Ha meg se kisért az a masik lehetdség,

Hogy mégis, miért ne lehetne. De nem féltelek,
Mert ha valami csoda folytan 1épéseink lancolata itt a lenti
Forgatagban mégsem sziikségszeriien esetleges

Jelentések szérodasaként irhato le,
AKkKkor te hazatérve a szakallas kulcsor lelki
Hovatartozasodat firtaté okvetetlenkedését

Félbeszakithatatlan szévegfolyammal elsodorva
Bebeszéled magad a meta-létezésnek abba az egébe,
Amelyben persze akkor sem hiszel majd,

Amikor az angyalok hiiledez6 kardnak
Bizonyitod be - hogy is mondjam - jelenvalésagunk
Erveinek onnan nézve cafolhatatlan csédjét.

2001

15



Hetényi Zsuzsa

Takacs Ferenc margoéjara

(Tobbnyire ragrimes siraté koszéonté bordal)

Tarolénkban esett meg e szimbolikus torténet,
Vizszerel6k szétkurtak a csapot meg a fodémet.
Akaratlan megidézték a kiontott konnyeket,
Elaztattak mind az orosz sorsrol sz416 konyveket.

Egyik rancos, azott példany Takacs Ferit illeti,

Aki az ily kivert, arva lények gondjat viseli.

Egereket 6 nem itat, inkabb magaval teszi,

Ront vagy javit, de nem henyél, megissza és megeszi.

Na, Ferikém, eddig ezt az email verset ismerted,

De hogy bekeriil A Konyvbe, megalmodni se merted.
Kivanom, hogy hintsed tovabb szorgosan az ir magot,
Orok bolygé éjjaréként fogadjon Les Deux Magots,

Magunknak meg azt kivdnom, tartson széval, betiivel,
Ne tor6djon azzal a sok armanykodo tetiivel,
Egyen-igyon pecekjének, pocakjanak javara,

R4 se rantson, mi a divat, van-e haszna vagy kara.

Sok évig és j6 formaban,
Humaniérak sodraban

Ide kapa, ide nyél -

Nem henyél, sej... de! Henyél!
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Bdn Zsdfia

,Fe, fo, fom!”

avagy talalkozas harom fiatalemberrel

Minden ember tobb emberbdl van 6sszerakva. Ezt nem én mondom,
hanem egy nagy iro, de ett6l még akar igaz is lehet.

Minden ember tobb emberbdl van 6sszerakva, de ez nem mindig lat-
szik. Amikor viszont igen, az olyan meghokkentd. Vagy megnyugtato.
Gondolom, ez attdl fiigg, hogy mi magunk hany emberbdl vagyunk 6sz-
szerakva. (Ment6kérdés: Szerb husz, 6t cseh, 6t torok, 6t géorog, hany
ember? J6l van, kollegina, ne busuljon - nota bene: busuljon a 16! -,
tudja azt maga, csak momentan nem jut eszébe. Happens to the best of
us, mondja a hdrom Feri és megért6en bologatnak, pedig nekik mindig
minden az esziikbe jut, olyasmi is, amirél mas még csak nem is hallott
harangozni.)

Almomban harom Feri voltam és jatszottam egymassal. Egyikiink sem
birt tdljarni a masik eszén. Ez volt benne a jaték, hogy ugy csinaltunk,
mintha lehetséges lenne, pedig tudtuk, hogy nem az. J6 kis jaték volt,
mindig mindenki veszitett. Vagy nyert.
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Almomban harom Feri voltam és vitatkoztam egymassal. Na, ott aztan
k& kovon nem maradt. Mi tagadas, sajat érveim sulya alatt megroppan-
tam.

Harom Feri vagyok és megyek a Pesti Barnabas utca negyedik emeleti
folyoséjan, egyszer csak hallom, hogy egy angol-francia szakos didk-
lany azt mondja a masiknak: nézzed mar, a Takdcs nem pont Ggy néz
ki, mint a Balzac?

Két ( vagy harom?) angol-francia szakos didklany vagyok és szeretjiik
a Balzacot is, meg a Takacsot is (ilyen bonyolult volt akkoriban min-
den). K6zben eltelt mondjuk, harmincot év, de bizonyos érzések nem
valtoznak: Balzac, Takacs.

Csak egy valaki ismerte ki magat mar akkor is: a harom Feri. ,History,
Stephen said, is a nightmare from which [ am trying to awake.” Ezt
ugyan eredetileg nem a harom Feri mondta, de akar ¢ is mondhatta
volna. En mindenesetre téle hallottam.

Gyanakodni, kapirgdlini, ledsni, nem készpénznek venni. Ezt kaptuk a
harom Ferit6l Gtravaléul, bele a kis divatos hippitarisznyankba. Hozza
egy csinos banyaszlampat.

Feltevés (1): a harom Feri azért van harman, mert ennyi tudas egy
fejbe, alas!, nem fér bele.

Feltevés (2-3): a harom Feri vagy azért van harman, hogy édesany-
janak 6romet okozzon, vagy netan szépen, egalitariusan azért, hogy
senki se szenvedjen hianyt.

Mi mindenesetre - és ezuttal nem kell gyanakodni, nem kell utdna

menni, nem kell kapirgalni - ériiliink. Amde akarhanyan is van, 6 azért
mindig egy. Magyarul gy mondjuk: unikum.
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Bozai Agota

How to be an Idiom
avagy: A Stilus az Amber

Kezdetben vala a szem6ldok rancolasa. Az embernek valahogy ina-
ba szall a batorsag, gyomorban rovarszarny-verdesés érzése tamad,
ha Takacs tanar ur homloka rancot vet arra az orbitalis Kijelentésre,
hogy a Finnegans Wake magyarra forditasanak fajaba fejsze csap in
progress.

Es volt egy tanszéki kirandulds, rapport jellegii, valahol Visegrad
alsén, ahol in pub-lik tettemre hivas tortént, és Takacs tanar Ur szem-
6ldoke mintha bedllt volna abba az dsszehuzottsagba. El is bizony-
talanodtam legott, aztan elhuzott az ale-boy, én pedig ott maradtam
per una selva oscura a szovegmunkassag ttjanak felén és az sem volt
sicher, hogy mi a forrasnyelv és mi a cél. A lehetetlen feszeget6dott,
vagy valami ilyesmi.

Miutan Tak&cs tandr ur lett a doktori témavezetém, felvettem ndla
a Finnegans Wake szeminariumot, és egy szemeszteren keresztiil bo-
gozhattam vele szoveget lagert6l (sormindség) culagerig, és volt sok-
sok csemege food for thought, jelentések rétegezédéseinek feltarasa,
magyar-azatok és olyan szoveg-szoszolés, amit csak a vérbeli bolcsé-
szek szeretnek. Jatszani is engedett, és csak amultunk ott mi hallgaték,
mint akik félrenyelték az élet vizét, hogy mi mindenre elég az id6, hogy
ennyit tudni és igy, és az Osszefiiggések, az apré részletek... és mind
csak ugy, mint a vizkifolyas...

AkKkor lattam Takacs tanar urat el6szor nevetni, vagy csak akkor
tlint fel talan, old6dott a gyomorgorcs, amikor a szeminariumon az a
bizonyos Joyce oeuvre tomoritve feladat hangzott el, és a megoldasom
az volt, hogy Joyce e vita. Ez némileg anakronisztikus, hiszen a dolce
akkor még odébb volt, meg amugy is, de ropke mosolyfakasztd szd-
viccnek elment.

Es volt sok eldadas, amin csodaltam tudasat, kitartasat, az értékek
melletti kidllasat, amit nem mond a szemébe az ember, nehogy szervi-
lisség gyanujaba keveredjen, mert az valahogy nem venné ki j6l magat,
de kozben beleivddik az elmébe a példa, hogy basszuskulacs, ilyen sze-
retnék lenni én is: distilled és korrekt, mint egy joféle single malt és
maztalan, mint az eredeti scone.
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Aztan legutobb Szombathelyen a felhajtas, porhintés és minden
hivatalos program végén, miutadn végtelen humorral elnézte nekem
azt a mérhetetleniil otromba és minden logikat nélkiil6z6 hibat (Irish
bull), hogy nem ismertem meg feleségét, Pannit, aztan tlirelmesen (mi
tobb, rezzenéstelen arccal) végiglilt sok el6adast, és elnokolt két tel-
jes napon at. Mindezek utan bucsuzaskor ott a f6 téren, vis-a-vis the
wallbdl kilépni akaré Joyce szoborral szakmai véleményt mondott a
Finnegans Wake magyar sz6vegérdl, amit most sem osztanék meg, de
amivel erot és kitartast adott. Homlokrancot nem lattam koézben, bar
sokat romlott a szemem.

Many happy returns to Szombathely, tanar ar, ewer last thing joyce-
fullness and lots of puns; remélem, ir is.

20



Asboth Laszlo

Feri, az Eotvos Klub
és az amerikaiak

Az 1970-es évek masodik felét irtuk. Nagyon friss diplomammal a zse-
bemben, féallasban egy f6iskolan dolgoztam, amit most nem nevezek
meg, aki tudja, melyik volt, j6, aki nem, nem baj, nem a név az érdekes.
Ami érdekes, az egyrészt az, hogy mellette - micsoda megtiszteltetés,
még tojashéjjal a hatsémon! - éraadéként stilgyak (a fiatalabbaknak:
Nyelv- és Stilusgyakorlatok) o6rakat tarthattam az Angol Tanszéken.
Masrészt, és most ez a fontos, szinte tapinthatéva valt szamomra a ha-
talmas kiilonbség, ami a két intézmény szellemisége kozott uralkodott.

Takacs Feri 6rajara nem jartam hallgatoként, valahogy nem jutott
el a tudatomig, hogy sokat veszitek ezzel, tajékozatlan voltam. Evfo-
lyamtarsaimtol hallottam, hogy ,jo fej”, j6 a humora, és sokat lehet téle
tanulni. De, mondom, nem voltam elég tajékozott. Utdlag, persze, mar
bantam, de késé banat... Azért teljesen nem maradtam ki a Feri altal
nyujtott sziporkakbol. Most két torténetet szeretnék feleleveniteni,
mely élénken él az emlékezetemben, széltében-hosszaban mesélem,
és néha még ma is hangosan felnevetek, ha eszembe jut.

Az elsd torténet az Eotvos Klubhoz kotédik, ahol annak idején
rendszeresek voltak (és milyen jok voltak!) az Angol Tanszék 6ssze-
jovetelei. Az egyik ilyen alkalommal, mar nem tudom, volt-e vezér-té-
ma vagy mindenki hozott, el6adott, amit akart, mindenesetre az est
kozepe tajan felallt Feri, el6tte néhany konyv, és némi bevezetd utan
részleteket olvasott fel. De atyaég, milyen részleteket! Az akkori kozel-
multban elhunyt és a még é16, a rendszer altal megbecsiilt kortars irok,
koltok elfelejtett vagy szandékosan eldugott miiveibdl voltak ezek az
idézetek, amelyek Rakosi és Sztalin dics6itésére irodtak, és, monda-
nom sem Kell, a hatso fél fényesre nyalasanak, az elvtelen megalazko-
dasnak a mintapéldai voltak.

Na, de szamomra ez csak az egyik amulat volt. A masik dmulat,
amelybe beesnem adatott, az volt, ahogy Feri ezeket az idézeteket
kommentalta. Ismerjiik fanyar humorat, szandékosan nem sietds be-
szédstilusat (talan, hogy a hallgatésagnak legyen ideje megemészte-
ni, amit mond? Néha kell is hozza egy kis id6). Nos, ez itt nagyon is
,ult”. Emlékszem az egyik mondatara, amivel a mindenhaté nagy ve-
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zért bevezette: ,Sztalin... Joszif Visszarionovics... talan az idésebbek
kozott van, aki még emlékszik ra...” - a kozonség gurult a rohogéstol...
Es utiana kovetkeztek az idézetek az iroktol, koltéktdl, akik rendelésre
vagy meggy6z6désbol olyan édakat zengtek a tomeggyilkosrdl, mint-
ha maga lett volna a szentek szentje. Es Rakosirél nemkiilonben. Es
Feri mindegyikhez szellemes, maré giinnyal atitatott kommentarokat
flizott. Konnyek folytak, a didkok, kollégdk a hasukat fogtak, ugy ne-
vettek.

Kivéve engem. En is boldogan gurultam volna a rohogéstél, de...
volt egy bokkend. Es most utalok vissza az elején emlitett dologra, a
kilonbségre az akkori féiskolam és az Angol Tanszék szellemisége ko-
z0Ott. A f6iskolan olyan - abban az id6ben mar anakronisztikus - rako-
sista szellem uralkodott, amely egy krokodil mosolyaval, még a régi
rend szerint, kinyirt barkit, akire rasiitotte, hogy a rendszer ellensége.
Tanszékvezetd csak az MSZMP tagja lehetett (megjegyzem, sok eset-
ben szakmai szinvonaltdl fliggetleniil), ndlunk, az Idegen Nyelvi Tan-
széken, az oroszos munkacsoport kiilon klikket alkotott, akik fiigget-
leniil attdl, hogy val6jaban milyen tanarok voltak, folotte alltak a tob-
bi (angol, német, stb. szakos) f6ldi halandénak; amit 6k csinaltak, az
megkérddjelezhetetlen volt, és jaj volt annak, aki nem mosolygott ra-
juk kell6 intenzitassal. Az igynevezett Szabad Partnapra el6szor nem
akartam elmenni - hiszen én nem vagyok parttag. Egy joakarom felvi-
lagositott, hogy ha tanarként képzelem el a palyafutdsomat ebben az
orszagban, akkor eszembe ne jusson tavol maradni, mert az mindenki
szamara kotelezd! Csak a nevében ,szabad”... Kilonben is, az el6adast
egy nagyon fontos, magasrangu elvtars tartja. Nyitott szemmel szabad
aludni, és a végén kipirult arccal és litemesen tapsolni kell... Ahogy a
seregben mondtuk: ,Ertettem! Kérek engedélyt meghunyaszkodni!”

Hat nekem ilyen volt a ,hatterem”. Nem lévén rebellis tipus, és
mivel a munkamat, az éraimat, nagyon szerettem, kénytelen-kellet-
len elfogadtam ezeket az iratlan, 4m annal szigorubb szabalyokat, és
igyekeztem meghtizni magamat. Es erre most azt hallom, a sajat két
fiillemmel, hogy egy masik fels6oktatasi intézményben Rakosi és Szta-
lin karra viccelddnek. Es a kozonség nyiltan rohog. Csak néztem, mint
az a bizonyos Rozi a moziban: ,hat ilyet lehet?” Es hol az Avé, a Stazi,
a Securitate??? Meg vagyok rola gy6zdédve, hogy Feri az elsé néhany
perc utan nem folytathatta volna az el6adasat, ha mindez a féiskola
rendezvényén torténik. De itt, az E6tvos Klubban, vagy 30-40 percig is
eltartott az 6 kabaréja, mig végiil mar nem volt olyan ember a terem-
ben, akinek ne fajt volna a rekeszizma a sok nevetéstdl.
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K6szonom, Feri, hogy, miutdn lattam, hogy nem visznek el bilincs-
ben, lassan én is feloldédhattam, és egyiitt torolgethettem a szemem
a tobbiekkel.

Es most a masik torténet. Még mindig elég régen, talan 1980-81
kornyékén. Tanszéki értekezlet. Sok mas mellett az egyik nagyon fon-
tos téma: amerikai vendégek érkeznek rovid latogatasra, akik szakma-
béliek, és a kollégakkal tartandé megbeszéléseken kiviil egy angol iro-
dalomorat is szeretnének meglatogatni. Emléksziink ra, hogy abban az
id6ben a vasfiiggony még elég siirli szovésii volt, a tengerenttlrél nem
sokan és nem gyakran vet&dtek erre a vidékre, sem maganemberként,
sem szakmai mindségben. Es persze, a masik fontos tényezé: a Pes-
ti Barnabas utca. A régi éptilet, még joval-jéval a nemrégiben tortént
felujitas elétt, malladozva, tiizoltasszerl javitdsokkal (aminek min-
denhol latszottak a nyomai a falakon meg amerre néztiink, a beazas és
csérepedés festetlen foltjaival egyiitt) - és f6leg, ami most, a torténet
szempontjabol fontos: nagyrészt takaritatlanul! Ahogy a nagymamam
mondani szokta volt: ,csak ahol a papok tancolnak”. Abban az idében,
ha az ember egy terembe bement, f6leg tigy, hogy el6tte nem volt ott
csoport, aki mar ezt megtette volna, jobban jart, ha azzal kezdte, hogy
papir zsebkenddvel alaposan megtorolgette a székét és maga el6tt az
asztalt, ha nem akarta a nap tovabbi részét piszokfoltokkal a ruhajan
eltolteni. Nos ezért lett a terem takaritasa kiilon napirendi pont az ér-
tekezleten.

Valaki azt inditvanyozta, hogy ra kellene beszélni a takaritén6t
(igen, rdbeszélni - mert a takariton6k nem alltak a helyzet magaslatan,
és megvalni téliik nem volt érdemes, mert akik jottek volna helyettiik,
azok sem voltak lelkiismeretesebbek), nos meg kéne gy6zni a takari-
té nénit, hogy legyen mar olyan kedves, és a kivételes helyzetre valo
tekintettel az ,A” épiilet foldszinti folyos6szakaszat a bejarattol a tere-
mig és magat a termet, most az egyszer, kivételesen, mossa fel aznap
reggel és nedves ruhaval torélgesse at a bitorokat. Es a tanszék egy
emberként azon morfondirozott, hogy ki lenne a legalkalmasabb erre
a nemes, amde egyaltalan nem kénny( feladatra. Hmm. Ki legyen az
aldozat? Nem tolongtak a kollégak.

Es ekkor, ebben a kritikus helyzetben, megszoélalt Feri. Szokas sze-
rint fején talalta a szoget, és ,takacsferisen” adta tudtunkra, mit gondol
az egész ligyrol. Ugyan kérem, vihar egy pohar vizben. Amit mondott,
valahogy igy hangzott: ,Nem értem, minek ezen ennyit vitatkozni? Ha
egy amerikai belép ebbe az épiiletbe, az mar a kiiszobon elhanyja ma-
gat, és azutan mar teljesen mindegy, hogy a folyosénak az a szakasza
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és a terem frissen van-e takaritva...” A tanszéki értekezlet percekig ne-
vetés-sziinetet tartott. Ferinek tokéletesen igaza volt. Mert még a friss
takaritas is az akkori ELTE-médon tortént, és igencsak hagyott maga
utan kivannivaldt.

Ezt is k6sz6nom neked, Feri. Van két olyan adomam téled, amely
akarmilyen unott tdrsasagban biztosan feldobja a hallgatésagot.

Es most még egy raadas: akkoriban a sok szébeli vizsga, a j6 6reg
kollokvium mellett néha el6fordultak irasbelik is (zaroéjel, felkialtdjel!).
Harmadéves lehettem, amikor az egész évfolyam amerikai irodalom-
bdl tett irasbeli vizsgat — az akkori 1épték szerint nagy létszam, vagy
80 f6. Nagyel6ado, izgalom, korémragas, ,te mennyit késziiltél?”, ,Nem
tudtam mindent elolvasni.” Feri volt megbizva a terem-féfeltigyelettel;
a professzor, aki a félévben az el6adast tartotta, nem volt jelen, egy
papiron adta meg a kiadand¢ tételeket. Feri felirta a harom tételt a tab-
lara, és kisvartatva felfigyelt arra, hogy a teremben egyre hangosabb
az elégedetlenség moraja. Mi a probléma? Valaki 6sszeszedte a bator-
sagat, felallt, és kibokte: , EInézést, tanar tr, de ezek koziil egyrél sem
volt sz6 ebben a félévben!” Feri ismét megszemlélte a tablara {rt kérdé-
seket, és igy kérdezett vissza: ,Miért, az O’Neill, az maguknak smafu?”
Nevetés tort ki, oldédott a hangulat. Egy masik felligyel6 tanar azutan
felment a tanszékre, és tisztazta a félreértést: tévedésbdl egy masik fél-
év tételei voltak a papiron. Megkaptuk a ,valédi” tételeket. Ezek utan,
aki nem ment at, mar csak magdara vethetett.

Ferikém, Isten éltessen sokaig, er6ben, egészségben, humorban!
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Varga Ldszlo

Takacs Ferinek, sziiletésnapjara

Kedves Feri!

Hihetetlen, de j6 negyven tanév telt el, miota el6szor taldlkoztunk. Te
éppen az ELTE Trefort utcai gyakorldiskolajaban végezted az angol ta-
nitasi gyakorlatodat, én meg ott dolgoztam, mint nemrég kinevezett
angol vezetGtanar. Abban a tanévben (1971-72) emlékezetem szerint
harom olyan tanarjeldltiink is volt, akik kés6bb az ELTE Angol Nyelv
és Irodalom Tanszékének prominens oktatéi lettek. Te és Frank Tibor
Guéth Maria tanarnd jeldltjei voltatok, Kinos Laszl6 pedig az én je-
16ltem lett. Az 6ramegbeszéléseken, az 6rak kozotti szlinetekben, az
auldban vagy a tanari szobdban sokat beszélgettiink.

Aztan 1974-ben magam is atkeriiltem az ELTE Angol Nyelv és Iro-
dalom Tanszékére, ahol mar korabban éraad6ként nyelvészeti szemi-
nariumokat tartottam. Igy kozvetlen kollégak lettiink. 1976 szeptem-
berében pedig, amikor Obudara kéltoztem, egy reggel a buszmegall6-
ban, messzehordé hangodon Te tidvozoltél. Kidertlt, hogy két percre
lakunk egymastdl. Attol kezdve masfél évtizeden at, egészen addig,
amig be nem koltoztél a varosba, stirlin talalkoztunk, és dsszejartunk.
Te mindenrél mindig tudtal valami érdekeset mondani, mikdzben a
fotelben tilve, keresztbevetett 1abad bokajan egyensulyoztad a pohar-
kat. (Marikat, a feleségemet ilyenkor az alig palastolt frasz keriilgette,
de a poharka sohasem esett le.) Jellegzetes takacsi mozdulat volt ez,
akarcsak az, ahogy az dngyudjtédat a nadragszaradon végightizva egy
suhintdssal meggyujtottad. (Akkor még mindannyian dohanyoztunk.
Neked Gitanes és Gauloises volt a kedvenced.)

A Pesti Barnabas utcai épiiletben éveken at egy szobaban dolgoz-
tunk négyen: Takacs Ferenc, Nadasdy Adam, Kinos Laszl6 és joma-
gam: irodalmarok és nyelvészek vegyesen. Szerintem ez mindannyi-
unk javara valt. Meglep6 volt, hogy Te, a mar akkor neves irodalom-
tudos, mennyire érdekl6do és tajékozott voltal modern nyelvészeti
kérdésekben is.

Egyébként ekkortajt 1éptem at az ir6gép-korszakbdl a szamitoégép-
korszakba, és ebben neked oroszlanrészed volt. Amikor megvettem az
els6 gépemet (te komputernek hivtad, igy: ,kom-pu-ter”), a te autédon
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hoztuk haza, te telepitetted ra az akkori csucs-szoftvert (Word Perfect
5.0), és te tanitottal meg az alapvetd szamitégépes ismeretekre. Siri
csliggedéseim idején tapasztaltam, hogy vérbeli, tiirelmes pedagogus
vagy. A mai napig halas vagyok neked ezért.

Csillogd szellemességeidet és spontan el6adasaidat mindig élve-
zet volt hallgatni. Nem szeretted az lires formalizmust és tiltakozdsod
néha szarkasztikus format 6ltott. Emlékszem, egyszer egy tanszéki ér-
tekezleten jelenléti iv ment korbe, és mikor hozzad ért, igy irtad ala:
Laborfalvi R6za. A mogottiink 1il6 didkképviseld leany latta ezt, és az
értekezlet végéig fel sem mert nézni: majdnem megfulladt a nevetés-
t6l. De masra is emlékszem. 1993-ban szeretett tanarunk, kollégank és
baratunk, a nyelvész Andras Laci ravatalandl alltunk. Te ott nem szé-
gyellted a konnyeidet.

Az utobbi években sajnos ritkabban talalkozunk. Ennek f6 oka,
hogy atalakult az egyetemi struktiira. Régen az angol szak kisebb volt
és osztatlan, a tanszéki emberi kapcsolatok személyesebbek voltak,
a kiilonbo6z6 szakteriiletek képvisel6i jobban szdt értettek és tobbet
beszélgettek egymassal. Ez ma mar a multé. A régi tanszék helyébe
egy tobbtanszékes intézet lépett, a barati eszmecseréket felvaltottak
a szamtalan ligyben szamtalan helyr6l érkez6, tobbnyire személytelen
elektronikus iizenetek, és a BA-, MA-, PhD-szintek bevezetésével egyre
jobban szétaprézodunk és egyre kevésbé ériink ra. Gyakorlatilag alig
latjuk egymast.

De azért néha, tinnepi alkalmakkor, megallunk és emlékeziink.
Ilyen alkalom a mostani sziiletésnapod.

Kedves Feri, szeretettel gratulalok és a legjobb kivansagaimat kiil-
dom. J6 egészséget, humort, tudomanyos-szakmai sikerekben gazdag,
hosszu életet kivanok baratsaggal,

Varga Laci

Budapest, 2012. decemberében
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Czigdnyik Zsolt
Lektori salutem!

izelit6é Takacs Ferenc lektori jelentéseibél

Néhany évvel ezel6tt, egy konyvbemutatdén hangzott el az a kijelentés,
hogy Takacs Ferenc a magyar irodalomkritika doyenje. Ilyen hivata-
los cim persze nem létezik, az iinnepelt azonban publikaciéinak mind
mindségével, mind mennyiségével j6cskan kiérdemelte. Takacs Ferenc
megjelent irdsainak szdma az ezret kozeliti (bizom benne, hogy el6bb-
utobb el is éri), s szerzdjlik e parjat ritkito teljesitménnyel mar minden
bizonnyal beirta nevét a halhatatlan kritikusok nagykonyvébe, és alig-
hanem a magyar irodalomtérténetbe is. En azonban telhetetlen médon
most Takacs Ferenc szerteagazo tevékenységének egy olyan szeletével
kivanok foglalkozni, ami a nagykozonség el6tt vélhet6en ismeretlen.
1984 januarjaban, a George Orwell kdnyve nyoman szimbolikussa
valt év elsé Elet és irodalom szamaban egy pszeudo-lektori jelentés 1a-
tott napvilagot Takacs Ferenc tollabol a blindsnek kikialtott konyvrdl,
az 1984-r6l.' Az irds érzékletesen és szellemesen fejti ki, hogy eljott
az id6 a konyv magyarorszagi kiadasara. Az illetékeseket nem hatotta
meg az érvelés: a magyar olvasékozonségnek tovabbi ot évet kellett
varnia, hogy napvilagot lathasson Szijgyart6 Laszlé szamizdatban mar
régota terjedd forditasa. Késziiltek az Eurépa Konyvkiadé megbizasa-
bol valddi lektori jelentések is az akkor még legalisan magyarul nem
olvashato szerzoével kapcsolatban, s doktori disszertaciom irasa koz-
ben (melynek témavezetdje szintén Takacs Ferenc volt) érdeklédésem
ezen jelentések felé fordult. E16szor csak az Orwellt érinté néhany je-
lentést olvastam el (kozottiik is talaltam olyat, ami Takacs Ferenc szak-
értelmét dicsérte), majd csatlakozva a Gombar Zs6fia altal vezetett, az
irodalmi cenzurat vizsgal6 kutatdcsoporthoz, az elmult évek folyaman
igen sok irast olvastam at a Pet6fi Irodalmi Mizeum kellemes olvasé-
termében.? Szivmelenget6 érzés volt kollegaim, az ELTE BTK Angliszti-

1. Takacs Ferenc, ,‘Ezerkilencszaznyolcvannégy’ - ezerkilencszaznyolc-
vannégyben (lektori jelentés),” Elet és Irodalom 28.1 (1984. janudr 6.), p. 5.

2. Koszonet illeti Barna Imrét, az Eurépa Kiad6 igazgatojat, aki engedé-
lyezte, hogy kutassam a kiad6 tulajdonat képezd lektori jelentéseket, s mun-
kamat tanacsaival is segitette. Koszondm Varga Katalin, Komaromi Csaba és
Grof Maria, a Pet6fi Irodalmi Mizeum munkatarsainak, valamint Gombar
Zsé6fianak a segitségét is.
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ka tanszéke munkatarsainak neveivel talalkozni a jobbnal jobb irasok
szerz6i kozott: Géher Istvan... Sarbu Aladar... Ferencz Gy6z6... Takacs
Ferenc... Takacs Ferenc... Takacs Ferenc ...

Sajnos a fent emlitett kutatdcsoport palyazati tamogatas hijan ed-
dig nem érhette el céljat, hogy digitalizalva kutathatova tegye az Eu-
répa Kiadé angol nyelvii irodalommal foglalkozé lektori jelentéseinek
teljes allomanyat, igy jelenleg nem lehetséges megallapitani, pontosan
hanyat is készitett Takacs Ferenc, de az bizonyos, hogy a legaktivabb
lektorok kozé tartozik. S akarcsak publikacidi esetében, az eredetileg
a kiado bels6 hasznalatara késziilt jelentéseknél sem ment a mennyi-
ség a mindség karara: nem csupan az linnepelt iranti tisztelet mon-
datja velem, hogy Takacs Ferenc elemzései tobbnyire kiemelkednek az
egyébként is er6s mez6nybol. Ezek a (baljés hangzasu) ,jelentés” sz6-
val illetett irdsok, ha az 6 tollabdl szarmaznak, altalaban kisebb esszék,
gondosan elkészitett révidebb (altalaban harom-hat oldal terjedelm)
tanulmanyok, melyekbdl egyrészt kivilaglik szerzdjiik felkésziiltsége,
masrészt tobbnyire atsiit rajtuk az az 6rom, amivel a jelentés készit6je
az elemzend6 konyvhoz nyul. Biztosra vehetjiik, hogy ha pusztan rajta
mulott volna, egészen masként alakul a Kadar-Aczél korszak kényvki-
adasa.

A lektori jelentések szerzdjének neve - az Eurépa Kiadé hataro-
zott kérésére - csak abban az esetben k6zolhet6, ha a szerz6 erre fel-
hatalmazast adott. Takacs Ferenc korabbi publikaci6im esetében erre
hatédrozottan felhatalmazott, s6t, 2010-ben az ELTE-n rendezett, a kul-
turalis emlékezet témajat koriiljaré6 nemzetkozi konferencian el6ada-
somat, melyet a cenziranak a miivek és szerz6k fogadtatasat torzito
hatasairdl tartottam, nem csupan jelenlétével tisztelte meg, de értékes
kiegészitéseket is tett a cenzura mechanizmusanak mindennapi mi-
kodésével kapcsolatban.?

A lektori jelentések értékelésénél mindenkor figyelembe kell ven-
ni, hogy sziik szakmai k6zonség részére, nem publikacids céllal késziil-
tek, igy a szokasos szerz6i jogokon feliil a szerzdk személyiségi jogai is
védik 6ket. A kiadoi gépezetet a Kddar-korszakban szoros ellen6rzés
alatt tartotta a Miivel6dési Minisztérium Kiadéi Féigazgatosaga, s ha-
mar kialakult a cenzra, illetve az engedélyezés folyamatanak éssze-
tett rendszere, melyben a nyugati, igy az angol nyelv{i irodalom mindig
gyanu targya volt. A lektori jelentések vizsgalata megmutatja, hogy a

3. frott formaban: Cziganyik Zsolt, ,Readers’ Responsibility: Literature and
Censorship in the Kadar Era in Hungary,” in Confrontations and Interactions,
szerk. Gardos Balint et al (LHarmattan: Budapest és Parizs, 2011), 223-234.
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kiadé6i szakemberek és a lektori jelentések készit6i javarészt a hatalom
szandékainak ellensulyaként 1éptek fel: dontéseikben, véleményiik-
ben az irodalmi-esztétikai szempontok jatszottak a kulcsszerepet.
Bizonyos irékndl (példaul George Orwell esetében) azonban érthetd
modon ki kellett térni az irodalommal csak kozvetett kapcsolatban
1évé szempontokra is. Elmondhatjuk, hogy a lektorok donté tobbsé-
gét a mindségi irodalom kiadasanak szandéka vezette, s a jelentések
mai olvasédja legfeljebb sajnalhatja, hogy a szakmai elemzéseken tul
arra kényszeriiltek, hogy ma mar idénként komikusnak t{ing politikai
szempontokat is figyelembe vegyenek. Emiatt kellett Anthony Burgess
Gépnarancs cimi konyvérdl sz616 lektori jelentésben kikotni, hogy ma-
gyar kiadas esetén az orosz eredeti(i szavakat valamilyen mas nyelven
kell hozni (végiil csak a rendszervaltaskor jelent meg a konyv magya-
rul, igaz, az orosz szavakat oroszul hozza). De még 1985-ben, Anthony
Burgess The End of the World News cim{ konyvérdl irva is ,kényes”
kérdésként kellett megemliteni, hogy a miiben szerepel Trockij is. A
politikai kérdések mellett erkolcsi szempontokra is fel kellett hivni a
kiadé figyelmét: a mai olvasé szamara esetleg kiilondsnek tiinik, hogy
minden alkalommal emlitést nyer, ha egy regényben homoszexualis
szerepld is feltlinik.

A lektori jelentések olvasasakor szem el6tt kell tartani, hogy kii-
lonleges miifajrél van sz6. Ahogy Géher Istvan Mesterségiink cimere
cim(i kotetében Kkifejtette: ,A lektori jelentés nem tudomanyos publi-
kacio, nem kritikai dolgozat, nem irodalmi miifaj. A lektori vélemény
a kiadé tulajdona, bizalmas anyag, olyasforma hivatali dokumentum,
mint a feljegyzés, a jegyz6konyv, a munkaterv, az uti jelentés”.* Géher
Istvan tehat jévahagyja a kiad6 gyakorlatat a jelentések publikalasanak
és kutatasanak sziik lehetdségeire vonatkozodan,” ugyanakkor ezeket
a megallapitasokat annak a kotetnek a bevezet6jében tette, melyben
sajat jelentéseinek (dtdolgozott és olykor kibdvitett) valtozatat maga
hozta nyilvanossagra. Semmiképpen nem tekinthet6 tehat szentség-
torének, de még tisztességtelennek sem, ha az aldbbiakban a kutata-
si joggal nem rendelkez6 olvasék is bepillantast nyerhetnek néhany
mesterien megirt jelentésbe. Kiillondsen, mivel igy folytatédik a Géher
Istvan altal megkezdett sor, s helyénvalo, hogy Takacs Ferenc lektori
jelentéseibdl azon tul is napvilagot 1dsson valami, amit sajat publikaci-

4. Géher Istvan, Mesterségiink cimere (Budapest: Szépirodalmi Kényvki-
ado, 1989 [1978]), p. 21.

5. Szadmos diktatérikus multtal biré orszagban, mint példaul Spanyolor-
szag és Portugdlia, sokkal szélesebb korii a hozzaférés a hasonlé dokumen-
tumokhoz.
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oiban felhasznalt, hiszen éppen t6le tudjuk, hogy Géher Istvantol kapta
az elsé lektori megbizast.®

Az Eurépa Kiadét 1956-ban alapitottak azzal a céllal, hogy idegen
nyelvii szépirodalmi mliveket adjon ki magyarul. A kiadé lektori jelen-
téseinek gylijteménye hatalmas anyag: két teherautora volt sziikség je-
lenlegi helyére, a Petéfi [Irodalmi Mizeumba szallitasahoz, s felbecsiil-
hetetlen értéket sikeriilt a kiadé és a mizeum munkatarsainak meg-
menteniiik - az anyag mennyisége annak ellenére is imponal6, hogy
a legtobb jelentés harom példanyban is megtaldlhaté (igaz, altalaban
vékony papiron, tekintettel az indigdés masolasra). Az angol nyelvii iro-
dalmakkal foglalkozé anyag feldolgozasara alakult kutatocsoportnak
eddig (tdAmogatas hijan) nem sikeriilt a teljes gy(ijteményt kutathatéva
tennie. Egyel6re tehat a teljesség igénye nélkiil adhatok izelit6t Takacs
Ferenc lektori munkassagabol,” bizva abban, hogy ezzel 6romot szer-
zek az linnepeltnek, és a jelen kotet tobbi olvaséjanak is hasznot hajt
a betekintés Takacs Ferenc munkassaganak kevésbé ismert, de figyel-
met érdemlé szeletébe - elsésorban azzal a céllal, hogy ezeket a re-
mekbeszabott megdallapitasokat tartalmazo kisesszéket megmentsem
az enyészettol.

* ok 5k

A kevéssé ismert, de figyelemre mélto ir szerzo, Flann O’Brien At Swim-
Two-Birds cimii konyvérdél 1977-ben, vagyis megjelenését kovetéen
csaknem negyven évvel késziilt lektori jelentés (és csak tovabbi b6
harminc év elteltével, 2009-ben jelent meg magyarul Uszikkétmaddron
cimmel, Mihalycsa Erika és Csizmadia Gabor forditasaban). Mindez
nem egészen meglepd: a konyv a harmincas-negyvenes években sem
itthon, sem az angol nyelvili kdzonség korében nem keltett kiillonosebb
feltlinést, az ismeretlenségtdl a hatvanas években bekovetkez6 Gjrafel-
fedezése mentette meg, részben azért, mert a md bizonyos értelemben
John Fowles A francia hadnagy szeretdje cimli kdnyvének el6futara.
Ahogy Takacs Ferenc fogalmaz:

[a]lnnak a paradox tényallasnak a kiaknazasa, hogy az irodalmi
alakokat akkor tartjuk sikertilteknek, ha é16, val6sagosan létezg,

6. Vo. Takacs Ferenc, ,Negyven év és tizenharom nap,” in kinek teszel mi-
Iyen hitet - Unnepi kétet Géher Istvdn 70. sziiletésnapjdra, szerk. Pikli Natélia
(Budapest: ELTE BTK, 2010), 28-30.

7. Az idézetek mindenkor a targyalt jelentésbdl valdk, a tobbi rész pedig a
jelentések tartalmi 6sszefoglalasat nyujtja.
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ontorvényl modon cselekvd személyek benyomasat keltik, ho-
lott tudjuk réluk, hogy csupan fiktiv, és nem igazi emberek, azaz
nem rendelkeznek megiréjuk akaratatdl fliggetlen 1éttel.

Flann O’Brien jatékos otlete az, hogy kiprébalja: mi torténik akkor,
ha egy regény szerepldi tényleg rendelkeznek azzal az 6nall6saggal,
amit a jol sikerilt regények szerepl6i mintegy illuzioként sejtetnek
magukrdl. Ez persze nem problémamentes vallalkozas, de ha a regény
egy regény keletkezésérdl szol, vagyis a fikcionak tobb szintje is 1éte-
zik, akkor a (,kiils6”) regényben ir6do6 regény szintjén mar kénnyen el
lehet jatszani az 6nallo, szabad akarattal rendelkez6 szereplék otleté-
vel. A fiktiv regényiro ellen fellazadhatnak alakjai, ,,mikézben a tény-
leges regény iréjanak akaratatél természetszeriileg nem valnak fiig-
getlenné.®? Tehat a regény »megduplazasaval«, regényirénak regény-
szerepl6vé vald atsorolasaval bemutathatéva valik az, ami egyébként
képtelenség”. Igy mar az olvasé is felhétleniil szérakozhat azon, hogy
olyan regényirorol olvashat, aki atalussza szerepldi életének legfonto-
sabb eseményeit, mig ébrenléte rovid éraiban az altala alkotott, de téle
fliggetlenné vald szereplok, fiiggetlen 1étiiket 6rizendd, szinte folyton
Osszeeskiivést sz6nek a szerzg ellen.

A szerz6tdl filiggetlenedd szerepld otlete persze nem teljesen
eredeti (Takacs Ferenc megemliti Sterne-t, Gide-et és Huxley-t is), de
O’Brien a ,val6sag és fikcié paradox egybemosasat ad absurdum viszi
- voltaképpen parddidja ennek a regénytipusnak, gonoszkodo, szelle-
mes tréfa a huszadik szdzadi regény rovasara”. Mindezt a metafikcio
késébb megalkotott fogalmanak hasznalata nélkiil, ugyanakkor kivalo
komédiaval megtoltve, képteleniil mulatsagos bonyodalmakon keresz-
til. Nem meglepd, hogy a lektor kiadasra ajanlja a miivet - nem rajta
mulott, hogy a magyar olvaséknak majd egy emberolt6t kellett varniuk
ra.

Xk kK

Anthony Burgessrél szamos lektori jelentést készitett Takacs Ferenc,
koziilik kiemelkednek az Enderby-sorozatrdl irottak - mar csak
azért is, mert Burgess egyéb miveirdl irt jelentései is dltaldban azzal
a ceterum censeoval fejez6dnek be, hogy ,az Enderby-sorozatot ideje
lenne kiadni”. Néhany évvel az angol eredeti megjelenése utan, 1978-
ban késziilt a The Clockwork Testament or Enderby’s End cim{i Burgess-

8. A lektori jelentések idézeteiben szerepld do6lt betlis - az eredeti gépirat-
ban alahuzasos - kiemelések Takacs Ferenctdl szarmaznak.
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kotetrdl szo6l6 iras. Ekkor még nem lehetett tudni, hogy a trilogiava
bo6viilé sorozat tiz évvel késébb tovabb boviil - s6t, sejteni sem lehe-
tett, mivel ez a kotet a f6szerepld haldlaval végzédik. ,A rovid regény
cselekménye néhany remekbeszabott, groteszk és gyilkosan szatirikus
tabloképben cstucsosodik ki”: Enderby kreativ irast tanit egy amerikai
egyetemen, s probdlja tdlélni az 6 otletének kiforditasaval sziiletett
filmb6l fakad6 botranyt - ami nyilvadnval6 utalds Kubricknak Burgess
konyvébodl készitett filmje koriili botranyokra. Enderbynek nem sike-
ril a talélés: egy szivroham végez vele. Az olvasé azonban ,remekbe
szabott szatirikus pamfletet kap Amerikarél, az ottani szellemi élet
riaszté kozonségességérdl, banalitasarol, torz divatjairél”, mig a fésze-
repl6 egy ,reményt sugarzé balfacan: ironikus visszfénye a szazadel6
Kiinstlerromanja miivész-h6sének”.

Noha 1978-ban Takacs Ferenc még nem sejthette, hogy megszii-
letik, 1985-ben jelentést irt az el6z6 évben megjelent Enderby’s Dark
Lady or No End to Enderby cim{i regényrdl. Ehhez persze az el6z6 kotet-
ben meghalt Enderbynek fel kellene timadnia, am Burgess ennél ere-
detibb megoldast valaszt: az 4j kotet nem a korabbi folytatasa, hanem
annak alternativaja, egy masik valésagverzi6. Enderby Burgess ironi-
kus onképe: ,egyszerre vagykép és undor-kép, azaz azt is tartalmazza,
ami a szerzd egyrészt szeretne, masrészt nagyonis nem szeretne lenni”.
Emellett jelképes alak: ,benne a szellem és a koltészet csetlik-botlik
groteszk modon egy szellem- és koltészet-idegen, olcson kdzonséges
és Burgessnél mindig maré szatiradval dbrazolt modern vildgban”. A
cselekmény ismét Amerikaba viszi a féhdst, ahol a Shakespeare életé-
rél készild musicalben kell kozremiikddnie. ,Itt tobbszorés csapdaba
esik. Részben miivészi krédoja tekintetében: rajong Shakespeare-ért
és a musicalben kénytelen a Bard jellegzetesen amerikai trivializala-
sat, elkozonségesitését és kommercializalasat latni, masrészt tudja,
hogy Shakespeare a maga kordban voltaképp maga is musical-szerz6
volt, trivialis, k6zonséges és kommersz tomegszorakoztatd darabgya-
ros”. Enderby egyre jobban azonosul Shakespeare-rel: el6szor ugy érzi,
hogy a nagy eléd ,megszallta” 6t, majd a bemutatdn a szinész akada-
lyoztatasa miatt neki kell beugrania a dramairé szerepébe. A regényt
egy sci-fi parddia zarja: a szovegvaltozatokkal bibel6dé filologusok egy
id6gép segitségével magatol a szerzét6l probalnak eligazitast nyerni,
aki azonban elzavarja 6ket, de a tdliik kapott szovegeket jonak talalja,
és beadja a szinhdzhoz. Mindez ,irodalomtudomanyi tanulsagot su-
gall: Shakespeare név és mitosz, miivét mi alkotjuk meg tjra és 1jra, s
igy — akarcsak Enderby - mi is azonosak vagyunk vele”.
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1981 Aaprilisdban, tehat a megjelenést koveté évben kelt az
Anthony Burgess Earthly Powers cim(i konyvérdl irt jelentés (a kdnyv
Foldi hatalmak cimmel Bényei Tamas forditdsdban a Cartaphilus Ki-
adénal jelent meg 2008-ban). Itt Takacs Ferenc a Burgess-életm{i igazi
szakértbjeként szol az olvaséhoz, maig hat6 érvénnyel:

Ahogy szamolom, az Earthly Powers Anthony Burgess huszon-
otodik regénye, s ahogy a regényt olvasom, ennek a jubileumnak
Burgess maga is tudatdban volt, amikor irta: lathat6an életmii-
vét igyekszik megkoronazni benne és vele, azaz részint eddigi
frasmiivészetének a sliritményét adni, részint pedig tul is 1épni
mindazon, amit eddig csinalt.

Egyedi a konyv gigantikus mérete is, hiszen Burgess altalaban vi-
szonylag rovid regényeit kovetkezetesen és gazdasagosan egyetlen 6t-
letre épiti. Ez a regény azonban az egész huszadik szazadot igyekszik
feldolgozni, a dokumentaris tényirodalmat egyéni fikciéval vegyitve.
Ez a ,hiperregény” azonban miivész-életrajz is, egy kozépszer(, vagy
anndl valamivel jobb, de semmiképpen nem nagy ir6 élete - s itt az
adddo angol mintdkat (pl. Somerset Maugham vagy Graham Greene)
Burgess egy-egy jellemzd részlettel fel is idézi. A f6szereplé ugyan-
akkor ,Burgess nosztalgikus-ironikus anti-énje is: részben emlékez-
tet Burgessre, miiveiben és gondolataiban, részben pedig ellentéte a
kisérletezd, avantgarde és merész Burgessnek”. A regényben szamos
val6sagos torténelmi és irodalmi személy jelenik meg, ,attételekkel és
finom kiilonbségekkel” egyes fiktiv kulcs-figurdk valés torténelmi sze-
mélyeket fednek, példaul a f6hés ségora, a fiktiv XVII. Gergely papa,
akiben XXIII. Janos papa vondsait lehet felfedezni. A regény

lidérces osszefiiggések segitségével sejditi meg szdzadunk tor-
ténelmének titkos ,tervszerliségét’; de hogy ez a terv valéban
terv-e (s ha igen, akkor a magat Jonak alcaz6é Gonoszé, vagy a
magat Gonosznak alcaz6 J6é-e) vagy pedig fatalis és értelmetlen
egybeesések halmaza, erre a kérdésre - nagyon becsiiletesen -
nem kivan hatarozott valaszt adni.

Takacs Ferenc megszokott széles latokorével ennek a , vilagregénynek”
az amerikai el6zményeit is felsorolja, s ki is jelenti, hogy Burgess itt
t6le szokatlan médon bizonyos mértékig epigonnak bizonyul.
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Az angol ir6 és koltd, Robert Nye 1980-ban megjelent Faust cim{ regé-
nyérél még ugyanebben az évben késziilt lektori jelentés. A regény az
iré korabbi nagysikerii miiveihez, a Falstaffhoz és a Merlinhez hasonlé-
an ,a torténelmi tény, irodalmi megformalas és kultir-mitosz talalko-
zasaként létrejott alakok torténetét irja meg, rendkiviil mulatsagosan,
igen hatdsos, és nagyon tiszteletlen nyelvi modorban”. A torténetet a
f6h6s Wagner (!) nevli famulusa mondja el, aki urat csalonak tartja,
y2ugyanakkor mindvégig kisérti a lehet6ség, hogy hatha 6 téved, s Fa-
ust val6jadban az, akinek mondja és mutatja magat: nagy reneszansz
magus, csodalatos képességek birtokosa”. Takacs Ferenc e kevésbé
jelentds konyvrél szolod irasanak végén figyelemreméltdé megallapi-
tast tesz: ,a mitoszrombolas akkor hoz rangos irodalmi eredményt,
ha egyben mitoszépités is, azaz a megsziintetés gesztusaban is képes
magat a felszamolt mitoszt gazdagitani”. Mivel erre Nye nem képes, il-
letve a konyv obszcén vagy obszcenitdssal hataros részleteket tartal-
maz, Takacs Ferenc csak fenntartasokkal javasolja a magyar nyelvii ki-
adast - ami egyébként hét évvel kés6bb, 1987-ben jelent meg Barkoczi
Andras forditasaban.

El6fordul olyan eset is, amikor a lektor jelentése feltehetéen ér-
dekesebb maganal a konyvnél. Igy van ez Anders Naessil Rites and

Ve

rint

konkolynak és tiszta bizdnak a reménytelen keveréke, mely re-
ménytelen egyrészt azért, mert keverék, azaz szakmai mércével
is elfogadhat6 elszoért megallapitasok értékét rontjak le benne
felfedezésként el6adott banalitasok ..., s reménytelen masrészt
azért, mert az értékelhet6 megallapitdsok semmiféle rendbe
nem illeszkednek.

Ilyen gondosan megfogalmazott negativ kritika lattan szinte kedve ta-
mad az embernek elolvasni magat a mfvet...

Ha remekmiirdl ir, Takacs Ferenc gyakran eltér a szokasos harom-
négy oldalas jelentéshossztél: Vladimir Nabokov Lolitdjarol 1981-ben
nagyjabol kétszer ilyen terjedelmii lektori jelentést készitett. Nem
kezdheti azonban a mii elemzését, amig nem tisztazza az orosz szar-
mazasu szerz6 felmendit és munkassagat az esetleges vadak alol. Eb-
ben a kor kovetelményeinek megfelel6en ki kell térnie arra, hogy a
szerz6 politikailag nem volt aktiv, ugyanakkor sokat tett a klasszikus
orosz irodalom népszer(isitéséért. Maga a konyv is botranykonyv, s a

34



szocialista erkolcsbe is titkozik, ezért a lektori jelentés miifaji kovetel-
ményeinek megfelel6en ki kell emelni, hogy nem tartalmaz pornograf
jeleneteket, s hogy irodalmi erényei indokoltta teszik kiadasat, melyre
reményt ad a kozizlés valtozasa (ami miatt a nyolcvanas évekig nem-
igen lehetett a mii magyar kiadasara gondolni).

Takacs Ferenc a Lolitdt mlivészregényként értelmezi, mivel f6ho-
sének ,alapmagatartasa esztétikai: izolalt és meg nem értett 1ény, énje
és kornyezete kozott lathatatlan fal mered”. Ez a f6hés azonban egy

sajatosan miivészietlen, s6t, miivészetellenes Amerikaban kény-
telen élni kaméleon-életét, és azt szinlelni, mintha 6 is ugyan-
olyan ,egészséges” és ,normalis” amerikai lenne, mint kdrnyeze-
tének tagjai. M(ivész-elszigeteltségébdl a vilaggal valé eggyé va-
las esztétikai-kontemplativ utjan igyekszik kitorni, kdrnyezete
miivésziesitésének, élete miialkotassa stilizalasanak az tutjan, s
éppen ennek szimbo6luma a regényben Humbert szexudlis aber-
racidja.

Az esztétikai magatartas azonban erkolcsileg tarthatatlan, s a miivé-
szet és élet viszonya marad a m{ kdzponti témaja. E kett6sségre

Lolita férjének a neve is utal: Richard F. Schillernek hivjak, ami
a Miivészet - a szabadsag és a jaték jegyében értelmezett miivé-
szet - nagy német teoretikusat, Friedrich Schillert idézi, de per-
sze a férj nevét az ,életben”, amugy vulgaramerikaiasan, Skiller-
nek ejtik, azaz olyasvalaki 6, akiben nem az ,Art”, hanem a ,Skill”
a fontos, a szaktudas, a gyakorlati szakértelem.

Maga Takacs Ferenc is nagy szakértelemmel probalja meggy6zni a ki-
adot, hogy a kényes témak ellenére végre magyarul is tegye hozzafér-
het6vé a huszadik szazad egyik meghatarozé konyvét, de azért még a
nyolcvanas években sem ették olyan forrén a kasat, ahogyan fézték:
tovabbi hat évet kellett varni, hogy Békés Pal forditasaban 1987-ben
napvilagot lathasson a magyar kiadas.

A bevezet6ben emlitett George Orwellrél valodi lektori jelentést
nem készitett Takacs Ferenc, irt azonban egy Orwellrél sz616 konyvrol:
a William West szerkesztésében a BBC altal kiadott Orwell - The War
Broadcasts cimii kotetrdl, még megjelenése évében, 1985-ben. Takacs
Ferenc méltatja a kotetet, els6sorban a benne szerepld eredeti miifaj,
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a radidesszé miatt, illetve mas djszerd mifajok kapcsan, mint amilyen
a képzeletbeli interjd Jonathan Swifttel. A kisérétanulmanyboél Takacs
kiemeli, hogy a BBC-nél eltoltott id6szak valtast jelentett Orwell sza-
madra: megismerte egy nagy intézmény biirokratikus miik6désmadjat,
a cenzura gyakorlatat, illetve a modern tomegbefolyasolas modszerta-
nat. Mindennek fontos irodalmi kévetkezményei is vannak: egyrészt a
BBC-nél szerzett tapasztalatok tobbrétlien tiikrozédnek a szerzd leg-
hiresebb miiveiben, masrészt a médiaban eltoltott id6szak utan ujfajta
konyvtipusokkal jelentkezett Orwell. A kotetben taldlhaté miivek ezen
feliil filologiailag is érdekesek: a benntik felvetett témak megismétlik a
korabbi esszékben megjelent eszmefuttatasokat, vagy kés6bbi miivek-
ben jelennek meg valamilyen formaban - Orwell {rasait at- és atjarja
az onreflexid. A lektor végkovetkeztetésében mégsem ajanlja a gyfijte-
ményt kiadasra:

A konyv minden tekintetben jeles szakmunka. Ez egyben ma-
gyar kiadasanak a természetes korlata illetve akadalya is: Orwell
életrajziroéi, kritikusai, szakértdi és irodalomtorténészei szama-
ra els6dleges forrasmii, de az ennél szélesebb olvasokozonség
érdeklddésére aligha tarthat szadmot.

Finom irénia rejlik az utolsé mondat részletes felsorolasaban: 1985-
ben Orwell miiveinek legalis kiadasa hijan ilyen szakemberek nem le-
hettek Magyarorszagon. Ha valakit mégis érdekelt a téma, illegalisan
megprdébalhatta beszerezni a kdtet angol nyelvii kiadasat, s betehette
Orwell angol nyelvii miivei, esetleg szamizdatkiadasai mellé.

% ok k

A rendszervaltas V. S. Naipaul olvasasa kozben érte Takacs Ferencet:
1990. aprilis 18-ara, alig egy héttel az els6 szabad valasztasok utani
id6pontra datalja az A Turn in the South cim{ (magyarra végiil le nem
forditott) konyvrdl szolo jelentést. Megallapitja, hogy Naipaul igazi
hazaja ,az angol nyelvli nemzetkozi irodalmisag”. S mivel ez a haza
foldrajzilag igen kiterjedt, a szerz6 a vildg valsagovezeteirdl szokott
tudositani, ,ahol jellegzetesen pre-modern vagy felemasan modern
kultirak viaskodnak a kés6é-huszadik szazadi kihivassal, a »moder-
nizalas« vagy »amerikanizal6das« néven ismert kényszerrel”, s az ezt
ovezd traumdakat vagy tragikomédiakat ,figyelte szomorkas bolcses-
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séggel, éles szemmel és nagy megértéssel”. A targyalt konyv némileg
kilég ebbdl a sorbol, hiszen itt magardl Amerikarol, a huszadik szazadi
civilizacié egyik legfébb viszonyitasi pontjarél van sz, ugyanakkor az
amerikai DélIrd], s itt érdekes parhuzamok adddnak a korabban ismert
valsagovezetekkel. ,A Dél ugyanis mindmaig az elintézetlenség, a trau-
ma, a sokk f6ldje, a kultira idegrendszerét mind a mai napig a vereség
és a biin: az Eszak képviselte modernizaciotol elszenvedett vereség és
a rabszolgatartas biline kinozza”. Talan a rendszervaltas hevében ugy
érezhette a kiadd, hogy a modernizacids deficit mar nem sokaig lesz
relevans Magyarorszagon, igy nincs is sziikség erre a konyvre. Nem a
jelen irasnak a feladata eldonteni, hogy beteljesiiltek-e ezek a remé-
nyek.

Naipaulrél egyébként joval kordbban, 1971-ben is irt Takacs
Ferenc: akkor (a magyarul szintén nem hozzaférhet6) The Loss of El
Dorado cimfi, a szerz6 hazajardél, Trinidadrél sz616 konyvrsl mondott
véleményt. Ennek a mlinek ,md6dszere nem a szabalyos torténetiras. A
nagy 0sszefliggések kevésbé érdeklik, ... inkabb a hétkdznapok, embe-
ri kuriézumok, helyi szinek kotik le figyelmét”. A konyv el6adasmoédja
és modszere Rath-Végh Istvanéra az 6 ,szdérakoztat6 kulturhistéridira”
emlékezteti a lektort. Naipaultdl ,koltéiségbdl, rogeszmékbdl, infanti-
lizmusbol és brutalitasbél 6sszegyurt portrékat kap az olvasé”. Nem a
lektor hibdja, hogy a kiad6 végiil nem dontott a konyv leforditasa mel-
lett, ahogy ugyanez a helyzet egy masik kuriézummal: az azéta Nobel-
dijat is elnyert szerz6 édesapjanak, S. Naipaulnak 1943 és 1953 k6zott
sziiletett irasainak a gy{ijteményével. Ezeknek a Trinidadban sziiletett
miiveknek az

alapélménye egy teljesen mas kornyezetbe atplantalt indiai fa-
lusi életforma, melyet paradox tudat- és léthasadas jellemez:
ez az életforma mar régen felbomléban van, gazdasagi alapjai
tobbé-kevésbé megsziintek és merd anakronizmusként tengo-
dik tovabb Trinidad etnikumara nézve kozmopolita, tarsadalmi
berendezkedését tekintve brit médra tolerdns polgari-modern
életében, de az életforma megél6i, az indiai falusiak, errél nem
tudnak és nem is kivannak tudomast venni.

Az Aczél-Kadar korszakban sokszor sajnos a magyar konyvkiadas
sem tudott tudomast venni a Takacs Ferenc altal gondosan kiemelt
irodalmi-esztétikai szempontokrdl, legalabbis nem csupan ezeké volt
a f6szerep, s mint lathattuk, ez nem Takacs Ferencen mulott. Az alta-
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la készitett lektori jelentésekben nem taldltam olyan kitételt, ami ma
politikai értelemben kompromittalé lenne. Ezzel szemben szamos
olyan megfigyelést, ami méltan képviseli azt a szinvonalat, ami Takacs
Ferenc védjegyévé valt. A lektori jelentésekben is feltliné a pontos,
szakszer( fogalmazas, ugyanakkor személyesség, kollegialitas is meg-
jelenik benniik. Ha masért nem is, a miatt j6 lehetett szerkesztének
lenni az Eurépa Konyvkiadéban, hogy ilyen jelentések kertilhettek az
ember asztalara.
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bemutatds),” Kényvvildg 31.7 (1986. julius) 7.
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“Az ir6fejedelem dics6sége (W. Somerset Maugham, Ashenden, a hir-
szerz@),” Konywvildg 31.9 (1986. szeptember) 7.

“Miklés Mészoly, Merre a csillag jar,” The Hungarian PE.N. / Le PE.N.
Hongrois 27 (1986) 106-107 [angol nyelven].

“Népirtasregény és oOnpusztitds (Robert Drewe, A gyilkos varjak),”
Kénywvildg 32.3 (1987. marcius) 10.

“A szerelem iidvtana (D. H. Lawrence, A sziiz és a cigdny),” [(takacs)
névjeggyel] Kényvvildg 32.3 (1987. marcius) 10.

“Kultaripar és termékeny athasonitas (G. Chaucer, Canterbury Mesék; ].
Donne, Negativ szerelem),” Konyvvildg 32.4 (1987. aprilis) 7.

“Koldusmetafizika és tiszta iras (S. Beckett, Molloy - Malone meghal -
A megnevezhetetlen),” Konyvvildg 32.5 (1987. majus) 36.

“A politikus szent (M. K. Gandhi, Onéletrajz, avagy Az igazsdggal valé
probdlkozdsom térténete),” Kényvvildg 32.9 (1987. szeptember) 7.

“Stilusborleszk (Joseph Heller, Isten tudja),” Konyvvildag 32.12 (1987.
december) 21.

“Amikor az élet irja a sci-fit... (F. Pohl, Chernobyl),” Galaktika 87.12,
40-41.

“A dologtalansag miivészete (F. Scott Fitzgerald, Az éj szelid trénjdan),”
Konywvildg 33.2 (1988. februar) 7.

“A mocsari trach vilagito petéi (Jeremy Taylor, Bolygéfalok),” Galaktika
88.3,70-71.

“A provincia Uj latinja (Jelzétliz az éjszakdban: XX. szdzadi ausztrdl elbe-
szél6k),” Konyvvildg 33.3 (1988. marcius) 7.

“Az esztétikai gonosz (V. Nabokov, Lolita), Elet és Irodalom 32.13
(1988. marcius 25.) 11.

“Tindérmese (]J. Irving, Garp szerint a vildg),” Kényvvildg 33.4 (1988.
aprilis) 7.

“A teremt6 komolytalansag (Szentkuthy Miklés, Frivolitdsok és hitval-
ldsok),” Kénywvildg 33.5 (1988. majus) 14.

“Nyul-apokalipszis (J. Updike, Nytilketrec),” Kényvvildg 33.7 (1988. ju-
lius) 7.

“Komikus moralitasjaték (S. Bellow, Késé bdnat),” Konyvvildg 33.8
(1988. augusztus) 13.

“Katbanézé (Staring Down the Well): Poems by Weores Sandor,” The
Hungarian PE.N. / Le PE.N. Hongrois 29 (1988) 90-91.

“A fényes cafolat (The Shining Disproof): Poems by Ott6 Orban,” The
Hungarian PE.N. / Le PE.N. Hongrois 29 (1988) 91-92.

“Kudarc és csoda (E. L. Doctorow, A kolték élete),” Konyvvildg 34.3
(1999. marcius) 12.
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“Szevasztok! (K. Vonnegut, A Titdn szirénjei),” Galaktika 89.4, 79.

“Novellak és nem novellak (Egtdjak, '88-'89),” Kényvvildg 34.7 (1989.
julius) 6.

“A vétek és a kiengesztelés (S. Rushdie, Szégyen),” Konyvvildg 34.7
(1989. judlius) 11.

“Gyaszjelentés (S. Sontag, Haldlkészlet),” Konyvvildg 34.11 (1989. no-
vember) 6.

“Ahitat és analizis (Beney Zsuzsa, Jézsef Attila tanulmdnyok),” Kortdrs
33.12 (1989. december) 157-161.

“Imre Madach, The Tragedy of Man, translated by George Szirtes,” The
Hungarian PE.N. / Le PE.N. Hongrois 30 (1989) 80-81.

“A torténelem szinpadan (Végel Laszl6, Abrahdm kése),” Kortdrs, 34.2
(1990. februar) 144-149.

“Ferencz Gy6z06, Omldsveszély,” Kortdrs 34.3 (1990. marcius) 160-163.

“Asszonydinasztia (Joan Chase, A perzsa kirdlynd orszdgldsa),” Kényvvi-
ldg 35.4 (1990. aprilis) 12.

“Josjelek a tudattalanbol (D. M. Thomas, A fehér hotel),” Kényvvildg
35.5 (1990. majus) 39.

“Erdé, iras, halal (Kertész Imre, Kaddis a meg nem sziiletett gyerme-
kért),” Kortdrs 34.6 (1990. junius) 153-155.

“Egzisztencializmus és ‘egzisztencializmus’ (Albert Camus, Sziszii-
phosz mitosza),” Konywvildg 35.6 (1990. julius) 2.

“Gépnarancs, régi sorbanalléknak (A. Burgess, Gépnarancs),” Elet és
Irodalom 34.42 (1990. oktéber 19.) 10.

“Ennyi? (]. Heller, Képzeljétek el!),” Kényvvildg 35.12 (1990. december)
18.

“A koriilmények és az érdem (Grendel Lajos, Szakitdsok),” Kortdrs 35.1
(1991. januar) 153-159.

“A képzelet alapvetése (J. R. R. Tolkien, A szilmarilok),” Kényvvildg 36.2
(1991. februar) 13.

“A histéria és a mitosz (Szilagyi Istvan, Agancsbozét),” Kortdrs 35.1
(1991. marcius), 154-158

“Nekiiia és nosztosz (Marai Sandor, Vendégjdték Bolzandban és Féld,
fold!...),” Kényvvildg 36.5 (1991. méjus) 3.

“Szeretni Budapestet... (Szerb Antal, Budapesti kalauz Marslakdk szd-
mdra),” Kényvvildg 36.7 (1991. julius) 11.

“Minden csaladban nélkilozhetetlen! (E. Bombeck, Edes rabszolga-
sdg),” Konyvvildg 36.9 (1991. szeptember) 6.

“Vér, vers és arany (Gion Nandor, Bértonrél dimodom mostandban),”
Kortdrs 36.2 (1992. februar) 104-106.
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“Kései tisztelgés (James Joyce, Finnegan ébredése),” Kényvvildg 37.3
(1992. marcius) 7.

“A teher és a palma (Czeslaw Milosz, A rabul ejtett értelem),” Kényvvildg
37.4 (1992. aprilis) 7.

“A végpusztulas életrevaldosaga (Test és tiikér: Mai angol elbeszéldk),”
Kénywvildg 37.7 (1992. julius) 3.

“Shakespeare, kegy- és miitargy (William Shakespeare 6sszes miivei),”
Kényvvildg 38.1 (1993. januar) 2.

“Torténelmi ufolégia (Louis Charpentier, A templomos lovagok titkai),”
Kénywvildg 38.1 (1993. januar) 22.

“A rogtonzott én (K. Johnstone, IMPRO: Improvizdcio és a szinhdz),” Bal-
kon 2.1 (1994. januar) 40.

“Kétszeres tisztelgés (James Joyce, Finnegan ébredése, masodik ki-
adas),” Kényvvildg 39 [a cimlapon tévesen: 38] 4. (1994. aprilis)
17.

“A befejezetlenség melankoliaja (F. Scott Fitzgerald, Az utolsé cézdr /
The Last Tycoon),” Magyar Hirlap, 1995. januar 14., Ahogy tetszik
Vi.

“Vidam beszéd (R. Varkonyi Agnes, A tiizvész tanui),” Liget 8.12 (1995.
december) 83-85.

“Onarckép. brit szinekben (Brian McFarlane, An Autobiography of Brit-
ish Cinema (Methuen, London, 1997)),” Filmvildg 41.4 (1998. ap-
rilis) 39.

“Ami van (Forgach Andras, Aki nincs),” Népszabadsdg, 1999. oktéber
22., 39.

“Van, ami vers (Lator Laszlo Versei és miiforditdsai),” Népszabadsdg,
1999. december 4., 35.

“Felfelé (Orban Otto6, Lakik a hdzunkban egy kélt6),” Népszabadsdg,
2000. januar 22., 31.

“Brevidarium Shakespeare-hivoknek (Maller Sandor (szerk), Kétnyelvii
Shakespeare-brevidrium), Népszabadsdg, 2000. februar 26., 31.

“Mutatvany és csoda (Madrai Sandor, Szabadulds),” Népszabadsdg,
2000. marcius 4., p. 31.

“A kezelhetetlen mult (Seamus Deane, Nyughatatlan ir lelkek),” Népsza-
badsdg, 2000. marcius 25., 36.

“Magyarsag ajandékba (Ugrin Aranka (szerk), Ezer esztendd),” Népsza-
badsdg, 2000. aprilis 1., 31.

“A kolt6 ébresztése (Flizi Laszlé (szerk), Biicst bardtaimtdl: Baka Ist-
vdn emlékezete),” Népszabadsdg, 2000. aprilis 29., 39.
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“Gyuanyag (Petri Gyorgy Vdlogatott Versei),” Népszabadsdg, 2000.
majus 6., 37.
“A kolt6 jovoje (Gorombei Andras (szerk), Havon deleld szivdrvdny: In
memoriam Nagy Ldszl6),” Népszabadsdg, 2000. majus 27., 36.
“Pélusok (Agh Istvan, A képzelet emléke),” Népszabadsdg, 2000. jinius
10, 35.

“Torpe, kutya, csiga, hal, patkany (Volker Neuhaus, Grass: [ré a feledés
ellen),” Népszabadsdg, 2000. junius 24., 37.

“Jelkép és rohej (Kérosi Zoltan, Orrocskdk (nagy-budapesti-szerelmes-
regény),” Népszabadsdg, 2000. julius 8., 31.

“Gigaregény (Lawrence Norfolk, A pdpa rinocérosza, Szentgyorgyi ]Jo-
zsef forditasa), Népszabadsdg, 2000. jdlius 29., 31.

“Oroklét CD-n (Péter Laszlé (szerk), Uj Magyar Irodalmi Lexikon),’
Népszabadsdg, 2000. augusztus 12., 29.

“Jakob lajtorjajan (James Joyce, Dublini emberek),” Népszabadsdg,
2000. augusztus 26., 31.

“Se halasz, se t6 (Oravecz Imre vdlogatott versei),” Népszabadsdg, 2000.
szeptember 16., 31.

“Liliom és vadkan (Magyar Zoltan, A liliomos herceg: Szent Imre a ma-
gyar kulturtérténetben),” Népszabadsdg, 2000. szeptember 30., 31.

“Keletrél nézvést (Keresztury Tibor, Reményfutam: keleti kildtdsok),”
Népszabadsdg, 2000. oktéber 21., 31.

“Savonarola odelent, Délen (Tom Wolfe, Talpig férfi),” Népszabadsdg,
2000. november 11., 10.

“Loemberek (Csanyi Vilmos — Makovecz Benjamin, A kentaur termé-
szetrajza),” Népszabadsdg, 2000. november 25., 30.

“Palinédia? (Szilagyi Istvan, K6 hull apado kitba),” Népszabadsdg,
2000. deember 2., 31.

“Honfitarsi kedvezménnyel (Goldziher Ignac, A zsiddsdg Iényege és fej-
16dése),” Népszabadsdg, 2001. januar 6., 30.

“A kritika kora (Radnéti Sandor, 4 piknik),” Népszabadsdg, 2001. januar
20., 29.

“Aki pult mogé sziiletett (Rejt6 Jend, Megyek Pdrizsba, ahol még soha-
sem haldokoltam),” Mozgé Vildg 27.2 (2001. februar) 91-93.

“Vers-e a vilag? (Takats Gyula, Mdr Drangalag viszi),” Népszabadsdg,
2001. februar 17., 31

“Apai-anyai (Federico Andahazi-Kasnya, A harmadik névér),” Mozgo
Vildg 27.3 (2001. méarcius) 89-93.

“Egylitt, utoljara (Gerold Laszlo, Jugoszldviai magyar irodalmi lexikon
(1918-2000)),” Népszabadsdg, 2001. marcius 24., 31.
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“Angol dada: Monty Python repiilé cirkusza (G. Chapman et al, Monty
Python replild cirkusza / Se hang, se kép, Szentgyorgyi J6zsef fordi-
tasa),” Filmvildg 44.4 (2001. aprilis) 52.

“Esszéigazsag (Dolinszky Miklds, A Mozart-iirhajé),” Népszabadsdg,
2001. aprilis 7., 10

“Az utolsé udege (Szerdahelyi Istvdn 65 vdlogatott morfondirozdsa),”
Mozgé Vildg 27.4 (2001. aprilis) 115-118.

“Felillirni (Balassa Péter, Térésfolyamatok),” Népszabadsdg, 2001.
majus 5., 31.

“Senkifoldjén (Végel Laszl6, Exterritérium),” Mozgé Vilag 27.5 (2001.
majus) 95-97.

“Talélében (Orban Ottd, Boredsz sérénye),” Népszabadsdg, 2001. majus
26.,31.

“Szarnyaszegett posztmodern? (Ban Zso6fia, Amerikdner),” Mozgé Vildg
27.6 (2001. junius) 111-113.

“A terjedelem és a nagysag (Szentkuthy Miklos, Fdjdalmak és titkok jd-
téka),” Népszabadsdg, 2001. junius 16., 31.

“Sz6-tett (Petri Gyorgy, A szabadsdg hagyomdnya),” Népszabadsdg,
2001. janius 30., 32.

“Antifukuyama (A. Vuillemin, A diktdtor avagy a megjatszott isten),”
Mozgé Vilag 27.7 (2001. julius) 95-97.

“A megvalté mese (Szilagyi Istvan, Holl6id6),” Népszabadsdg, 2001. ju-
lius 21., 31.

“Denem abba halunkbele.. (Szerb Antal, Napléjegyzetek 1919-1943),”
Mozgé Vildg 27.8 (2001. augusztus) 108-110.

“Varazsjelek (Schein Gabor, Uveghal),” Népszabadsdg, 2001. augusztus
25, 31.

“Parhuzamok és athallasok (Poszler Gyorgy, Ezredvégi palackposta),”
Népszabadsdg, 2001. szeptember 1., 33.

“A kassaki parabola (Aczél Géza, Kassdk Lajos; Pomogats Béla (szerk.),
A vildgnak agyara van: In memoriam Kassdk Lajos),” Mozgé Vildg
27.9 (2001. szeptember) 88-93.

“A varos emlékezete (Fried llona, Emlékek vdrosa Fiume),” Népszabad-
sdg, 2001. szeptember 29., 33.

“Uj-Pecsovicsiaban (Spiré Gyorgy, A jégmaddr), Mozgé Vildg 27.10
(2001. oktober) 102-105.

“Fiaskobol siker (Moldova Gyorgy, A sdrkdny fogai),” Népszabadsdg,
2001. oktéber 13., 29.

“Sanyaru bukolika (Béacher Ivan, Az elhagyott falu),” Mozgé Vildg 27.11
(2001. november) 112-114.
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“Az iras lehetetlensége (Kertész Imre, A szdmiizétt nyelv),” Népszabad-
sdg, 2001. november 17., 31.

“Iré, asszony, ember (Bodnar Gyorgy, Kaffka Margit),” Népszabadsdg,
2001. november 24., 32.

“Ki 6lte meg Kennedyt? (Paul Aron, Megoldatlan rejtélyek az amerikai

torténelemben),” Népszabadsdg, 2001. december 7., 15.

Nagy a kaszabolas’ (Tarjan Tamas (szerk.), Kopaszok és hajasok vildg-
harca: In memoriam Nagy Lajos),” Mozgé Vildg 27.12 (2001. de-
cember) 103-107.

“Valépor tantja (Komlds Aladar, Magyar-zsidé szellemtirténet a re-
formkortdl a holocaustig),” Népszabadsdg, 2002. januar 12., 29.
“Maris emlékez6ben (Lengyel Balazs, Ki taldlkozik 6nmagdval?),” Nép-

szabadsdg, 2002. januar 26., 33.

“Halalhir (Zsuzsanna Ozsvath, In the Footsteps of Orpheus: The Life
and Times of Miklés Radnéti),” Mozgé Vildg 28.2 (2002. februar)
107-111.

“Rendezett kotet (Horkay Horcher Ferenc, Préda),” Népszabadsdg,
2002. februar 16., 33.

“Orszagok és keresztfak” (Arthur Griffith, Magyarorszdg feltdmaddsa),”
Mozgé Vilag 28.3 (2002. marcius) 107-110.

“Leépiteni (Orban Janos Dénes, Anna egy pesti bdrban),” Népszabad-
sdg, 2002. mércius 23., 33.

“Madarijeszt6 (Guinter Grass, Kutyaévek),” Mozgd Vildg 28.4 (2002. ap-
rilis) 115-118.

“Torténetvadaszat (Lawrence Norfolk, Vadkan képében),” Népszabad-
sdg, 2002. aprilis 18., “Konyvfesztival” melléklet, ii.

“The Unbought Grace: Literature and Publishing Under Socialism
(Bart Istvan, Vildgirodalom és kényvkiadds a Kaddr-korszakban),”
The Hungarian Quarterly 43 (Spring 2002) 75-78.

“Orém (Zavada Pal, Milota),” Népszabadsdg, 2002. aprilis 31., 31.

“Csapda és szabadulas (Berkes Erzsébet, Galgdczi Erzsébet),” Mozgo
Vilag 28.5 (2002. majus) 117-120.

“Minimal (Hay Janos, Kotrédom el),” Népszabadsdg, 2002. majus 25.,
31.

“Romlas (Rakovszky Zsuzsa, A kigyé drnyéka),” Népszabadsdg, 2002.
junius 1., 31.

“Valami btizlik (Eorsi Istvan, Ismerds ur a csuszddn),” Népszabadsdg,
2002. junius 8., 9.

“A dics6 ész (Georg Klein, Vak akarat és énzd gén),” Mozgo Vildg 28.6
(2002. junius) 115-118.

“e
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“Metafizikai maganiligy (Oravecz Imre, A megfeleld nap),” Népszabad-
sdg, 2002. julius 6., 31.

“Masvilagteremtés (Dragoman Gyorgy, A pusztitds kényve),” Mozgéd
Vildg 28.7 (2002. jalius) 100-102.

“Az oroklét szinevaltozasa (Vasy Géza, Kormos Istvdn),” Népszabadsdg,
2002. julius 27., 31.

“A szabadsag alkusza (Kertész Péter, A Komlos),” Népszabadsdg, 2002.
jalius 30., 9.

“Szerepjaték (Dobai Péter, Versek egy elnémult klavirra),” Népszabad-
sdg, 2002. augusztus 10., 29.

“Mesebeszéd (Salamon Pal, A Sorel hdz),” Mozgé Vildg 28.8 (2002. au-
gusztus) 113-115.
“Leiratkozas (Szervac ]ozsef, Végnapjaim térténete és mds eqgyéb
furcsalmak),” Mozgé Vildg 28.9 (2002. szeptember) 116-119.
“Mélyviz-iszony (Nadasdy Adam, A rend, amit csindlok), Népszabad-
sdg, 2002. szeptember 14., 29.

“Kézépen és északon (Tézsér Arpad, Mintha erdei dllat volna és an-
gyal),” Népszabadsdg, 2002. szeptember 28., 31.

“A jelentés jelentése (Esterhazy Péter, Javitott kiadds),” Mozgé Vildg
28.10 (2002. oktéber) 107-110.

“Az iras rendje (K6rosi Zoltan, Télidd),” Népszabadsdg, 2002. oktober
19., 29.

“A jeruzsalemi kutya (Szab6 Magda, Fiir Elise),” Népszabadsdg, 2002.
oktoéber 26., 38.

“Nem puszta szinhaz (Kallay Géza, Nem puszta kép),” Liget 15.11 (2002.
november) 75-79.

“Ebenguba (Winkler Rébert, Kutyaszoritd),” Mozgé Vildg 28.11 (2002.
november) 124-128.

“Sine (Dusan Simko, Esterhdzy lakdja),” Mozgé Vildg 28.12 (2002. de-
cember) 111-115.

“Redlisan (Sarbu Aladar, A tiinddés vége),” Népszabadsdg, 2002. decem-
ber 14., 29.

“Mozsi a vérzivatarban (Wass Albert, Elvdsik a veres csillag),” Népsza-
badsdg, 2002. december 31., 29.

“H6 vér (Orban Ott6: Az évnek rémjdré szaka),” Népszabadsdg, 2003.
januar 18., 29.

“A mi konyviink? (Alfoldy - Bakos - Hamori - Kiss, “Haza a magasban”
I-1I),” Népszabadsdg, 2003. januar 25., 35.

“Hamiskartyas torténelem (Gion Nandor, Aranyat taldlt),” Népszabad-
sdg, 2003. februar 22., 33.
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“Talanyok koényve (Krasznahorkai Laszl6, Eszakrél hegy, Délrél t6, Nyu-
gatrél utak, Keletrél folyo),” Népszabadsdg, 2003. marcius 1., 33.

“Hérukk és lumpenbohémia (Tédor Janos, Szkander),” Mozgd Vildg
29.3 (2003. marcius) 118-121.

“Lemondé nyilatkozat (Szirdk Péter, Kertész Imre),” Népszabadsdg,
2003. marcius 29., 33.

“Buddhista kozakok (Hetényi Zsuzsa (szerk), Az orosz irodalom tér-
ténete 1941-t6l napjainkig),” Mozgo Vildg 29.4 (2003. aprilis)
110-113.

“Valtott hangon (Bertok Laszlo, Valahol, valami),” Népszabadsdg, 2003.
aprilis 12., 31.

“Gondold meg, és... (Aczél Géza, (ablak)(szakdcs)),” Népszabadsdg,
2003. majus 10., 11.

“Sorsvetés (Gergely Agnes, Orizetlenek), Mozgé Vildg 29.5 (2003.
majus) 113-115.

“Uj rend (Ferencz Gy6z6 (szerk.), A magyar kéltészet antoldgidja),’
Népszabadsdg, 2003. junius 7., 8.

“Filioque, avagy Apamuram, a Szentlélek (Umberto Eco, Baudolino),”
Mozgé Vildg 29.6 (2003. junius) 116-119.

“Lelet (Végel Laszl6, Parainézis),” Népszabadsdg, 2003. junius 14., 11.

“Caké vagy eszterag? (Nadasdy Adam, [zlések és szabdlyok),” Mozgo
Vildg 29.7 (2003. jalius) 117-122.

“Magatartasbol elégséges (Gerloczy Marton, Igazolt hidnyzds),” Mozgé
Vildg 29.8 (2003. augusztus) 115-118.

“Felfelé (Orban Otto, Lakik a hdzunkban egy koltd),” in Ostromgytiri-
ben: In Memoriam Orbdn Ottd, szerk. Lator Laszl6 (Budapest: Nap
Kiadd, 2003), 308-310. [Masodkozlés. Elszor megjelent, rovi-
debb valtozatban: Népszabadsdg, 2000. januar 22., 31.]

“Talélében (Orban Ottd, Boredsz sdrénye),” in Ostromgytiriiben: In Me-
moriam Orbdn Otto, szerk. Lator Laszl6 (Budapest: Nap Kiad,
2003),310-311 [Masodkozlés. E16szor megjelent, rovidebb valto-
zatban: Népszabadsdg, 2001. majus 26., 31].

“né (Vamos Miklés, Sdnta kutya),” Népszabadsdg, 2003. szeptember
6., 11.

“Hézag (Flann O’Brien, A harmadik renddr),” Mozgé Vildg 29.9 (2003.
szeptember) 111-114.

“.. és a tobbiek (Székely Gyorgy, Ldngézén: Shakespeare kora és kortdr-
sai),” Népszabadsdg, 2003. szeptember 27., 13.

“Tuturolégia (Radnoéti Zsuzsa, Ldzado dramaturgidk),” Népszabadsdg,
2003. oktober 11., “Hétvége” melléklet, 11.
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“Otthon kell maradni’ (Marai Sandor, [rék, kéiték, irodalom),” Mozgé
Vildg 29.10 (2003. oktober) 112-125.

“Uliks (Majoros Sandor, Meghalni Vukovdrndl),” Mozgd Vildg 29.11
(2003. november) 134-136.

“Alibi (Eorsi Istvan, Zdrt térben),” Népszabadsdg, 2003. november 22.,
“Hétvége” melléklet, 11.

“A bibliografus dics6sége (Mészaros Tibor, Mdrai Sdndor bibliogrdfia),”
Népszabadsdg, 2003. december 9., 13.

“Orwell-honositas (N6vé Béla, Orwell-olvasd),” Mozgé Vildg 29.12

(2003. december) 127-131.
Ha anyu meghal..” (Moldova Gyorgy, A tékozlé koldus: Riport az egész-
ségiigyrdél),” Népszabadsdg, 2004. januar 6., 13.

“Hova is? (Varady Szabolcs, A rejtett kijdrat),” Népszabadsdg, 2004. ja-
nuar 10., “Hétvége” melléklet, 11.

“Csonk, csat, test, korona,” [Részlet Gjrakozlése. Eredetileg megjelent:
Mozgé Vildg 28.1 (2002. januar) 5-9.] Mozgé Vildg 30.1 (2004. ja-
nuar) 215-216.

“Denem abba halunkbele.. (Szerb Antal, Napléjegyzetek 1919-1943),”
[Részlet ujrakozlése. Eredetileg megjelent: Mozgé Vildg 27.8
(2001. augusztus) 108-110.] Mozgé Vildgg 30.1 (2004. januar)
240-241.

“Angolok itt (Csaplar Vilmos, Vadregény),” Népszabadsdg, 2004. feb-
ruar 14., “Hétvége” melléklet, 11.

“Egy onarckép izlésformaja (Vdncsa Istvdn szakdcskényve),” Mozgé
Vildg 30.3 (2004. marcius) 125-128.

“Kisebbségi konyvvitel (Fonod Zoltan, Szdmvetés),” Népszabadsdg,
2004. marcius 20., “Hétvége” melléklet, 11.

“A Herbert-szindroma (Karinthy Marton, Orddggércs; Kosztolanyi
Dezs6né Harmos llona, Burokban sziilettem),” Mozgd Vildg 30.4
(2004. 4prilis) 109-112.

“Timor mortis (Nadas Péter, Sajdt haldl),” Népszabadsdg, 2004. aprilis
17., “Konyvszemle” melléklet kiilonkiadasa, iii.

“A széljaras ellenében (Tézsér Arpad, Milétoszi kumisz),” Népszabad-
sdg, 2004. majus 8., “Hétvége” melléklet, 11.

“Orémelv (Vadasz Géza, A legfébb tudomdny),” Mozgé Vildg 30.5 (2004.
majus) 116-118.

“Eurdpaba(n)? (Konrad Gyorgy, A kézép tdguldsa: Gondolkodds Euro-
pdrdl),” Népszabadsdg, 2004. majus 22., “Hétvége” melléklet, 11.

“Ifjisagunk (Gergely Agnes - Fenakel Judit, Hajtogatd), Népszabad-
sdg, 2004. junius 12., “Hétvége” melléklet, 11.

“«
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“Vasgardistak szinevaltozasa (Emile M. Cioran, Kalandozdsok; Mircea
Eliade, Kovdcsok és alkimistdk; Norman Manea, Bohocokrol - A dik-
tdator és a mtivész),” Mozgé Vildg 30.6 (2004. jinius), 123-126.

“A valé szine (Békés Pal, A biintdrs),” Mozgo Vildg 30.7 (2004. julius)
106-109.

“Mintaszerz6 (Umberto Eco, La Mancha és Bdbel kézott),” Mozgé Vildg
30.8 (2004. augusztus) 111-114.

“Tértivevény (Janosy Istvan, Osszegyiijtitt versek), Népszabadsdg,
2004. augusztus 21., “Hétvége” melléklet, 11.

“Chére Mme Martha de Sévigné (Széchenyi Agnes (szerk.), Menedék-
hdz: Sdarkézi Mdrta emlékkényv),” Mozgo Vildg 30.9 (2004. szep-
tember) 115-117.

“Miikodésben (Nagy Boglarka (szerk.), Séta, évgytirtikkel: Mészioly Mik-
16s és Szederkényi Ervin levelezése),” Népszabadsdg, 2004. oktober
2., “Hétvége” melléklet, 11.

“Szerintilink (Zavada Pal, A fényképész éréksége),” Népszabadsdg, 2004.
november 6., “Hétvége” melléklet, 11.

“Mesebeszéd (Podmaniczky Szilard, Idéntuli hétméteres),” Mozgé Vildg
30.11 (2004. november) 104-106.

“Sz6rol szora (Konrad Gyorgy, Az iré és a vdros),” Népszabadsdg, 2004.
december 11., “Hétvége” melléklet, 11.

“Eletm(, egy csapasra (Can Togay, Fénykutya és vonat),” Mozgé Vildg
30.12 (2004. december) 125-128.

“dim-bum-bum (Szilagyi Akos, Kuszi-Muszi-Alamuszi),” Népszabadsdg,
2005. januar 8., “Hétvége” melléklet, 12.

“Lasd be, Uram... (Rejtély és rdcié: Nemes Nagy Agnes verskéziratai és
rajzai),” Népszabadsdg, 2005. janudr 29., “Hétvége” melléklet, 13.

“Pétvizsga (Lazar Ervin, Szegény Dzsoni és Arnika), Népszabadsdg,
2005. februar 5., “Hétvége” melléklet, 11.

“Szenvedélyek, szenvedések (Rubin Szilard, Csirkejdték),” Mozgé Vildg
31.3 (2005. marcius) 111-114.

“Eletre, halalra (Zsuzsanna Ozsvath, Orpheus nyomdban),” Népszabad-
sdg, 2005. marcius 12., “Hétvége” melléklet, 11.

“A feldolgozas melankdlidja (Art Spiegelman, Maus),” Mozgé Vildg 31.4
(2005. 4prilis) 133-135.

“Talany és értelem (Bokay Antal, Jozsef Attila poétikdi),” Népszabadsdg,
2005. aprilis 16., “Hétvége” melléklet, 11.

“Anakrénidban (Spir6 Gyorgy, Fogsdg),” Mozgd Vildg 31.5 (2005.
majus) 115-118.
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“Egy gyomorba... (Cserna-Szab6 Andras, Levin kértt),” Népszabadsdg,
2005. majus 14., “Hétvége” melléklet, 11.

“Lelet (Végel Laszlo, Parainézis),” in Végel-Symposion: Végel Ldszlé
miiveirdl, szerk. Virdg Zoltan (Budapest: Kijarat Kiado6, 2005) [Ma-
sodkozlés. E16szor megjelent: Népszabadsdg, 2003. junius 14., 11]
95-97.

“Senkifoldjén (Végel Laszld, Extrerritérium),” in Végel-Symposion: Végel
Ldszl6 miiveirdl, szerk. Virdg Zoltan (Budapest: Kijarat Kiadd,
2005) [Masodkozlés. El6szor megjelent: Mozgé Vildg 27.5 (2001.
majus) 95-97] 113-117.

“A torténelem szinpadan (Végel Laszl6, Abrahdm kése),” in Végel-Sym-
posion: Végel Ldszl6 miiveirdl, szerk. Virdg Zoltdn (Budapest: Ki-
jarat Kiadd, 2005) [Masodkozlés. Elszor megjelent: Kortdrs 34.2
(1990. februar) 144-149] 113-117.

“Semmi az egész (Grendel Lajos, Mdtyds kirdly New Hontban),” Mozgé
Vildg 31.6 (2005. junius) 122-125.

“Kalandoz6 (Marsall Laszld, Holnaputdn?),” Népszabadsdg, 2005. ju-
nius 11., “Hétvége” melléklet, 11.

“Regénytalany (Nemes Nagy Agnes, Az 6t fenyd),” Népszabadsdg, 2005.
jalius 16., “Hétvége” melléklet, 11.

“Az emlék miive (Rakovszky Zsuzsa, A hulldcsillag éve),” Mozgé Vildg
31.7 (2005. julius) 119-122.

“Fekete magia (Dragoman Gyorgy, A fehér kirdly),” Mozgé Vildg 31.8
(2005. augusztus) 117-120.

“Erdszrol, csapongva (Balazs Attila, Vdgyak gyiijteménye),” Népszabad-
sdg, 2005. augusztus 19., “Hétvége” melléklet, 11.

“Kisért a mult (Huszar Tibor, Taldlkozdsok: Beszélgetések a két vildg-
hdboru kozotti magyar szellemi-politikai mozgalmakrdl),” Népsza-
badsdg, 2005. augusztus 27., “Hétvége” melléklet, 13.

“Az irofejedelem tavlatos tekinteti mellszobra (Turcsany Péter
(szerk.), Isten kenyere - Wass Albert utéélete),” Mozgo Vildg 31.9
(2005. szeptember) 111-113.

“Mindenség-mérleg? (Bodnar Gyorgy, Juhdsz Ferenc),” Népszabadsdg,
2005. oktober 1., “Hétvége” melléklet, 11.

“Az En és a regény (Milan Kundera, A fiiggony),” Mozgé Vildg 31.10
(2005. oktober) 114-117.

“Valljalak, tagadjalak..” (Wolfthart Pannenberg, Rendszeres teoldgia,
vol. 1),” Népszabadsdg, 2005. oktéber 29., 11.

“Kiviil-beliil (Bollobas Enikd, Az amerikai irodalom térténete),” Népsza-
badsdg, 2005. november 5., “Hétvége” melléklet, 11.
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“Test-vilag (Nadas Péter, Pdrhuzamos térténetek),” Mozgo Vildg 31.11
(2005. november) 105-108.

“Lira, nagyban (Berték Laszld, Platén benéz az ablakon),” Népszabad-
sdg, 2005. december 10., “Hétvége” melléklet, 11.

“Mese van (Az drnyék: Hans Christian Andersen meséi - Glinther Grass
szemével),” Mozgé Vilag 31.12 (2005. december) 105-107.

“Toronty (Stephen Greenblatt, Géniusz foldi pdlydn - Shakespeare méd-
szere),” Népszabadsdg, 2006. januar 28., “Hétvége” melléklet, 12.

“Allamhajé és nemzettest (Kovecses Zoltan, A metafora),” Népszabad-
sdg, 2006. februar 4., “Hétvége” melléklet, 11.

“..mert annyit érek én... (Ferencz Gy6z6, Radndti Miklds élete és kolté-
szete),” Mozgd Vildg 32.2 (2006. februar) 105-108.

“Kozelebb a széhoz (George Steiner, Bdbel utdn),” Mozgo Vildg 32.3
(2006. marcius) 121-125.

“Szoritja, nyomja, 6sszefogja... (Pragai Tamas (szerk.), “Mint gondolat-
jel, vizszintes a tested”: Tanulmdnyok Jézsef Attildrdl),” Népszabad-
sdg, 2006. marcius 11., “Hétvége” melléklet, 11.

“Valtofutas megvaltasért (Egressy Zoltan, Portugdl: Nyolc drdma),”
Mozgé Vildg 32.4 (2006. aprilis) 115-118.

“Eletregény (Kertész Imre, K. dosszié),” Népszabadsdg, 2006. aprilis
15., “Hétvége” melléklet, 11.

“Ha szaz, legyen szazkettd (Francia, brit és olasz dekameron),” Konyv-
jelzé (2006. majus) 62-63.

“Mindenhol Oroszorszag (L. Ulickaja, Viddm temetés),” Mozgd Vildg
32.5 (2006. majus) 114-117.

“Egy életlink... (Hay Janos, Hdzassdgon innen és til),” Népszabadsdg,
2006. majus 13., “Hétvége” melléklet, 11.

“Kotelez6 megall6 (Tandori Dezs6, Vdlogatott versek),” Népszabadsdg,
2006. junius 10., “Hétvége” melléklet, 11.

“Mas-kép (Szirtes Andras, Vdndorszem),” Mozgé Vildg 32.6 (2006. ja-
nius) 115-117.

“M-terem (Lator Laszld, A tér, a tdrgyak),” Mozgé Vildg 32.7 (2006.
julius) 33-35.

“Nincs kibavé (Gergely Agnes, Utérintd: Osszegyiijtott versek),” Népsza-
badsdg, 2006. julius 15., “Hétvége” melléklet, 11.

“Dalol (sie singt) a mult... (Dalos Gyorgy, A kértilmetélés — A nagy buli),”
Mozgé Vildg 32.8 (2006. augusztus) 111-114.

“El6zmény, utélag (Mihancsik Zsofia, Nincs mennyezet, nincs fodém:
Beszélgetés Nddas Péterrel),” Népszabadsdg, 2006. augusztus 19.,
“Hétvége” melléklet, 11.
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“Kritika és ahitat (Flizfa Balazs: “...Sem azé, aki fut”: Ottlik Iskola a hata-
ron cimi regénye a hagyomdny, a prozapoétika, a hipertextualitds
és a recepcio tiikrében),” Népszabadsdg, 2006. augusztus 26., “Hét-
vége” melléklet, 12.

“A magunk vére (Jorge Semprun, Hiisz év, egy nap),” Mozgé Vildg 32.9
(2006. szeptember) 112-115.

“A modernitas védjegyei (Halasz Laszld, Az elképzelt valdra vdldsa),”
Népszabadsdg, 2006. szeptember 23., “Hétvége” melléklet, 11.
“Budapest kovei (Bob Dent, Budapest 1956 - A drdma szinterei),” Mozgé

Vildg 32.10 (2006. oktober) 48-51.

“Szép(p)Roza (Parti Nagy Lajos, 4 fagyott kutya ldba),” Népszabadsdg,
2006. november 11., “Hétvége” melléklet, 11.

“Népszava (Moldova Gyorgy, Kdddr Jdnos),” Mozgé Vildg 32.11 (2006.
november) 117-120.

“Hasbeszél6k (Mesterhazi Marton, Ir ember ir szinpadon),” Mozgé Vildg
32.12 (2006. december) 116-119.

“Eltint id6 (Zavada Pal, Kuldkprés),” Népszabadsdg, 2006. december
16., “Hétvége” melléklet, 11.

“Kételezd (Alexa Karoly, Eletiink és irodalmunk),” Népszabadsdg, 2007.
februar 3., “Hétvége” melléklet, 15.

“Sorsmintak (Békés Pal, Csikdgd),” Mozgé Vilag 33.2 (2007. februar)
95-97.

“Férges a Teremtés (Esterhazy Péter, Rubens és a nemeuklideszi asszo-
nyok),” Népszabadsdg, 2007. marcius 10., “Hétvége” melléklet, 11.

“A konny osszege (Anonyma, Egy nd Berlinben: Napldjegyzetek 1945.
dprilis 20-tél junius 22-ig),” Mozgé Vildg 33.3 (2007. marcius)
107-1009.

“Anemlétragyogasa’ (Szabd T. Anna, Elhagy),” Mozgé Vildg 33.4 (2007.
aprilis) 111-114.

“Biopoéma (Aczél Géza, (vissza)galopp),” Népszabadsdg, 2007. aprilis
14., “Hétvége” melléklet, 11.

“Az élet szava (Domokos Matyas, Az olvasé fényiizése I-11I),” Népsza-
badsdg, 2007. majus 12., “Hétvége” melléklet, 11.

“Magandekameron (Ficsku Pal, Gyerekgydr),” Mozgé Vildg 33.5 (2007.
majus) 99-101.

“Test-vildg (Nadas Péter, Pdrhuzamos térténetek),” in Testre szabott
haldl: Irdsok Nddas Péter Sajdt haldl és Pdrhuzamos térténetek
cimii miiveirdl, szerk. Racz 1. Péter (Budapest: Kijarat Kiadg, 2007)
[Masodkozlés. El6szor: Mozgo Vildg 31.11 (2005. november) 105-
108] 296-302.
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“Hiiséggel, tapintattal (Reményi J6zsef Tamas, Zsurndl),” Népszabad-
sdg, 2007. junius 9., “Hétvége” melléklet, 11.

“Egy fejl6désregény vége (V. Pelevin, A Sdrga Nyil és Szdmok),” Mozgé
Vildg 33.6 (2007. junius) 97-100.

“Roncstérkép (Toth Krisztina, Vonalkéd),” Mozgé Vildg 33.7 (2007. ju-
lius) 101-103.
“A kolt6 és az ember (Lator Laszl6 és Vincze Ferenc (szerk.), Orbdn
Otto),” Népszabadsdg, 2007. julius 14., “Hétvége” melléklet, 11.
“Nosztalgia - fonakjarol (Madarasz Imre, Antiretrd),” Népszabadsdg,
2007.julius 28., “Hétvége/Konyvszemle” melléklet, 11.

“A szabadsagolt diktator (Standeisky Eva, Kassdk, az ember és a kizsze-
repld),” Mozgé Vildg 33.8 (2007. augusztus) 108-111.

“A Csirkefej-effektus (Hay Janos, A gyerek),” Népszabadsdg, 2007. au-
gusztus 18., “Hétvége” melléklet, 11.

“Maghéj (Giinther Grass, Hagymahdntds kézben),” Mozgé Vildg 33.9
(2007. szeptember) 116-119.

“Borotvaélen (Juhasz Ferenc, Halanddésdg-mdmor),” Népszabadsdg,
2007. szeptember 22., “Hétvége” melléklet, 11.

“Didkcsiny (Ban Zsofia, Esti iskola (olvasckényv felndtteknek)),” Mozgo
Vildg 33.10 (2007. oktéber) 117-120.

“Portnoy Szocrealidban (Vamos Miklos, Utazdsok Erotikdban),” Nép-
szabadsdg, 2007. november 3., “Hétvége” melléklet, 11.

“Valtozatok a kimondhatatlanra (Toni Morrison, Nagyonkék és A Ked-
ves),” Mozgé Vildg 33.11 (2007. november) 109-112.

“Elemében (Parti Nagy Lajos-Banga Ferenc, A vak murmutér),” Nép-
szabadsdg, 2007. november 24., “Hétvége” melléklet, 11.

“Ugy van jol (Lator Laszl6, Az egyetlen lehetdség),” Népszabadsdg, 2007.
december 8., “Hétvége” melléklet, 11.

“Mérséktelen égov (Majoros Sandor, Emberrel esik meg),” Mozgé Vildg
33.12 (2007. december) 124-126.

“Ujrahasznositas (Békés Pal, Semmi baj),” Népszabadsdg, 2008. februar
2., “Hétvége” melléklet, 11.

“Az iras csodaja (Vida Gabor, Nem szabad és nem kirdlyi),” Mozgé Vildg
34.2 (2008. februar) 109-111.

“Tarcanaplé (Bathori Csaba, Haluc Aron dolgozatai),” Revizor (www.
revizoronline.com), 2008. marcius 5.

“Mihaszna (Dona Magdolna, Ki kicsoda a magyar irodalomban?),” Nép-
szabadsdg, 2008. marcius 8., “Hétvége” melléklet, 11.

“Arnyékbolygé (Salman Rushdie, Sdlimdr a bohéc),” Mozgé Vildg 34.3
(2008. marcius) 112-115.
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“Csaljatékos (Hay Janos, Meleg kilincs: Versek, 1976-2003),” Népsza-
badsdg, 2008. aprilis 12., “Hétvége” melléklet, 9.

“Tavolnok: kozelnok (Tandori Dezs6, A komplett Tandori - komplett
eZ?),” Mozgé Vilag 34.4 (2008. aprilis) 124-127.

“Anyaszomorité (Esterhazy Péter, Semmi miivészet), Kultira.hu
(http://kultura.hu), 2008. aprilis 14.

“Sok sor (Jénas Tamas, Onkéntes vak),” Népszabadsdg, 2008. majus 10.,
“Hétvége” melléklet, 11.

“Ingajarat (Sarkozi Matyas, Vizszintes zuhands),” Revizor (www.revizo-
ronline.com), 2008. majus 15.

“A szomszéd kertje (Gabriela Adamesteanu, A taldlkozds. Csiki Laszlo
forditasa.; Filip Florian, Kisujjak. Karacsonyi Zsolt forditasa.),”
Mozgo Vildg 34.5 (2008. majus) 93-96.

“Mesélé (Méhes Karoly, Hollander Emdke mezteleniil),” Revizor (www.
revizoronline.com), 2008. janius 1.

“Az unalmas olvasas (Vamos Miklés, [rék egymds kézétt),” Népszabad-
sdg, 2008. junius 7., “Hétvége” melléklet, 11.

“Egy dilettans élet (Italo Svevo, Zeno tudata),” Mozgé Vildg 34.6 (2008.
junius) 103-106.

“Ketrecnyitogat6 (Jézsa Marta, Amig a nagymami megkertil),” Kultira.
hu (http//:kultura.hu), 2008. junius 27.

“Hibridisztan (Zavada Pal, Idegen testiink),” Mozgé Vilag 34.7 (2008.
jalius) 112-115.

“Szazegyedszer is (Nadasdy Adam, Prédikdl és szénokol),” Népszabad-
sdg, 2008. julius 19., “Hétvége” melléklet, 11.

“Gradina vecinului,” Observator Cultural 9.175 (433) (23-30 iulie
2008) 10. [Ujrakozlés roman nyelven. Farkas Jen forditasaban: “A
szomszéd Kertje (Gabriela Adamesteanu, A taldlkozds. Csiki Laszlo
forditasa.; Filip Florian, Kisujjak. Karacsonyi Zsolt forditasa.),”
Mozgé Vildg 34.5 (2008. majus) 93-96].

“Voltam (Ferdinandy Gyorgy, Csak egy nap a vildg),” Népszabadsdg,
2008. augusztus 23., “Hétvége” melléklet, 11.

“Szétes6ben (Dubravka Ugresi¢, A fdjdalom minisztériuma),” Mozgé
Vildg 34.9 (2008. szeptember) 58-60.

“Ragad (G. Istvan Laszld, Homokfiiga),” Népszabadsdg, 2008. oktober
4., “Hétvége” melléklet, 11.

“Regényféle (Zsolt Béla, Kinos tigy),” Mozgé Vildg 34.10 (2008. okto-
ber) 108-111.

“Odaat (Cserna-Szabd Andras, Puszibolt),” Népszabadsdg, 2008. no-
vember 8., “Hétvége” melléklet, 11.
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“Ben trovato (Huszar Tibor, Bibd estéje),” Mozgé Vildg 34.11 (2008. no-
vember) 100-103.

“Pretextus, paratextus, textus (Doris Lessing, Az arany jegyzetfiizet),
Mozgé Vildg 34.12 (2008. december) 114-118.

“Szembenézés (Takdcs Zsuzsa, Jaj a gydzteseknek!),” Népszabadsdg,
2008. december 13., “Hétvége” melléklet, 11.

“Egyensulyban (N. Horvath Béla, A lira logikdja - Jézsef Attila),” Nép-
szabadsdg, 2009. februar 7., “Hétvége” melléklet, 11.

“Az irdly meztelen (Bezeczky Gabor, Irodalomtérténet a senkiféldjén),”
Mozgé Vildg 35.2 (2009. februar) 116-119.

“Vilagregény a félmultbol (Thomas Pynchon, Stlyszivdrvdny),” Népsza-
badsdg, 2009. februar 28., “Hétvége /Konyvszemle” melléklet, 11.

“Igazi miterem (Vali Dezs0, deske.hu - Levelek Le Meux-be),” Mozgd
Vildg 35.3 (2009. marcius) 112-115.

“Vindikacio6 (Fogarassy Miklos, ,Még nem kelt fel a nap” - Mészoly Mik-
16s Elégidja),” Népszabadsdg, 2009. marcius 14., “Hétvége” mellék-
let, 11.

“A szabadulémiivész (Gyorgy Péter-Radnoéti Sdndor (szerk.), A mds-
ként-gondolkoddé - Tamds Gdspdr Miklés 60.)” Mozgé Vildg 35.4
(20009. 4prilis) 106-108.

“Kulonfélék (Hay Janos, Egymdshoz tartozok),” Népszabadsdg, 2009.
aprilis 18., “Hétvége” melléklet, 11.

“Az anatomus (Tolnai Otté: Grenadirmars),” Mozgé Vildg 35.5 (2009.
majus) 121-124.

“Erkolcsi mesék (Bité Laszlo, Aldott vagy, Kdin),” Népszabadsdg, 20009.
majus 16., “Hétvége” melléklet, 11.

“Csodak ideje (Kemény Istvan, Kedves ismeretlen),” Népszabadsdg,
2009. junius 13., “Hétvége” melléklet, 11.

“A latvany és a kép (Péterfy Gergely, Haldl Buddn),” Mozgé Vildg 35.6
(2009. junius) 106-109.

“Semmi sem olyan (K6rizs Imre, Ez az egész és mds versek),” Mozgo
Vildg 35.7 (2009. jilius) 116-119.

“Sodrasban, orvényben (Toth Krisztina, Magas labda),” Népszabadsdg,
20009. julius 18., “Hétvége” melléklet, 11.

“Minden 6sszeeskiivés, igy vagy ugy... (Thomas Pynchon, Stlyszivdr-
vdny),” Mozgé Vildg 35.8 (2009. augusztus) 109-112.

“Kis torténetek - nagy kérdések (Bir6-Balogh Tamas, Tollvondsok),”
Népszabadsdg, 2009. augusztus 22., “Hétvége” melléklet, 11.

“A vallomas mestersége (Téth Krisztina, Magas labda), Mozgé Vildg
35.9 (2009. szeptember) 112-115.
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“A szellem patinéja (Kelevéz Agnes és Szilagyi Judit (szerk.), Nyugat-
képeskényv),” Népszabadsdg, 2009. szeptember 26. “Hétvége/
Koényvszemle” melléklet, 11.

“Magyar borleszk (Kacsor Zsolt, Istvdn kirdly blogja),” Népszabadsdg,
2009. oktober 3., “Hétvége” melléklet, 11.

“A teoria tehene (Bazsanyi Sandor: ,Fehéret, feketét, tarkdt...”),” Nép-
szabadsdg, 2009. november 7., “Hétvége” melléklet, 11.

“Nagyban (Darvasi Laszld, Virdgzabdlék),” Mozgé Vilag 35.11 (2009.
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“Az Edentd] nyugatra (Ingo Schulze, Adam és Evelyn),” Népszabadsdg,
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“Orok félidé (Mezd Ferenc, Soér és hamu),” Mozgé Vildg 36.3 (2010.
marcius) 109-111.

“Nyomaink nyomaban (T. Brook, Vermeer kalapja; E. ]. Larson, Az evo-
lticid),” Népszabadsdg, 2010. marcius 27., “Hétvége /Konyvszemle”
melléklet, 13.

“Isten neki (José Rodrigues dos Santos, Az isteni formula),” Népszabad-
sdg, 2010. aprilis 30., “Hétvége /Konyvszemle” melléklet, 13.

“Dingidungi? Undi Dundi? (Lewis Carroll, Aliz kalandjai Csodaorszdg-
ban és a tiikér mdsik oldaldn; Lewis Carroll, Alice Csodaorszdgban -
Alice Tiikérorszdgban),” Mozgé Vildg 36.5 (2010. majus) 103-105.

“Eletszag (Amosz Oz, Rimek életre, haldlra), Népszabadsdg, 2010.
majus 22., Kultira-Koényvszemle, 18.

“Unneplés médozatokkal (Agardi Péter, Jozsef Attila, a kézos ihlet -
Egy irodalmi centendrium tiikre és anatémidja),” Mozgé Vildg 36.6
(2010. janius) 104-107.

“Redlisan (Sarbu Aladar, A tlinddés vége),” in A tiinédések valésdga — The
Reality of Ruminations. Irdsok Sarbu Aladdr 70. sziiletésnapjdra —
Writings for Aladdr Sarbu on his 70" Birthday, szerk. Borbély Judit
és Cziganyik Zsolt (Budapest: ELTE BTK Angol-Amerikai Intézet,
Anglisztika Tanszék, 2010) [Masodkozlés hosszabb szovegvalto-
zatban. Eredetileg: Népszabadsdg, 2002. december 14., 29] 37-39.

“Erkolcsi mesék (Bit6 Laszl, Aldott vagy, Kdin),” in Még négy év 2006-
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2010) [Masodkozlés. Eredetileg: Népszabadsdg, 2009. majus 16.,
“Hétvége” melléklet, 11] 300-301.
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“A béséges nélkiilozés (Ferencz Gy6z6, Szakadds), Népszabadsdg,
2010. julius 31., Kultira-Koényvszemle, 18.

“Ne legyen Freud a nevem... (James Hillman-Charles Boer, Freud sajdt
szakdcskonyve, ford. Hars Gyorgy Péter),” Mozgé Vildg 36.8 (2010.
augusztus) 101-104.

“Itt voltam otthon..” (Fenyves Katalin, Képzelt asszimildcié? Négy zsido
értelmiségi nemzedék énképe),” Népszabadsdg, 2010. szeptember
11., Kultira-Koényvszemle, 18.
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“Idill és gyehenna (Szabd T. Anna, Villany),” Mozgé Vildg 36.10 (2010.
oktober) 85-87.

“Maradt (Ferdinandy Gyorgy, Egy sima, egy forditott),” Mozgd Vildg
36.11 (2010. november) 113-115.

“A kiralyn6 mulat... (Alan Bennett, A kirdlynd olvas),” Mozgd Vildg 37.2
(2011. februar) 110-113.

“Josef K., szocrealban (Spiré Gyorgy, Tavaszi tdrlat),” Mozgé Vildg 37.3
(2011. marcius) 92-95.

“Vér-baj (Farkas Jend, Dracula és a vampirok),” Mozgé Vildg 37.4 (2011.
aprilis) 111-114.

“Biztos pontok (Grecsd Krisztian, Mellettem elférsz),” Mozgé Vildag 37.5

(2011. majus) 110-112.

Bandika, mennyiért lennél helyettem asszony?’ (Borgos Anna-Szila-
gyi Judit, N6irdk és irénék - Irodalmi és ndi szerepek a Nyugatban),”
Mozgé Vildg 37.6 (2011. junius) 122-125.

“Szakmai onéletrajz (Lator Laszlo, A megmaradt vildg: Emlékezések),”

Mozgé Vildg 37.7 (2011. julius) 105-108.

“Versus (Rakovszky Zsuzsa, VS),” Mozgé Vilag 37.8 (2011. augusztus)
119-122.

“A néta vége (Patrick McCabe, A mészdroslegény),” Mozgé Vildg 37.9
(2011. szeptember) 110-113.

“Prébajarat a pokolba (Egressy Zoltan, Szaggatott vonal),” Mozgé Vildg
37.11 (2011. november) 111-113.

“Emlékek a megsemmisiilésr6l (W. G. Sebald, A Szaturnusz gytirii),”
Mozgé Vildg 37.12 (2011. december) 112-115.

“Gyerekszaj (Podmaniczky Szilard, Kisgyermekek emlékiratai),” Mozgo
Vildg 38.2 (2012. februar) 119-121.

“Akkor még volt ilyen’ (Bacher Ivan, Sétatdrs),” Mozgé Vildag 38.3
(2012. marcius) 94-98.
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“Hosszan énekelj... (Vajda Miklés, Ej volt, eqy siré magyar koltével az
dgyon),” Mozgé Vildg 38.4 (2012. aprilis) 114-117.

“A vildgon mindeniitt (Mario Vargas Llosa, A kelta dlma),” Mozgé Vildg
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(1982. januar) 24-26.

“Egy valsag anatomiaja? Az 0j angol filmrdl,” Filmvildg 26.12 (1983.
december) 22-27.

“Ur és szolga: Joseph Losey portréjahoz,” Filmvildg 27.9 (1984. szep-
tember) 16-19.

“A hir és a kép: Dreyfus - filmen,” Filmvildg 28.2 (1985. februar) 30-32.

“Szertartds és ironia: Roman Polanski portréjahoz,” Filmvilag 28.12
(1985. december) 32-37.

“Rovidtavfuték: Egy régi ‘aj hullam’ Angliabdl,” Filmvildg 29.12 (1986.
december) 18-23.

“A kudarc igézete: John Huston, a Kézmiives,” Filmvildg 30.12 (1987.
december) 36-41.

“Haboru és vége: Vietnam értelme,” Filmvildg 33.5 (1990. majus) 39-
43.

“Az élet 6sze: Monty Python avagy a hiilyéskedés diadala,” Filmvildg
33.8 (1990. augusztus) 38-43.

“Tony Richardson,” Filmvildg 35.1 (1992. januar) 2.

“Gene Kelly (1912-1996),” Filmvildg 39.3 (1996. marcius) 3.

“Szaz éves a halhatatlan: Centenarium,” Filmvildg 40.7 (1997. julius)
5-7.
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“William S. Burroughs 1914-1997,” Filmvildg 40.9 (1997. szeptember)
2-3.

“Eletre-halalra: Drama a birésagon,” Filmvildg 42.11 (1999. novem-
ber) 48-49.

“Stanley Kramer (1913-2001),” Filmvildg 44.5 (2001. majus) 2.

“Szemiink allasa: Joel Coen: Az ember, aki ott se volt,” Filmvildg 45.3
(2002. marcius) 4-7.

“A kelta tigris: Irek a moziban,” Filmvildg 45.10 (2002. oktéber) 45-48.

“Karel Reisz (1926-2002),” Filmvildg 46.1 (2003. januar) 3.

“Nabobok, pariadk, Radzs: Rejtelmes India,” Filmvildg 46.2 (2003. feb-
ruar) 16-21.

“Ir6 a moziban: Graham Greene és A csendes amerikai (Phillip Noyce,
The Quiet American),” Filmvildg 46.6 (2003. junius) 26-30.

“Cloyne plispoke moziba megy: Beckett és a film,” Filmvildg 46.7 (2003.
julius) 44-45.

“Az Ujbeszéltdl a reality show-ig: George Orwell és a film,” Filmvildg
46.9 (2003. szeptember) 4-7.

“Az arulas szelleme: Kazan és démonai,” Filmvildg 47.3 (2004. mar-
cius) 4-8.

“Mamor és hamvazoészerda: Francis Scott Fitzgerald, a jazz-korszak
krénikasa (Jack Clayton, The Great Gatsby),” Filmvildg 47.7 (2004.
julius) 14-17.

“Legenda a filmvasznon: Arthur kiraly és lovagjai,” Cinema 2004/9
34-35.

“A rend és a kdosz: Altman Amerikaja,” Filmvildg 48.9 (2005. szeptem-
ber) 4-7.

“Terry Gilliam és a Monty Python Repiil6 Cirkusza,” Cinema 2006/1 [tf
szignoval] 80.

“37. Magyar Filmszemle,” Cinema 2006/3 18-20.

“Politikai titkok a moziban,” Cinema 2006/3 38-42.

“Szerelem és pénz: Jane Austen adaptaciok,” Filmvildg 49.4 (2006. ap-
rilis) 25-27.

“Vagyak, temet6k: Tennessee Williams,” Filmvildg 49.9 (2006. szep-
tember) 24-29.

“Mi magunk’: IRA-filmek,” Filmvildg 49.10 (2006. oktéber) 29-32.

“Robert Altman (1925-2006),” Cinema 2007 /1 98.

“Véres jatszmak: Joseph Losey,” Filmvildg 50.5 (2007. majus) 8-11.

“Mailer, halal, Amerika: Norman Mailer, alazad6,” Filmvildg 51.5 (2008.
majus) 12-15.
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“A megfilmesitett filmgyil6l6: D. H. Lawrence a moziban,” Filmvildg
51.6 (2008. junius) 28-31.

“A bilincs és a mosoly: Paul Newman,” Filmvildg 51.12 (2008. decem-
ber) 16-19.

“Harold Pinter (1930-2008),” Filmvildg 52.2 (2009. februar) 3.

“Odalent Délen: Fekete Amerika,” Filmvildg 52.6 (2009. junius) 16-18.

“Egy angol ur Miskolcrél: Emeric Pressburger és a forgatékonyviras
dics6sége,” Filmvildg 52.9 (2009. szeptember) 34-37.

“A detektiv és a dandy: Sherlock Holmes a moziban,” Filmvildg 53.2
(2010. februar) 28-32.

“Az 6rok masodik: Korda Zoltan,” Filmvildg 53.9 (2010. szeptember)
29-31.

“A rutin varazsléja: Sidney Lumet 1924-2011," Filmvildg 54.7 (2011.
julius) 12-14.

“Az 06rdog cimbordja: Gabriel Pascal,” Filmvildg 54.12 (2011. decem-
ber) 33-35.

“A zseni és a stroman: Shakespeare a filmvasznon,” Filmvildg 55.8

(2012. augusztus) 4-8.
Your Must Remember This”: Hetvenéves a Casablanca,” Filmvildg 55.9
(2012. szeptember) 4-9.

“«

Filmkritikak

“Amerika kizoldiilése’ (Milos Forman, Hair),” Filmvildg 23.1 (1980. ja-
nuar) 26-27.

“Antizarandok és sci-fi hds (G. Roy Hill, Slaughterhouse-Five),” Filmvi-
ldg 23.2 (1980. februar) 26-27.

“Atok foldjén (Francis Ford Coppola, Apocalypse Now),” Filmvildg 23.4
(1980. aprilis) 14-15.

“Erosz és Satan (Pier Paolo Pasolini, The Canterbury Tales),” Filmvildg
24.3 (1981. marcius) 24-25.

“Filmklisé és realizmus (Paul Schrader, Blue Collar),” Filmvildg 24.10
(1981. oktober) 18-19.

“Betegek, bolondok, magatehetetlenek (Lindsay Anderson, Britannia
Hospital),” Filmvildg 26.9 (1983. szeptember) 22-23.

“A francia hadnagy szeret6je (Karel Reisz, The French Lieutenant’s
Woman),” Filmvildg 26.11 (1983. november) 51-52.

“A vadon szava (Ken Annakin, The Call of the Wild),” Filmvildg 27.11
(1984. november) 53-54.
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“Lady Chatterley szeret6je (Just Jaeckin, Lady Chatterley’s Lover),’
Filmvildg 28.1 (1985. januar) 53.

“Maskor, mashol (Michael Radford, Another Time, Another Place),’
Filmvildg 28.4 (1985. aprilis) 48-49.

“Aproészentek legendai (Philip Kaufman, Henry and June),” Filmvildg
34.4 (1991. aprilis) 30-32.

“Ossz-kelet-eurépai szemle: MOVEAST-1," Filmvildg 35.1 (1992. ja-
nuar) 62-63.

“Az igazsdg paranoidja (Oliver Stone, JFK),” Filmvildg 35.5 (1992.
majus) 10-12.

“Christopher Marlowe és a manierista filmkép (Derek Jarman, Edward
II),” Filmvildg 35.7 (1992. julius) 12-15.

“A végs6 megoldas: Halal® (David Fincher, Alien®),” Filmvildg 35.10
(1992. oktoéber) 62.

“Az él6sdiség dicsérete (Sally Potter, Orlando),” Filmvildg 36.4 (1993.
aprilis) 39-42.

“Kisrealista karneval (Stephen Frears, The Snapper),” Filmvildg 37.8
(1994. augusztus) 52-53.

“Szabadesés (John Irvin, Free Fall),” Filmvildg 37.11 (1994. november)
59.

“Bronxi mese (Robert De Niro, A Bronx Tale),” Filmvildg 38.1 (1995.
januar) 62.

“Négy eskiivo és egy temetés (Mike Newell, Four Weddings and a Fune-
ral),” Filmvildg 38.2 (1995. februar) 57.

“Barhol, barmit, barmikor... (Herbert Ross, Boys on the Side),” Filmvildg
38.6 (1995. junius) 57.

“Virus (Wolfgang Petersen, Outbreak), Filmvildg 38.7 (1995. jalius) 59.

“Elvarazsolt aprilis (Mike Newell, Enchanted April),” Filmvildg 38.8
(1995. augusztus) 55.

“Special effect (Jean Pierre Jeunet és Marc Caro, The City of Lost Child-
ren),” Filmvildg 38.9 (1995. szeptember) 56-57.

“Casper (Brad Silberling, Casper),” Filmvildg 38.9 (1995. szeptember)
60.

“Az els6 lovag (Jerry Zucker, First Knight),” Filmvildg 38.10 (1995. ok-
tober) 59.

“Apollo 13 (Ron Howard, Apollo 13),” Filmvildg 38.11 (1995. novem-
ber) 58.

“Neruda postasa (Michael Radford, Il Postino),” Filmvildg 38.10 (1995.
november) 60.
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“Gyorgy kiraly (Nicholas Hytner, The Madness of King George),” Filmvi-
ldg 39.1 (1996. januar) 57.

“Az amerikai elnok (Rob Rainer, The American President),” Filmvildg
39.2 (1996. februar) 64.

“Mrs. Parker és az 6rdogi kor (Alan Parker, Mrs. Parker and the Vicious
Circle),” Filmvildg 39.3 (1996. marcius) 56.

“Ertelem és érzelem (Ang Lee, Sense and Sensibility),” Filmvildg 39.4
(1996. 4prilis) 60.

“Mary Reilly (Stephen Frears, Mary Reilly),” Filmvildg 39.6 (1996. jd-
nius) 58.

“Arc (Victor Salva, Powder),” Filmvildg 39.8 (1996. augusztus) 61.

“Michael Collins (Neil Jordan, Michael Collins),” Filmvildg 40.4 (1997.
aprilis) 59.

“Moll Flanders (Pen Densham, Moll Flanders),” Filmvildg 40.5 (1997.
majus) 57.

“Valtozasok kora (Michael Hoffman, Restoration),” Filmvildg 40.6
(1997. junius) 62.

“Relic - Bestia (Peter Hyams, Relic),” Filmvildg 40.8 (1997. augusztus)
64.

“Halalhajé (Paul Anderson, Event Horizon),” Filmvildg 40.12 (1997. de-
cember) 57-58.

“Csillagkozi invazio (Paul Verhoeven, Starship Trooper),” Filmvildg 41.1
(1998. januar) 58.

“Amistad (Steven Spielberg, Amistad),” Filmvildg 41.3 (1998. marcius)
58.

“H6hullam (David Twohy, Arrival),” Filmvildg 41.3 (1998. marcius) 60.

“Voros Sarok (Jon Avnet, Red Corner),” Filmvildg 41.4 (1998. aprilis)
57-58.

“Emma (Douglas McGrath, Emma),” Filmvildg 41.5 (1998. méjus) 59.

“A Gonosz keresztdtja: vAmpir-western (John Carpenter, Vampires),”
Filmvildg 41.7 (1998. julius) 24-26.

“Ejfél a j6 és a rossz kertjében (Clint Eastwood, Midnight in the Garden
of Good and Evil),” Filmvildg 41.8 (1998. szeptember) 59.

“Az érzéstelenitett latvany (Steven Spielberg, Saving Private Ryan),”
Filmvildg 41.10 (1998. oktéber) 56-57.

“Egy holgy arcképe (Jane Campion, Portrait of a Lady),” Filmvildg 41.11
(1998. november) 58.

“Ezer hold (Jocelyn Moorehouse, A Thousand Acres),” Filmvildg 42.1
(1999. januar) 59-60.
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“Alice latomasorszagban (Paul Bogdanovich, The Last of the Multi-
plexes),” Filmvildg 42.9 (1999. szeptember) 32-33.

“Egy sorozatgyilkos nyara (Spike Lee, The Summer of Sam),” Filmvildg
43.3 (2000. marcius) 61.

“Fegyvert s vitézt fehéren-feketén (Roland Emmerich, The Patriot),”
Filmvildg 43.9 (2000. szeptember) 56-57.

“Titus (Julie Taymor, Titus),” Filmvildg 44.2 (2001. februar) 57-58.

“T-modell (Robert Altman, Dr. T & the Women),” Filmvildg 44.3 (2001.
marcius) 56.

“Szuperimdzs, giccshaboru (Michael Bay, Pearl Harbor),” Filmvildg
44.8 (2001. augusztus) 10-13.

“Szalmaszezon (Palasthy Gyorgy, Szalmabdbuk ldzaddsa),” Filmvildg
44.9 (2001. szeptember) 52.

“Liam (Stephen Frears, Liam),” Filmvildg 44.10 (2001. okt6ober) 58.

“XX (Schilling Arpad, Nexxt),” Filmvildg 44.11 (2001. november) 56-57.

“Izig-vérig Anne-Mary (Sara Sugarman, Very Anne-Mary),” Filmvildg
44.12 (2001. december) 57.

“Jay és Néma Bob visszavag (Kevin Smith, Jay and Silent Bob Strike
Back),” Filmvildg 45.1 (2002. januar) 59.

“Szorny Rt. (Peter Docter és David Silverman, Monsters, Inc.),” Filmvi-
ldg 45.2 (2002. februar) 61.

“Klisé, hatvanyon (Todd Solondz, Storytelling),” Filmvildg 45.4 (2002.
aprilis) 56-57.

“Rabold a n6t! (Stefan Schwartz, The Abduction Club),” Filmvildg 45.7
(2002. julius) 58-59.

“Véres vasarnap (Paul Greengrass, Bloody Sunday),” Filmvildg 45.11
(2002. november) 58.

“Keresztény szomorujaték (Costa-Gavras, Amen.),” Filmvildg 45.12
(2002. december) 56.

“Szovevény (Ray Lawrence, Lantana),” Filmvildg 46.3 (2003. marcius)
60.

“Odiisszeusz habortja (Samuel Fuller, The Big Red One),” Filmvildg
46.4 (2003. aprilis) 24-26.

“Hermész a Holocaustban (Szilagyi Andor, A Rézsa énekei),” Filmvildg
46.5 (2003. majus) 46-47.

“Birtokviszony (Rose Troche, Safety of Objects),” Filmvildg 46.7 (2003.
julius) 59.

“Claire életre-halalra (Bruce McDonald, Picture Claire),” Filmvildg 46.8
(2003. augusztus) 58.
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(2003. december) 52-53.

“Hideghegy (Anthony Minghella, Cold Mountain),” Filmvildg 47.3
(2004. marcius) 58.

“Schindler listaja (Steven Spielberg, Schindler’s List),” Cinema 2004 /4
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Jasny, Broken Silence),” Cinema 2004 /4 [tf szignéval] 93.

“Szomoru jaték (Fischer Gabor, Montecarlo!),” Filmvildg 47.4 (2004.
aprilis) 52-53.

“A szem (Oxide Pang Chun és Danny Pang, Jian gui),” Cinema 2004/6
[tf szignoval] 74.

“Egy maréknyi dollarért (Sergio Leone, A Fistful of Dollars),” Cinema
2004/6 [tf szignoval] 90.

“Rodriguez-trilégia (Robert Rodrigues, EI Mariachi, Desperado, Once
Upon a Time in Mexico), Cinema 2004 /6 92-93.

“Tarts (Gjra) Nyugatnak! Fegyvertarsak (Kevin Costner, Open Range),”
Filmvildg 47.6 (2004. janius) 50-51.

“Félkozelben: Magyar filmtorténet - angol optikaval (John Cunning-
ham, Hungarian Cinema: From Coffee House to Multiplex),” Filmvi-
ldg 47.7 (2004. julius) 50.

“Terminal (Steven Spielberg, The Terminal),” Filmvildg 47.9 (2004.
szeptember) 58.

“A Marx testvérek filmjei DVD-n,” Cinema 2004 /10 88.

“Haver (Morten Tyldum, Buddy),” Cinema 2004 /10 [tf szigndval] 72.
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(Budapest: ELTE BTK Angol-Amerikai Intézet, Anglisztika Tan-
szék, 2010), 31.
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THE LETTER! THE LITTER!
AND THE SOOTHER THE BITTHER!

lrodalom, forditis
Literotuwre , Trovuslation






Ferencz Gy6z6

Takacs Ferenc és Bill Mc Cormack
latogatasa a Deak téri Evangélikus
Orszagos Muzeumban 1983-ban

Hugh Maxton

A protestans miuzeumban
At the Protestant Museum

Kezdek hozzaszokni, hogy semmit nem értek.
Aluljarék hangoljak dssze vandorlasaimat.

A szavak zenévé olddédnak, mire hazaérek
szoba-konyhadmba, napi idegenség-adag.

A kevés mar b6ség. Angolos beefsteak, kaposzta
tiinnepélyes forditasban a miivelt étlapon,
ezt valasztom és eszem. A sors ugy hozta,
a nélkiilozést is az erények kozé sorolom.

Januarba fordulnak az enyhe napok,

a ndrimek rosszkedviien leeresztenek,
a naptar betelt és mégis nyitott.

Az id6 mulik, a jovo egyre kevesebb.

Husz és Melanchton és Luther hagyott

kisérletezd ifjukorom lapjain ujjnyomot.

Keveset tudtunk réluk, de 6k voltak a mi szentjeink.
Egy kiraly tiltakozasa tett kivalasztottd minket.

Kivaltsag csokja, jutalma szegénynek,

ilyen tréfakra futotta, de ezt, s6t az egészet
gy6ztiik hittel. A vandorprédikator

hangjat nem hallottuk - ,a torténelem itt véget ér”.
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JEn, Dr. Luther, kijelentem,

hogy egyetlen

feleségem, draga

Katalin gyamolitasara,

vagy (ahogy a szokas mondja)
korlatlan hasznalatra és tulajdonba
orokil hagyok

eldszor: egy kis birtokot
Fulsdorfban,

amelyet megvasaroltam és rendbehoztam...

Nem hasznaltam

(és erre j6 okom van)
jogi kifejezéseket,
Isten és az emberek
szine el6tt,

s6t még a pokolban is
koztiszteletben alld

és részrehajlas nélkiili
biré vagyok, akinek
szavait semmiféle fiskalis
nem forgathatja ki.”

Ez a bortonlelkész tantuvallomasa:

,Aztan arrol beszélt, hogy ha a helyzet rendezddik, keressem fel
feleségét, mondjam meg neki, hogy holtestét exhumaltassa, és
Tarpdara szallitva, ott helyezze végsé nyugalomra a reformatus
temet6ben, mivel ott evangélikus temetd nincsen.

Kis italt kért. Az Urvacsorai kehelyben 1év6 bort megitta. Kozben
egy katona odaadta neki a pdalinkajat is. Par korty palinkat is

ivott.

Ekkor kis hasmenése jelentkezett, arra kért, hogy par pillanatig
hagyjam magara. Néhany perc mulva kinyitotta az ajtot, és kért,
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hogy ismét menjek be. Arra kért, hogy az utolsé 6rak emlékét
mondjam el majd feleségének. Amikor kiléptiink a zarkabol, a
kiviil 4116 6r tisztelgett és megcsdkolta Bajcsy-Zsilinszky kezét.

En mar csak a kivégzés utan lettem a kivégzés helyére
kirendelve. Hogy temetésén ott lehessek, és sirba szall6 porat
megaldhassam, ezen kérésemet elutasitottak.”

4,

A torténelem itt végetér.

A gondnokn6 besopri a napi bevételt
és bezarja a boltot,

hazamegy és meggyujtja a tlizhelyt,
a tikorbe mosolyog

gyanu felett all6 aranyfogaval.

Kincs 6,

az Urnak a kincse.

A torténelem itt végetér.

Egy hatrabukfenccel

az elme hazaszall

pajtakhoz és padlasokhoz,
farégépekhez

és gazdasagi éptliletekhez.
Biztositék, onrendelkezés,
évek igérete,

furégép,

Ofelsége ejtéernyds ezredének
titkosrendGrsége

lord Widgery elnoklete

alatt. Fidei defensor,

Orizd a betiltott

nyelvet, toltsd meg a mizeumokat.

A torténelem itt végetér,
merengve tekint vissza

a parlamentre.

A szegények jutalma,

gondtalan nap a szomszédokkal.
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A kisfoldalattin megall6dhoz kozeledve
imdaba kezdek, Bajcsy-Zsilinszky.
Idegenben mulik az idegenség, a biiszke
halal mélté szavait megsemmisiti.

Egy élhetetlen szkeptikus voros konnye hull,
beméri a tavolsagot sz6 és kép kozott,

otthon és félelem kozott szakadékba hull,
a kor sivar egyformasagaba 61t6zott.

Imadkozz Bajcsy-Zsilinszky lelkéért.
Imadkozz Pasztor hadnagy lelkéért.
Imadkozz Hunter Gowan lelkéért, aki egy héttel a felkelés el6tt

kardjaval levagta egy papista ujjat, hogy megkavarja vele a puncsot,
mint a roka farkaval az igazi vadaszok.

Imadkozz Krisztus lelkéért, aki mindennek kezdete.
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Jegyzet

Hugh Maxton iréi alnév, William ]. Mc Cormack ir kolt6 és irodalomtor-
ténész koltéi munkassagat takarja. ,A protestans muzeumban” cimi
vers az At the Protestant Museum (1986) cimii kotetének cimado da-
rabja.!

William John Mc Cormack 1947-ben sziiletett Aughrimben,
Wicklow megyében, a dublini Trinity College-ban szerzett diplo-
mat 1971-ben és Derryben, a New University of Ulsteren szerzett
PhD-fokozatot 1974-ben. Szdmos egyetemen tanitott [rorszagban,
Anglidban és az Amerikai Egyesiilt Allamokban. 2001-ben a Goldsmith
College-bol (University of London) vonult nyugalomba, jelenleg
frorszagban, Wicklow megyében él. Tagja az Aosdananak, az ir akadé-
midnak.

Mc Cormack sokoldalu és termékeny szerz6. Hugh Maxton néven -
forditasaival egylitt - tucatnyi verseskotetet adott ki, irt regényt és me-
moarkotetetis. W.]. Mc Cormack néven pedig jelentds konyvek sorat je-
lentette meg, kiillondsen amidta abbahagyta a tanitast. Szovegkiadasai,
forraskiadasai és antologia-szerkesztései ugyancsak jelentdsek.

Mc Cormack - tobbiink szamara, akik ismerjiik, Bill - sokszor jart
és tobbszor is hosszabb id6t toltott Magyarorszagon, szoros szalak-
kal k6tédik a magyar irodalomhoz. Ady Endre, Wedres Sandor, Nemes
Nagy Agnes verseit forditotta angolra.

From Burke to Beckett: Ascendancy, Tradition, and Betrayal in
W. B. Yeats. The Life, the Death, the Politics cimi, Yeats fasizmusaval fog-
lalkozé konyvének elején is koszonetet mond Takacs Ferencnek.?

»A protestdns muzeumban” élményanyaga is 1983-as budapesti
tartézkodasahoz kapcsolodik. A Magyar P.E.N. Club meghivasara tobb
hoénapon at itt élt és dolgozott. A protestans muzeum a budapesti Deak
tér 4. alatt taldlhat6 Evangélikus Orszagos Muzeum, ahova Takacs
Ferenc kalauzolta el egy sétajuk alkalmaval 1983-ban. A muizeum
viszonylag 0j volt, Dr. Fabiny Tibor egyhaztorténész professzor kez-
deményezésére és sokévi szervezémunkaja nyoman 1979. julius 27-

1. Hugh Maxton, ,At the Protestant Museum,” in Hugh Maxton, At the
Protestant Museum (Mountrath: The Dolmen Press, 1986), 39-42.

2. W. J. Mc Cormack, From Burke to Beckett: Ascendancy, Tradition, and
Betrayal in Literary History (Cork: Cork University Press, 1994), ix; és W.]. Mc
Cormack, Blood Kindred: W. B. Yeats. The Life, the Death, the Politics (London:
Pimlico, 2005), xii.
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én nyilt meg. Az linnepélyes megnyiton egyébként Weodres Sadndor is
beszélt. Billre nagy hatassal volt a mizeum allandé kiallitasa.?

A vers a kiallitas anyagabdl tobb tételre is szovegszeriien utal. A
2. részben idéz - az evangélikus hagyomanynak megfelel6en magya-
rosan irva a nevét — Luther Marton 1542-es végrendeletébdl, amely-
ben feleségére, Bora Katalinra hagyta vagyonat. A végrendeletet baré
Jankovich Miklés, katolikus arisztokrata és miigyijt6 vasarolta meg
egy észak-német evangélikus csaladtol 40 aranyért. Jankovich 1815-
0s végrendeletében a Luther-végrendeletet a magyarorszagi evangéli-
kus egyhazra hagyomdanyozta. A végrendelet Luther Marton sajat kezi
irasa, és adokumentum érdekessége, hogy a hitelesitd tanuk kozott van
a tizenhatodik szazad masik nagy reformatora, Melanchton Fiilop is.*
A végrendelet a mizeum kiaddsaban magyarul, angolul és némettil is
megvasarolhaté. A 3. rész Bardosi Jendnek (1910-1985), a sopronkdé-
hidai fegyhaz evangélikus bortonlelkészének, Bajcsy-Zsilinszky Endre
kivégzése utan négy hdnappal, 1945. aprilis 26-an jegyz6konyvbe vett
vallomasaboél 6sszedllitott szovegmontazs. O volt Bajcsy-Zsilinzsky
utolsod orainak egyetlen tandja.®

A tételszertlien épitkezd koltemény ezeket a szovegeket a 4. résztdl
kezd6dben az ir torténelem és politika kontextusaba helyezi. A fidei de-
fensor kifejezéssel utal példaul az angol protestantizmus torténetére,
és a kifejezés jelentésbeli valtozasara, ahogyan a X. Le6 papa altal VIII.
Henriknek adomanyozott cim jelentése az ellenkezgjére fordult: a ka-
tolikus helyett az anglikdn egyhaz altal megtestesitett hit védelmezdje
lett a kiraly. Hivatkozik tovabba az 1972. januar 30-i Véres Vasarnapra
(Bloody Sunday), amikor az észak-irorszagi Derryben tizenharom
polgarjogi tlintet6t és jardkelSt 16ttek agyon a brit hadsereg katonai.
A Widgery-vizsgalobizottsag, amelynek vezetdje az angol legfelsébb
birdsag elnoke, Lord (John) Widgery volt, kozfelhaborodast kelt6 je-
lentésében felmentette az angol katondkat a vad aldl, hogy védtelen

3. Cf. ,A mlzeum torténete,” in EOM (Evangélikus Orszdgos Mizeum), lato-
gatas: 2012. oktober 15. <http://www.evangelikusmuzeum.hu/hu/magunk-
rol/eom>.

4. Cf. Czenthe Miklés, ,A Luther-végrendelet 'kalandjai’ - Hogyan Keriilt
a dokumentum a magyarorszagi Evangélikus Egyhazhoz?,” in evangelikus.hu
(Magyarorszdgi Evangélikus Egyhdz), latogatas: 2012. oktéber 15. <http://
www.evangelikus.hu/teologia/a-luther-vegrendelet-201ekalandjai201d-
2013-hogyan-kerult-a-dokumentum-a-magyarorszagi-evangelikus-egy-
hazhoz>.

5. Cf. Dr. Temesvari Tibor, szerk., ,Bajcsy-Zsilinszky Endre utolsé stacidja,”
in Torténelmi emléklap, 1atogatas: 2012. oktéber 15. <http://users.atw.hu/
historiamozaik/bajcsy_zsilinszky_endre_utolso_stacioja.html>.
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civileket 6ltek meg. (Tony Blair brit miniszterelnok 1998-ban 4j vizs-
galatot rendelt el: a Saville-jelentés 2010-ben jelent meg és bebizo-
nyitotta, hogy a katondk nem mondtak igazat, amikor azt allitottak, az
els6 16véseket a tiintet6k adtak le.) Egyéb utalasok is vonatkoznak erre
az idészakra. Az észak-ir polgarhaboru, a, The Troubles” soran a terro-
ristdk, a minden bizonnyal hitelt érdeml6 sz6beszéd szerint, Black and
Decker far6gépekkel kinoztak és csonkoltak aldozataikat. John Hunter
Gowan (1727?7-1824) angolokhoz hi ir protestans foldbirtokos, a
»Fekete csilirhe” (Black Mobs) néven ismert lovassag vezetdje volt, és
a katolikusok ellen elkdvetett rémtetteirdl valt hirhedtté. A versben
emlitett eset is megtortént.® Pasztor hadnagyrdl Bill kérdésemre el-
mondta, hogy nem valdsagos személy, afféle akarki, fiatal katonatiszt,
akinek a neve visszautal a 2. rész bortonlelkészére és Jézus J6 Pasztor
példazatara (Janos 10,1-18).

A vers nemcsak egy ir és egy magyar irlandista baratsaganak és
szakmai egyiittmiikodésének személyes emlékét 6rzi, hanem az ir-
magyar kulturalis emlékezetnek is becses darabja. Ehhez teszem most
hozza a forditassal, mindkettdjiik baratjaként, a magam részét.

6. Cf. ,, The Boys of Wexford,” in BBC, latogatas: 2012. oktéber 15. <http://
www.bbc.co.uk/northernireland/ashorthistory/archive/intro153.shtml>.
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Gyukics Gdbor

Két vers Takacs Ferencnek

a felbukkano dinnyehéjra varva

nézem a foly6t
lassu
figyelnem kell
hogy lassam
merre halad

orakig bAmulom
miel6tt
hatat forditok a viznek

amig néztem
folhtztak mogém egy falat

visszafordulok a folyéhoz
benne

rengeteg dinnyehéj
harapdaljak a halak
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zajtalan

nincs csend
nincs minek hattal allni

hallhaté a leveg6t karcol6
jelbeszéd

térre fliggesztett hangjai
jeltelen tlinnek el

ha nem rogziti 6ket

a hall6ideget pétlo
onkéntes agy

a hoolvadas

a kardra nagymutatoja
morajlik

perceg

latni véled

hallani nem

talan csak

ha eggyé nem valsz

az uralkodé
mozdulattal
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Kuroli Ldszlo

Jupiterre!
Allegro vivace

Takacs Ferinek

A magyar emberevés kozben nem beszél, én azért mégis. Kalandos éle-
tem sordn egyszer pincérként kellett siklanom egy tartézkodon ele-
gans vendéglében, ne legyen neve, hizédjon meg szerényen egy szé-
kesegyhaz tovében. Norbertoval, kitling fikciéval dolgozhattam egyiitt,
el6szor csak a keze ala, egy miiszakban vele. Nagyvonalu, kedves és
szigoru four egyszerre; én tehat mellékir, néztem és igyekeztem. Jart
hozzank egy Hoffer nevii gourmet, nagyhir@ dinasztia sarja, hit, hedo-
nista him. Nem is jart 6, jelenné valt a vendég-térben, penetralta azt,
oda lett. Ajté ki, Hoffer be, nyomaban mindig ugyanazon attraktiv, sej-
telmes ndalak, szépnek nem, csak foltlin6nek mondtak volna szigoru
eszteta élv-tarsak, kissé larvaarct. A majtényi sikon, hol a hési konny
csorog ala, mindig erésen és ligyetleniil folhordott make-up takarta
meztelen bdrét. Mint politically correct fogalomtar a koznyelv felszi-
nén, ugy. Mint festésegéd hebrencs mazolasa a falon, ugy.

Ugy alakult az étlapi tradicié, a valasztasi duett, hogy rakkoktélt kértek
»elére”, hiszen valamibdl lesz egy masik valami, de ez itt csak ugy a
semmibdl - salatadgyon kapros-citromos sz6szban merészen foltor-
nyozott rézsaszin rakok. Mindig koporso-feketére égetett piritdst ren-
deltek hozza. ,Norberto, édes aranypofa, Isonz6nal vagy Doberdénal
loketet kaptam, mit rebegtél, mennyit fizetek?” Hoffer esemény lett na-
lunk, kihivas, bevonulasa megrengette a székesegyhaz tovét, barokk le-
gytink vagy szabadok? Otleteit mérikalva fogadtuk, szeszélyegyenldség,
sorbe ot citromkarikat?, azonnal hozom, Uram! Legyen most kivétele-
sen jéghideg a brokkoli krémleves? Egy laza lasagna? Most alkotta meg
a szakdcs, freskdfriss, még Anton Maulbertsch el6tt merem ajanlani!
Tommaso Schillaci odalent, egy raritas, fiatal, ambiciézus inyesmester!
Miutan kibontottuk a borsmartasbdl, legyen a bélszin kissé véres, mint
az alkonyi ég faradt szeme?

Napok multak, hetek mentek «vagy forditvas, rakkoktél nem valtozik,
Hoffer vonul, nyomaban az attraktiv n6, 6rok jelen id6, mi pedig cinko-
san biccentiink: ime hat, a rakkoktél az Univerzum biztos, kitlintetett
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pontja! igy rendelte, Uram, odafént és idelent. Pavlovi reflexek kezdtek
dobolni benniink, mikor egyszer megint indulni latszott a szcénank,
egy amulatos napon - éppen junius 16 mutatott a naptar. Ragyog-
tunk, stirogtiink-forogtunk, egyszeriien zsenialisnak gondoltuk, amit
csinalunk. Ritka, de van ilyen. Két villanas az arany ragyogasban. Ajté
ki, Hoffer be, latjuk mar: hibatlan minta. Mire Norberto, két hatra sasz-
sz€ utan, mint egy leleményes Napoleon, vagy Auftaktot beinté Kara-
jan, No.41, K. 551, hangosan leszol a konyhara, hogy zeng t6le a torindi
étterem is, ,, Tommaso, prenderesti il Cocktail di Gamberi!”

Harom lépcséfok vezet le a vendéglébe, bar nincs idénk ezen bankod-
ni - csak késébb tudjuk majd meg, mit tesz harom lépcsé6fok viszony-
lag feln6tt, ivarérett emberekkel. Hogy mdr mit tett volt veliik. Mid6n
Hoffer leereszkedik <a mi szintiinkre>, és kéjesen beleftirja az omlds
jelenbe villajat, almélkodva latjuk, hogy egy totalisan masik né van az
6 draga laba nyomaban. Egy nagyon szép idegen n6 ott &m! Szent Janos
apostol igy mondja, illetve a forditas, hogy csond lett az égben, ugy egy
félorara. Norberto ram nézett, igy értem, omlés arcomba farta szeme
villdmat - ha le tudndm irni e pillanatot és pillantast, most bizonnyal
én lennék Gustave Flaubert. Ugy dontéttem, igaz szavakat forgatok ki,
és kozben figyelem, mi torténik velem.

Szépen asztalhoz ment férfi és n6, s akkor ezt halljuk: ,Honnan tud-
jak itt, hogy mit akarunk enni?” Mindketten éreztiik, fioka-zsenik <sors
1éha kegyeltjei>, hogy ungaro-taljan vériink agressziven foltolul abba a
nagy, buta arcunkba. Norberto a mindig bodité kavéfelhében azt a ver-
bumot hasznalta, amely a himvessz6 hasznalatanak rossz hatasfokat
hivatott kifejezni az eur6pai nyelvekben.

Dobbenetesnek tartom, hogy, mar nagyon régéta, a nemi élet torténé-
seit a sikertelenség, a rosszindulat vagy az atverés metaforaiként hasz-
naljatok, nyelvtarsaim.

A rakkoktéli el6jaték utan a szép no folallt és elment hatra, hogy bepu-
derezze az orrat. Joyce kolléga tigy mondja valahol az Ulysses-ben, she
paid a visit to Miss White. Hoffer olyan mozdulattal parancsolt oda O
Szent-Asztalahoz, mint egy szabadnapos Jupiter, és fojtott hangon osz-
totta meg veliink kétségkiviil szubtilis, optikai jellegli kételyeit: ,Hii-
lyék!, hiilyék!, ez a feleségem; akivel meg hozzdtok jdrok, az a ném! Hat
nincs szemetek, hiilye faszok?” Majd atmenet nélkiil elnevette magat, ju-
piteri kacaj volt, nem birta szcéndval!, érezhessiik, hogy kedves, szeret-
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hetd, és oltari nagy branerek vagyunk. Ez a hiba emelte meg kicsit ji-
nius 164k, tette egy valtozattd a szép reménytelenségre, az lres férfi-
gbg és hiitlenség bukasanak azért mégiscsak megnyugtato pillanatava.
Es megértettem, hogy van, amit nem lehet elkiralni, de ha mégis elk,
akkor az elk-et emelt fgvel kell vallalni. Hoffer a jelenet végén akkora
borravalot adott <elkiismeret-furdalas?>, hogy Norbertonak elére kel-
lett hajolnia - Karajan fals hangot hall valahonnan hatulrdl, a kiirtosok
és fagottosok feldl. ,Elnézést, mennyibdl? Megismételné még egyszer,
kérem?” 0 is Isonzénal vagy Doberdénal, bezahlen!, mindig nyelvet 61t
a mult.

Miért falok fol embereket? Mert a masodik hofferi n6 sokkal vonzébb,
szebb, kedvesebb asszony izlésem szerint, mint az els6, az attraktiv,
kissé larvaarcy, azért. Az erkolcsot most nem vizsgalom, azért. Elha-
taroztam, hogy végigpillantok testen és tajon. Ha regényben volnék:
bizony Uram, a férfiakat kevésbé ismerem, mint a néket - és a néket
szinte egyaltalan nem ismerem. Az Univerzum tehdt, ugy komponal-
junk, nem a jézan észnek vagy Kklasszikus izléseszménynek engedel-
meskedik, hanem a rakkoktél liiktetd szeszélyeinek.

102



Donald E. Morse

The Seven-Day Camel

“It’s hard to sing with an empty glass.”
~Irish Proverb

Rural County Wicklow, Ireland, 1974

The black-bordered door of translucent glass swung back into
place. Under the swirls of smoke Jack recognized the familiar aisle
created by two rows of dark coats topped by plaid or grey caps. The
men all held partially filled half-pint glasses of the dark brown gargle.
Those on the left leaned against the bar, while those on the right sat
upon a low bench behind a scattering of tiny tables. Through the haze
someone groped around a table heading for the bar. Must be his turn
to get a round, Jack thought. He was halfway through the room before
he spotted his guests up ahead in the lounge. Probably they have had
a hard time believing this could be the “snuglocal” I touted back at the
house, he speculated.

The lounge was more of the same dark coats and cloth caps except
the distance between bench and bar was greater to allow for the darts.
A game was in progress, but then a game was always in progress from
eight each night until closing.

“Evening,” Jack offered generally.

“Evening,” echoed back from beside the bar to be joined by a few
“Hallos” from the bench and one more formal “And good evening to
you” from behind the bar. Jack grinned. Irish pubs might be short on
decor and what his friends back home called “atmosphere,” but they
more than made up for such omissions with their friendliness and,
of course, their good wares obtainable in such quality nowhere else
on the globe. Quickly he covered the few remaining feet from bar to
lounge and caught up with his guests.

“Oh, there you are. Is this the right place?” The tone Mrs. Ernst
used clearly indicated that she had grave doubts about the whole
enterprise, including this rather down-at-heels lounge area.

“Yes. It is,” replied Jack. “Now don’t be judging it only by
appearances. You'll see. Say, there’s a seat over there against the wall
with a bit of table we can use. Why don’t you go over and secure it,
while I get us some refreshments? What'’s your pleasure?” He guided
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them towards the vacant spot, keeping an expectant look on his face.
Get them focused on something besides the looks of the place, he
thought. His generosity was prompted not only by a desire to see them
comfortably settled, but also by a strategy arrived at through no little
experience of always buying the first drinks before there were too
many in the round.

“I don’t know what to have, do you Harry?”

“Would you like to sample the local waters?” Jack interposed.

“OK, I'm game for anything.”

Anything? Why you randy old goat, who would’ve thought you were
up to that. Aloud he said, “How about a whiskey or a pint of stout?”

“No whiskey for me, thanks, but what’s stout?”

“It’s Guinness, dark and just loaded with vitamins.”

“Oh. Is it a tonic wine?”

“Some think so. It's what almost everyone’s drinking here.”

“Oh, yes, I see.” Doubt raced across Mrs. Ernst’s face as she looked
again at all the half-filled glasses. “Doesn’t look all that appetizing, but
when in ..”

Jack interrupted. “Yes, that’s true. But that's part of its secret
attraction. Because it looks so black and bitter, you're always surprised
that it tastes so good.” He was about to continue and deliver a brief
sermon on goodness and Guinness, but decided against it. This
was hardly the time for lecturing, especially when he would not be
preaching to the converted.

“Well, all right, we’ll try some.”

“Good. I'll get it

“Oh, no. Let me.”

“No, I insist. You go and claim the seats on the bench.” Jack turned
and marched up to the bar.

“Now, Sir” The barman waited expectantly.

“Two pints and a glass of stout, please.”

“Two pints and a glass of Guinness, right, sir”

Jack radiated approval for the curate’s courtesy. Ah, the unfailing
politeness of the natives. Wish they could export that round the world,
especially to America. Make the globe an altogether more hospitable
place for those of us just passing through. Turning back from the bar,
he saw both Mr. and Mrs. Ernst taking seats on the bench as those
on either side squeezed together to make room for them. As Jack
approached, a man rose and offered him a seat across the table from
them.
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“Ah, no. Now don’t get up.”

“It’s all right. I can sit over there and you’ll want to be with your
friends.”

“But I can stand perfectly well.”

“Not at all. Not at all. Now you just sit down here and enjoy
yourself.”

Thinking it would be rude to refuse, Jack sat on the warm seat
before the low table cluttered with empty bottles and cigarette ends.

“I've ordered the pints, but it will take a while.”

“Why, is there much of a line waiting?”

“No, no. It’s not that. You just can’t pour a glass full of stout and
drink it down. It has to settle to be any good, so they fill about a third
of a glass, leave it a while, come back and pour in a bit more, let that
settle, then they repeat the process until the glass is filled to the brim.
Takes three minutes to do it properly.”

“Three minutes?”

“Right. Can’t hurry good stout. It’s exactly like the whole country:
nothing in a hurry. No one over here rushes to do anything—unless
they’re a British, German or American tourist. Those race around the
country trying to see everything and miss most of what’s worthwhile.
There’s an old Irish proverb: ‘When God made time, He made plenty of
it’ Did you ever hear of anything more un-American?”

“Not really.”

“When you get to the west of Ireland, you'll see the farmers
driving their donkey carts to the creamery with their morning milk.
Nothing hurries them. And then in the evening they all go to the pubs
to quaff the national drink which takes three minutes to pour: Can you
imagine anyone in Chicago or Detroit or Los Angeles waiting three
minutes for his beer? I can’t” He probably would have rambled on in
this fashion, but the barman signaled that the pints were ready. His
guests had listened politely to his going on, perhaps thinking it all
part of the place’s atmosphere. Up at the bar Jack paid for the drinks,
then picked up the foaming pints and made his way back across the
room. Meanwhile, Mrs. Ernst had struck up a conversation with their
neighbors. Jack handed round the glasses, saying, “To your very good
health.”

“To yours.”

The Ernsts tasted it tentatively.

“Well, what do you think of it,” asked Jack, wiping the foam from
his upper lip.
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“It’s not bad.”

“Pretty good, but it will take some getting used to.”

“Yes, | suspect that it is an acquired taste for most foreigners, but
certainly it is one well worth acquiring.”

As the night wore pleasantly on, the Ernsts decided that for this
first time out they would not indulge in too much of the national drink,
not wishing to overtax the acquisition process, and so switched—
reluctantly, they said—to whiskey. Never at a loss, Jack promptly began
regaling them with the history and properties of whiskey, which was,
after all, an Irish invention.

“The Gaelic for whiskey is uisce bea or ‘water of life.

“Is that so?” was the only response he got. The Ernsts were clearly
not as interested in his bits and pieces of travel brochure history as
they were in the conversation of the three men next to them. The topic
was a comparison of ancient and modern farming, but like most such
conversations this one was beginning to verge on the risqué as the talk
shifted from crops and weather to various methods of gelding.

“Well, of course, you realize now that everything’s easier today
than it was in me father’s time,” said the man on Jack’s right to Mr.
Ernst. “Why, as a little boy I can remember my uncle once going after
the bull with a penknife and he all tied up roaring on the ground.”

“With a penknife?” stammered Mr. Ernst, looking as if he could not
possibly have heard correctly.

“With a penknife,” repeated his informant. “Now I don’t know if
he’d nothing else at all to hand, but that’s what he was after using, and
didn’t the old bull know what was coming off? Aye, you can bet on it
that he did.”

Gingerly, Jack felt down between his legs, Yes, his were there and
still intact. He was glad he checked as you can never be too careful
about such things.

“Well now, don’t you know that today, why there’s nothing much to
it,” chimed in the neighbor of the first man. “Why with just one squeeze
from that special tool the modern gelder do be using—why, they’re
off”

“Does it hurt the animal very much?” queried Mrs. Ernst. Bet she
belongs to the SPCA, thought Jack. Perhaps this will give her some
research material for their next meeting. Could title it “Gelding Then
and Now.” Immediately he regretted his mental sally. After all, it was
good to see both of them pitching into the conversation and the farmers
certainly appreciated their responsive audience.

m
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“Oh, I don’t think so, really,” answered the second man. “Them rams
now they are a bit sore from the bruises for a day or two afterwards,
but that’s about all.”

“You know, though, that does remind me of a day many years
ago now before all these grand new tools came along. I was coming
down the road above Tim Conway’s farm around gelding time when
I noticed all the sheep crowding down into one end of the pasture
below. Coming closer I could see that they was all rams and that there
was this man and boy working away on them. First they’d grab a ram,
throw him down on the ground where they’d both hold him while
another man stood by with two bricks in his hands. ‘Good God, says I
to meself, ‘sure and he’s not goin’ to use them things on the poor baste.
But I was wrong, for doesn’t your man there step up behind the ram on
the ground, take aim and smartly crack those bricks together. Oh, the
pitiful sound that from out of the ram then: It would make your heart
bleed to hear it. When the two that was holding him down let go, all
the poor thing could do was stagger off into another corner of the field
and collapse on the ground. No one paid him the slightest mind, for as
quick as you like the man and boy grabbed another, threw him to the
ground and didn’t your man step right up and have another go with
the bricks.

““Well, says I to meself, T'll up and have a word with him. So [ steps
up to him and says I, ‘Nice evening, isn’t it?’

“‘Oh the best, says he.

“Well, says I, ‘I see you're after doing a bit of gelding.

“‘Oh, yea, says he, ‘and it’s about time too. Them rams is getting a
bit hefty about the bag’

“Well, says I, ‘you didn’t find anything too terribly sharp for to do
the job with!

“‘Oh no, says he, ‘these bricks may be dull, but they are after doing
a fine job.

“But, says I, ‘but doesn’t it hurt?’

“‘Oh no, not at all,’ says he, ‘not unless you get your fingers caught.
And splat! away he goes to do another.”

Laughter exploded around the little table. Grinning, Jack thought
of how he’d tell this story later to Mary, but improve it by leaving out
all those “says he” and “says I.” Someone tapped him gently on the
shoulder, offering a full, dark pint. “Many thanks,” he responded. Guess
someone’s got another round. He settled his pint securely on the table,
shaking his hand to get rid of the excess foam that dribbled down the
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outside of the glass. That's the Irish for you, he thought. Not convinced
they have a full pint unless the glass overflows. Bet the landlord who
was told to “fill the flowing bowl until it doth run over” was English
and his customer Irish. He leaned closer to catch the conversation.
Apparently the arrival of a new round had triggered a story about
someone who’d a drop too much taken.

“So there was Sedn celebrating the great day, and by early evening
he was properly set up. So out of the pub he reels, gets into the car. He
was in no shape to walk. Not being one to waste time, he puts the car
in gear and races away. Out onto the road he roars and what should he
meet there but a passing funeral procession. Well, he’s in such a hurry,
or else so bloody well drunk, that instead of putting on the brakes he
puts on the speed and hits the hearse broadside. The force of the blow
knocks the coffin clean through the window and out the other side
onto the road. Sedan knows that he’s hit something, so out of the car he
gets. As he looks round to see if any damage has been done he spots
the corpse on the grass. So as cool as you please, he leans over and
apologizes for any possible inconvenience caused by his impetuosity.
When he gets no reply, he takes your man on the ground'’s silence for
acceptance, so doesn’t he bend over and shake the corpse’s hand. Then
composing himself and with a grand show of dignity he gets back into
his car and drives off down the road to another pub where he spends
the rest of the evening until tea time.”

The storyteller waited for the chuckles to subside then turned to
Mrs. Ernst.

“Aye, now that’s a true story I'm after tellin’ ye, Mrs. Sure as I'm
sitting here.”

“Aye, that's right,” agreed his neighbor. “Why, do you know it
wasn't till later that evening that the guards caught up with him in
the other pub. When they asked him, didn’t he know it was a corpse
he was shaking hands with, he told them ‘Sure, and wasn'’t it a good
thing because I couldn’t do him any more hurt, could I? That may have
impressed the guards for a moment, but it did not go down with the
judge who fined him damages and costs.”

“Aye, Sean sober received a nasty surprise from Sean drunk.” As the
talk drifted on, Jack leaned back completely contented. The good talk
circled round his head, and the stout gurgled happily in his belly. What
had St. Paul said? “Take a little wine for thy stomach’s sake.” That was
it. A little wine and a lot of Guinness for thy equilibrium. Never trust
anyone who’s teetotal, unless they’re not taking anything between

108



drinks. He recalled the many stories he’d heard in this and other pubs
of someone who went mad because, according to the common wisdom,
he was not a drinking man. While he wouldn’t go quite that far, he
would admit to being suspicious of the man who did not take his glass
with the rest. Wasn’t one of the tip-offs to the abnormality of some
of Nixon's crew, long before Watergate, when a reporter found two of
the top aides sitting in the back room of a Miami gin mill during the
"72 convention drinking milk, nursing their principles, and planning
to steal the election. Good to be shut of the States for awhile. Things
too close at home. Here the glorious landscape illuminated the petty
sordidness of it all. He sipped his stout feeling the liquid slide down his
throat then hit the previous pints now souring in his stomach.

“Remember the German who showed up here last month with the
horse caravan?”

“Aye.”

“How could we forget him? He certainly could put away the pints
of lager”

“That he could,” recalled the first one to mention him. “But he
made the mistake of coming down to the pub driving the horse and
caravan. The horse must have taken his own sweet time about getting
here, for he didn’t show up until half ten which left only one hour until
closing time. The German was fuming, but what could he do? Once
inside he tried to make up for lost time by knocking back the pints one
after another as fast as he could order them.”

“And did he ever put them away,” offered a listener.

“True. That he did. By closing time he was feeling pretty good. Well,
when he comes out of the pub most of us were standing around out
there saying good night, and some of us were taking bets on whether
he and the horse would make it back up the hill in the dark. First he
had to get himself up on the caravan seat, but except for some huffing
and puffing he seemed to have little trouble with that part of things.
Down he flops onto the seat, picks up the reins and yells at the horse
to get going. At least we think he did, for he spoke to it only in German.
Mind you, none of us knows to this day what he actually did say, but
from the redness in his face and the wild look in his eyes, I'd say it must
have been fierce. On he howls while the horse, as pretty and cool as
you please, tries to pull up a particularly succulent bit of grass, paying
himself no mind at all. On howls the German. He must have called that
horse every name he could think of until finally he ran out of breath
and fell back exhausted.
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“Now the rest of us were just standing around or doing our
business up against the wall—begging your pardon, Mrs.” He turned
apologetically to Mrs. Ernst, but she, not knowing what he means by
“up against the wall” had no idea he was speaking to her.

“Well,” he continued, “I guess he’d used up all his names, for
suddenly he became quiet. Then Pat over here walked up to the horse
as quiet as you please and says, softly-like to him, ‘Giddyap.” The
horse lifted up his head, looks Pat full in the face. Pat says ‘Giddyap,
again and the horse, grateful for hearing something so sensible and
comprehensible for the first time that night, picks up his feet and starts
trotting off up the hill. The German was so startled by the sudden
movement that he had to grab hold of his seat to keep from falling to
the ground. Guess it never occurred to him that not all horses know
German.”

The story met with quiet smiles and an immediate effort to top it
with another tale of another German. Jack wanted to stay and hear it,
but could not, for the first of the evening’s pints was knocking furiously
upon his bladder walls demanding egress. Working his way through
the maze of black coats he eventually reached the brown, fly-blown
door with the irregular letters spelling “Gents.” Wonder why no Irish
equivalent? All public conveniences were labeled “Fir” for men. But
probably this proprietor lived in fear of accidents happening while the
desperate patron searched frantically for a translator. Moving quickly
up to the trough inside, Jack addressed himself to the pressing needs
of the moment. Only after the stream was well started did he take any
notice of his neighbor. To forestall the usual pleasantries about the
weather, Jack trotted out a time-tested ploy he’d borrowed from some
novel. “Ah, there you are,” he said to his companion of the moment.
“Take it in good and cold and piss it out warm and useless.”

The fellow smiled. “You're right there enough,” he said.

“Yes, looked at that way;, it all appears a bit futile, but still there are
all those lovely moments in between the intake and the outgo.”

His fellow at the well adjusted his clothing and headed for the
door. “Well, back for some more of those good moments. All the best,”
he called over his shoulder.

“All the best,” answered Jack, finishing up his own task. He dabbed
his hands in the feeble trickle of water from the single spigot, shook
them out and headed through the lounge back to the table and a
waiting pint. Circling the glass with his hand, he felt again the coolness
before tipping it up. Whoever could guess there was such a good use
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for barley, he thought. Far better to toast it for stout than to give it to
horses. Too good for them anyway. Looking up he was heartened to see
the Ernsts in the middle of an animated circle. In a nation of talkers,
there’s a ready welcome for the stranger who listens.

In a short space Jack’s glass became suddenly and depressingly
empty. Mr. Ernst, detaching himself from the bench, appeared at Jack’s
elbow.

“This is really so delightful. Don’t know when Carol and I've had
such a good time. Can I get you something to drink?”

Thought you'd never ask, Jack responded silently. Aloud he said,
“Why yes, I'd have another of the same, please.”

“Right. That’s a pint of—ah—Guinness?”

“Right.”

“Right. Would you like something to go with it? How about a glass
of whiskey? You said it was the water of life.”

“So I did, but no thanks. The pint is plenty for me.”

“Oh come on. Let me get you one.”

Jack almost said something about American largess which
mistakes the more expensive for the best and won’t really believe that
some people actually prefer the one that costs the least, but he thought
better of it.

“Well, all right. You’ve twisted my arm, but only a small one, please.”

Mr. Ernst went and ordered for the two of them. On his return
he asked Jack, “What about the others? | mean those farmers we’ve
been talking to all night. Could I offer them something? I'd like to, but
[ don’t want to be taken for the pushy American who comes over here
to impress people by throwing his money around.”

Jack decided that he definitely liked the Ernsts very much.

“Oh, you needn’t worry about that. They would only think that if
you bought every round or bought for the whole pub. An American
dropped by and did that last week, and while they were all grateful
they were also puzzled since he hadn’t just won the pools or had a long
shot at the races. Anyway that fellow over there next to your wife got
the last round, so...”

“He did? I thought that came either from you or was ‘one on the
house.”

“Sorry, don’t believe they’ve heard of that over here. This is a fairly
low budget operation.”

Glancing around him, Mr. Ernst had to admit Jack’s description fit.
Turning to the bench he inquired if they would like the same again and
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the black coats, exercising remarkable restraint, allowed as how if he
were having one himself they could be persuaded to join him.

The new round was distributed and duly examined, carefully
tasted and pronounced fit for consumption.

“Now that’s what I call an honest drink,” said the man next to Jack,
across from Mrs. Ernst. “You know, I used to be a traveler for the best
Irish whiskey and had to go all over the country. It was a good life | had
then what with plenty of samples and, of course, I'd to use the expense
account to buy the publican and his curate a glass of the best. Since no
one likes to be drinking alone, I'd take one along with each of them.
What with one thing and another I had a good life until one year the
distillery got it into its head that an Irishman might be able to reform
the English ways of serving up their whiskey and increase their trade.
So they shipped me off to England, but it was no go. No matter where I
went things were all the same: every drink measured by that same wee
measure and I could not get them to change it

“You mean the English shot glass is smaller than the Irish one?”
interjected Mr. Ernst.

“Yes, indeed, it is. Now this is an honest glass you've kindly given
me here—and [ thank you very much for it—but the English glass is
a mean little thing. We used to have an expression in the trade. ‘Like
an English whiskey, we’d say, ‘so small it wouldn't fill a hollow tooth.
Terrible little things. Why you could put any two of them in a glass and
still not find your drink. Yes, ‘so small it wouldn’t fill a hollow tooth,”
he repeated with evident satisfaction. Then, sampling the generous
Irish measure, he declared, “Ah, now that’s good.”

“Aye, that it is,” chorused his listeners.

There was a pause. Mrs. Ernst moved to fill the lull. “Well, there
certainly are some big differences between English and Irish pubs—
although this is one of the first Irish ones we’ve been in so far”

“Yes,” added her husband in support, “all the English ones are
decorated and have distinctive names, whereas over here most seem
to have the owner’s name and are, er, well’—he groped for words,
realizing too late that no matter how he finished the comparison the
result would have to be uncomplimentary.

Jack decided on a rescue attempt. “That’s true,” he said, “but you
know some of those fancy pub names can get you in trouble. One of
my favorites is The Raven, which is next door to Queen Charlotte’s
Maternity Hospital. I wonder if they put the slogan ‘Nevermore’ up
over the door”
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There were some polite smiles, but mostly puzzlement and clearly
no laughter. Too late, Jack realized that not only was his joke too
complicated but it also depended for its punch line on an American
reference and worse still on an American literary reference. While he
might have failed at being clever, he did succeed in starting the talk
flowing again between visitor and local.

The rest of the evening passed quickly. Towards the end the topic
became the recent and continuing oil crisis and the resulting very
high gasoline prices. “Still and all, it’s not the easiest thing being in the
petrol pumping business,” said one of the farmers. “Do you remember
all the trouble Willie O’Brien had in getting started?”

“Oh, do I ever. How could I forget? He started out that autumn to
build his little station and it wasn’t until the next April that he pumped
his first gallon of petrol”

“Why did it take so long, if the station was small?” asked Mr. Ernst.

“Well, you see the company he was tied into really did not know
what it was they were doing, but Willie didn’t find that out until it was
almost too late. His trouble began as soon as they tried to clear the
land for the station. Took them over a week because everywhere they
dug they found rocks and clay, but the trouble really started when he
went to dig the hole for the storage tanks. You know they have to be
buried so many feet deep because of some kind of safety regulation.
Well anyway, Willie got in your man with the digger and away they
went. The sods really flew around that place until they had this great
hole dug out of the ground. A huge lorry brought the tanks over from
Dublin and Willie got them all nicely settled in the new hole. The
digger pushed back the dirt over them and Willie went off home to
supper well satisfied with himself for doing a good day’s work. Next
morning out he comes and down the road to his new station. When he
rounds the turn of the road up above the station he knows something
is wrong, for there sitting on his lot is something that looks for all-
the-world like an elephant. The closer he gets, the bigger it looks until
when he was but a little ways down the road he recognizes what it is:
there floating above the ground as pretty as you please were his petrol
storage tanks, just as if they’d never been buried at all. Willie comes
up and sees them resting there right on the ground with no sign at all
of the hole. He looks all over the place for it, but it's gone. Well now he
wondered if he might be losin’ his mind or if someone was playing a
joke on him. Probably not a joke he decided because who would go to
all that trouble?”
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“But what had happened? Where was the hole?” asked Mr. Ernst.

“Wait till I tell you. It seems that the tanks floated up to the surface
during the night because of all the ground water that seeped into the
hole and pushed the dirt and tanks out of the way. Willie gets on the
phone and calls the petrol company to tell them about his strange
floating tanks and they sent an engineer down to have a look. They
might as well have kept him in Dublin for all the help he was. He told
Willie to dig the hole again, put the tanks in it, but this time to fill them
up with water.”

“With water?”

“That’s what they said: “with water.” The theory was that the weight
of the water would keep them in the ground and after the ground had
a chance to settle, why then the company would come down and pump
them out and he could open for business.

“Well, Willie hired the digger again, who comes back and digs out
the hole again. Probably the most money he ever made for one hole.
When he’s finished in go the tanks and Willie fills them up with water
and goes off home. Next day he returns and what does he see but the
tanks sitting happy as Larry upon the ground, with the hole again
among the missing. First thing Willie thinks is that someone must have
emptied the tanks, but when he checks them, sure enough they’re all
full. So he empties them out himself. Oh there was some water out on
the road that day; gallons and gallons of it all flooding down towards
Flynn’s pub.”

“Did the company help him out?”

“Well that depends upon what you mean by ‘help.” Sure they sent
that engineer feller down again, but Willie was wise to him by this time
and he refused to take any of his good advice with which he was so
free. Instead he went and found someone who had gone through the
same process in getting set up, and this feller told him the only way to
do was to dig the hole, pump out all the ground water you could, sink
deep piles to anchor the tanks and only then to put the tanks down
and cover everything with cement—which is exactly what Willie did.
He dug the hole, sunk the piles, tied down the tanks, filled them with
water, poured cement over the whole business, piled the dirt on top
and went off home and waited five months until the ground really
settled. It worked, and next spring he opened his station some four
months after he was supposed to. Took every penny he had and a lot of
the bank’s too, if the truth be known.”

“Oh you’ve got to look out for those companies,” someone said.
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“True enough. They're only in it for themselves. Don’t care a bit for
the little fellow who’s pumping petrol for them.”

Almost time for last orders, thought Jack. Funny, as often as I've
gotten gas from Willie [ never heard that story. “What will you have,”
he asked, “there’s just time for a last round.”

“Wait, let me,” interjected Mr. Ernst firmly. Jack made a brave show
of objecting, but gave in. After Mr. Ernst returned bearing glasses for
all, someone said that the discussion of petrol and water-filled tanks
reminded him of the story of the camel who could drink enough to go
seven days without water.

“You've not heard the one about the seven-day camel?” No one
had, so he began. “Well, it seems that camels, as you all must know, are
famous for being able to go several days without a drink—something
that few of us here could do. In fact some of them are able to go for as
many as four or five days without having a drop of water. Well, it seems
that there was this feller over there in Egypt or one of them countries
who had to do a good bit of traveling out in the desert. The way that
he wanted to go was longer than usual, and he went around hunting
for a camel one that could go the whole distance without having to
stop once for water. He went to one camel dealer who had several for
hire and asked if he had a beast that could go for seven days without
drinking. ‘No, said your man, ‘I don’t. The longest any of mine will go
is five days. The next dealer gives him the same story, as does the next
and the next, until finally he runs across a dealer who, while he didn’t
have any seven-day camels himself, knew of someone who did. He told
the feller to go out and around this section of the city and when he
came to the top of the hill over towards the west, he’d find a small hut
with your man sitting before it, and that was the place he’d find the
seven-day camel. So off he goes, up and around the section of the city
until he finds your man sitting before a hut at the top of a hill. ‘Are you
the man with the seven-day camel?’ he inquires politely.

““Why, yes, I have three-, four- and five-day camels and one or two
seven-day ones.

“May I rent one of the seven-day ones?’

“Certainly’

“So he pays the price of the camel and makes all the arrangements
to bring him back, where upon the dealer takes him across the way to
show him the camels. He picks one out that looks good to him and your
man hands him a couple of bricks. ‘What's this for?’ asks the customer.
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Well, says the dealer, ‘you want to take that camel over to the
water hole and let him drink his fill. Now your ordinary camel will
drink enough for five days, so what you do when you take him down
there is watch him very carefully as he drinks. When he’s almost
done, come up quickly behind him with the two bricks. Take careful
aim and when he’s about to finish smash them two bricks together
with the camel’s balls in between: When you do that the camel will
g0 000000000sssssssh—and here he made a great show of quickly
sucking in his breath—that’s the additional two days’ water for your
seven-day camel.”

First there were surprised looks, then roars of laughter as the
story finished. The barman was calling, telling them all to “Drink up,
Ladies and Gents. Drink up now, please.” People emptied their glasses
and began departing.

“Good night now.”

“God bless.”

“God bless.”

“All the best.”

“Good luck to you now. Enjoy your holiday.”

“Oh yes, thank you so very much. I don’t know when we’ve had
such a good time.” Clearly the Ernsts’ thanks were genuine, for they
had thoroughly enjoyed the stories and the talk.

Out of the smoky pub they went into the clear night air. The Ernsts
headed for their car, promising to meet Jack back at the house.

Overhead the dark blue night sky was crammed with stars. So
good to see them, thought Jack. I never see stars at home with all the
streetlights and shopping centers.

“Night,” he called to one of the farmers.

“Best o’ luck,” came back as the black figure started walking off.

Jack reached his car, slid onto the seat, braced himself, started the
engine, put the car in gear and drove off down the road. Think I've put
away enough pints to survive a seven-day drought meself, but mine
are all right and with any kind of luck I should be able to put them to
good use before long.

The little car rounded the bend and disappeared into the night lit
by a myriad of stars and the setting moon, leaving the now-deserted
pub behind.
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The Creativity of Remembrance or
the Whetstones’ Testimony

When working on Ulysses, James Joyce confided to Ezra Pound that he
had no imagination.! To Frank Budgen, he identified imagination with
memory.? Once he mentioned D’Annunzio, Kipling and Tolstoy as the
greatest natural talents of his times - three very imaginative talents
so different from his own talent.> And he agreed with Vico in that
y<Imagination is nothing but the working over of what is remembered.”*

If we consider the huge narrative universe of James Joyce’s oeuvre
we cannot find a purely, exclusively fictional character, event or local-
ity. Joyce did not invent anything or anybody, and, if we take his earliest
literary experiments, the epiphanies, as indicative, he never wanted
to. It is a gross oversimplification, but we can divide his life into two
sections: 1) gathering memories, up to 1904; 2) reworking them into
literature, from 1904 on. The boundaries of this narrative universe are
rather distinct: to the North: Howth Head; to the West: Chapelizod and
Phoenix Park; to the South: Dalkey or Bray; to the East: Pidgin House
or probably the Kish lightship. The time limits are about 1890 and
1904. Of course, once in Portrait he gets as far as Cork, and in Exiles
he gets as far as 1912, but these are clearly extensions of the same,
strictly defined narrative universe. (We could also mention Giacomo
Joyce as an exception but I would like to exclude that unique and very
personal text from this examination.)

Let us now assume that we are dealing with these approximately
fifteen years as time, and Greater Dublin as space. In James Joyce’s
oeuvre we have record of many events that took place in this space-
time continuum and of many persons who played a role in them. And,
of course, we have other, presumably more accurate records of the
same events and persons. A great deal of Joycean scholarship and cult

1. Unpublished letter to Ezra Pound, 5 June, 1920, qtd in Richard Ellmann,
James Joyce, 2nd ed. (Oxford: Oxford University Press, 1982), p. 661n.

2. Frank Budgen, Myselves when Young (Oxford: Oxford University Press,
1970), p. 187.

3. From David Fleischman'’s diary, qtd in Ellmann, James Joyce, p. 661n.

4. Ellmann, James Joyce, p. 661n.
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deals with the correspondences and discrepancies of these records.
Richard Ellmann has set a rather high standard for this kind of activity.

Our common assumptions are these: 1) James Joyce used the
events, acquaintances, impressions and experiences of his life up to
the age of twenty-two as raw materials for his works; 2) To be able to
judge his actual achievements, we have to know the extent of the dif-
ference between literary and biographical facts; 3) Our curiosity con-
cerning the factual background is not a mere trespassing on personal
matters but it has some justification from the point of view of a poetic
investigation. And we might include a fourth, somewhat weaker as-
sumption: that Joyce himself recognized or even planned, this duality
of his life before actually leaving Dublin. This would mean that he con-
sciously conducted the events and acquaintances around him in order
to generate more interesting raw material for the second period, the
reworking of memories.

What makes this approach still rewarding today is that the Joycean
record of these narrative elements is not a static structure carved in
stone, but a dynamic process that itself took several decades from the
jotting down of the first epiphanies to the concluding of Finnegans
Wake. So some narrative elements have an internal story as they get
into the flow of storytelling raw and crude, and resurface from time
to time, getting smoother, brighter and more compact, and sometimes
dissolving completely. There are elements that appear in the epipha-
nies, then in Dubliners or Stephen Hero, then in Portrait, and a very few
reappear even in Ulysses. The process, as | will show in a few examples,
is always about condensing and generalizing the raw material for a
more effective impact.

Joyce is an extremely economical writer. He uses every idea,
every narrative element, however small or insignificant, to the great-
est possible effect. That means that we might expect very few hidden
treasures in his essays, letters or other unpublished, extra-canonical
work. Most of his contemporaries (e.g. T. S. Eliot, Ezra Pound or W. B.
Yeats) put their abstract ideas into their influential essay output or
their extensive correspondence. Joyce directs everything towards his
fictional work and leaves hardly anything for essays or letters in terms
of abstract, generalized ideas. Stephen inherits and summarises his
early attempts in aesthetical systematization. His erotic, often por-
nographic correspondence with Nora finds its way into the mind and
fantasies of Leopold Bloom. If, as a would-be correspondent to a news-
paper, he makes an interview with a French automobile racer, we can
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be sure that all those energies will find their way into a short story of
Dubliners. And this economy gives us comparable versions: we can see
the same piece of narrative work in different stages of preparation.

Itis a great advantage to have several texts to compare from Joyce’s
own hand, but it is not enough; after all, Joyce might have cherished the
same prejudices and aversions for a lifetime. Of course, we have some
excellent objective sources, like Thom'’s Directories that Joyce himself
used so extensively, but they will not say anything of prejudices, aver-
sions and preferences. The only source that can help here is the testi-
mony of the involved (thus biased) contemporaries, who will provide
their own, presumably illuminating prejudices. Luckily, we have a few
memoirs or autobiographies of some people whom Joyce himself con-
sidered important agents in the forming of his narrative universe. He
himself gives us the list in Ulysses, before Stephen delivers his speech
on Hamlet in the Library: “Where is your brother? Apothecaries’ hall.
My whetstone. Him, then Cranly, Mulligan: now these.”®

It is a strange but lucky coincidence that the brother’s, Cranly’s
and Mulligan'’s, real-life counterparts - Stanislaus Joyce, J. F. Byrne and
Oliver St. John Gogarty - all became (to different extents) literary peo-
ple, and they all left their versions of the events for us. Considering
the period of Irish and world history this generation, and especially
its intelligentsia, had to live through, it is not an empty phrase to call
this a lucky coincidence. One of Joyce’s closest friends through his
school years, Thomas Kettle, who in real life married Mary Sheehy,
the airy “Emma” of his books, was killed in action in France.® A highly
talented friend from the university, Francis Skeffington, who is called
McCann in the books, was arbitrarily killed by an English officer dur-
ing the 1916 Eastern Rising, though he did not take part in the fights.’
George Clancy, the original of the loveable country boy, Davin, who
later became the major of Limerick, was killed by the black and tans in
1921 in front of his own family.? Vincent Cosgrave, the model of Lynch,
drowned in the Thames, possibly intentionally taking his own life,’® ful-
filling Stephen’s prophecy about him as Judas. But luckily, the three

5. James Joyce, Ulysses, ed. Hans Walter Gabler (London: The Bodley Head,
1986), p. 173 [9:977-8].

6. See Joyce’s letter of condolescence to Mrs Kettle, 25 September 1916 in
Selected Letters of James Joyce, ed. Richard Ellmann (London: Faber and Faber,
1975), pp. 221-2.

7. See Ellmann, James Joyce, p. 399.

8. See Ellmann, James Joyce, p. 61.

9. See Ellmann, James Joyce, pp. 598-9.
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whetstones survived and they all testified. And their testimonies can
be compared to the roles Joyce gives them in his narrative universe.

There can be no doubt concerning Stanislaus Joyce’s huge and
beneficial role in his brother’s life. He was his brother’s keeper in more
than one way and remained the most important supporter of his fam-
ily until James found some mightier keepers, especially Harriet Shaw
Weaver. He lived his whole life, as well as his afterlife, in his brother’s
shadow, though his diaries and his unfinished book, My Brother’s
Keeper, prove him to be an excellent writer. We also know that many of
James Joyce’s ideas came, unacknowledged, from Stanislaus (the plot
of A Painful Case, the title of Portrait, etc.).’ Even the idea of people as
whetstones is taken from Stanislaus’ diary: “He has used me, I fancy, as
a butcher uses his steel to sharpen his knife.”!!

In Stephen Hero we can clearly see this relationship: Maurice
acts as an ideal interviewer, as an Eckermann to his Goethe, making
sure that every little bit of his wisdom gets unearthed. Between this
stage and that of Portrait the figure of Maurice almost vanishes. He
is mentioned only once and not very favourably, when they start for
Belvedere College:

0, Holy Paul, I forgot about Maurice, said Mr Dedalus. Here,
Maurice! Come here, you thick-headed ruffian! Do you know I'm
going to send you to a college where they’ll teach you to spell
c.a.t. cat. And I'll buy you a nice little penny handkerchief to keep
your nose dry. Won’t that be grand fun?*?

And in Ulysses Stephen says this of the matter: “A brother is as eas-
ily forgotten as an umbrella.”*?

The relationship with the second whetstone, Cranly, or his origi-
nal, John Francis Byrne, was very different. Byrne had never been an
uncritical follower: he was two years older than Joyce and had a status
and reputation in his own right, e. g. as an eminent chess player. It was
Joyce who had to seek his company and often wait for him while Byrne
finished his chess parties with John Howard Parnell (the brother of
the late political leader) of whom Joyce was rather jealous. So Joyce

10. Stanislaus Joyce, My Brother’s Keeper (London: Faber and Faber, 1958),
pp- 165-6; George H. Healey, ed., The Complete Dublin Diary of Stanislaus Joyce
(Ithaca, NY: Cornell University Press, 1971), p. 12.

11. Healey, ed., The Complete Dublin Diary of Stanislaus Joyce, p. 20.

12. James Joyce, Portrait of the Artist as a Young Man, in The Portable James
Joyce, ed. Harry Levin (New York: Penguin, 1976), p. 319.

13. James Joyce, Ulysses, p. 173 [9:974].
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chose a whetstone who meant a challenge: Byrne certainly was not
as easy to keep as a companion as Stanislaus, and was not so easy to
amuse as an audience. Throughout the books Cranly is presented as a
person of great integrity. This can be seen as a token of gratitude, not
only for the role Byrne played as a whetstone, but also for his stay-
ing honest and friendly towards Joyce in difficult times. Many friends
turned against him when his first publication, the Ibsen-review, ap-
peared in Fortnightly Review, but Byrne remained on his side.'* And
this quiet support meant even more for Joyce after his leaving Dublin.
In Ulysses, Cranly seems to be a person of Stephen’s past, but he is al-
ways mentioned favourably, probably even with some nostalgia. And
though Cranly had already finished his mission as a whetstone, many
aspects of Byrne are immortalized in the figure of Bloom, including his
address, his body measurements, the route of the nocturnal walk they
took together in 1909, and especially his earthly, sober honesty.

The relationship with Oliver St. John Gogarty is again entirely dif-
ferent. After a fully trustworthy supporter and an honestly neutral
friend Joyce chose a dangerous companion: a dominant rival and a pos-
sible enemy. Gogarty was many things Joyce wanted to be: a medical
student, a ladies’ man, a local hero, a sportsman, a full-blown dandy,
and also four years his senior. It seems as if Joyce sought challenge:
rougher and rougher whetstones, relationships with more and more
dramatic potential. Their friendship lasted for about twenty months
but there was no trace of real, honest intimacy between them. In 1909,
when Joyce returned to Ireland, Gogarty sought reconciliation with
him, but in the meantime (according to Ellmann and Joyce himself) he
conspired with Cosgrave againstJoyce’s marriage.'® It seems the events
of this 1909 visit were decisive in forming the plot of Ulysses: the main
enemies getting the attributes of Gogarty and Cosgrave (Mulligan is
Gogarty; Lynch is Cosgrave; and Boylan is a compound of the two). A
real-life event in 1909 determines the fictional account of some real-
life events of 1904 in a book that was composed from 1914 to 1922.

Of course, Gogarty cannot be present in the earlier books; it would
defy the inner logic of this narrative universe. Stanislaus’ diary seems
to describe Gogarty’s attitude accurately, though he is clearly biased
towards Joyce:

14. A detailed (and certainly very subjective) account of these debates on
Ibsen can be found in chapters 19 and 20 of Stephen Hero (London: Paladin,
1991)

15. See Ellmann, James Joyce, pp. 278-82 and especially Joyce’s letters to
Nora on 6-7 August, 1907, Selected Letters, pp. 157-9.
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The truth is, Gogarty - and his mother believes him - hopes to
win a literary reputation in England. He is jealous of Jim and
wishes to put himself before him by every means he can. The
carelessness of reputation is the particular lie he has chosen to
deceive himself with. Both Gogarty and his mother are mistaken,
however, for Gogarty has nothing in him and precious little char-
acter, and is already becoming heavy, while Jim has more literary
talent than anyone in Ireland except Yeats - even Yeats he sur-
passes in mastery of prose, and he has what Yeats lacks, a keen
critical intellect. If Jim never wrote a line he would be greater
than these people by reason of the style of life and his charac-
ter.16

When Stanislaus recounts the events of their early life in My Brother’s
Keeper, we are inclined to believe him. We can see no reason, moral,
emotional or stylistic, that would divert him from the truth of his
memories, approaching the end of his life. So we can have a “witness
account” of some of the elements of Joyce’s narrative universe. We
certainly cannot get more accurate descriptions relating the death of
Georgie, a young brother. And if we take Stanislaus’ account as “the
truth,” we can see how it is changed in James Joyce’s narrative. There
are five among the surviving 40 epiphanies that are related to this
event. The 19th is about their mother’s helplessness; the 20th is about
James’ loneliness in his mourning; the 21st is about an observation
during the funeral; the 22nd is about a dream, or rather, a nightmare;
and the 23rd is about the social aftermath of the event. When it comes
to the conscious literary retelling of the event, Georgie becomes a sister
named Isabella on the pages of Stephen Hero, but some of the epipha-
nies are reused almost word-by-word. And in the next step, Portrait,
the whole event disappears from the narrative universe. But it is not
lost: the experience is reworked into Ulysses, when Bloom muses on
the image of his dead son, Rudy, and imagines him in his “present”:
his tender thoughts picture Rudy at the age of Georgie. In real life, of
course, Joyce gave Georgie’s name to his own firstborn son.

Similarly, we have no reason to deny Byrne’s honesty when he
recounts some real-life events that appear to be his contributions to
Joyce’s narrative universe. The most characteristic of these narrative
elements is the lighting of the fire by Father Darlington in the College.

16. Healey, ed., The Complete Dublin Diary of Stanislaus Joyce, p. 26.
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The actual event took place as early as 1895 and for the young
Byrne it was a deep, intimate, spiritual experience, something like a
secret initiation rite. He told the story to Joyce in 1902 and even then
he felt it was a betrayal. When he found this precious piece of his own
memories rewritten on the pages of Portrait, he felt betrayed him-
self. Joyce, keeping many details (such as the candle ends), changed
the identity of the witness to the much older, cynical Stephen, thus
exploiting and spoiling the original purity and spirituality of the mo-
ment. When visiting Joyce in 1927 in Paris, Byrne expressed his disap-
proval, using the phrase of Dublin fishmongers: “You either take that
fish or leave it alone but don’t paw it.”!” Joyce answered that he regret-
ted many things he had written. It was only in 1944, half a century
after the original event, that Byrne had the chance to read the more or
less faithful account of his story in Stephen Hero.

[t is interesting to compare the attitude of the whetstones as they
encounter their image or the retelling of their stories in the Joycean
narrative universe. Stanislaus Joyce simply tells the original, real-life
story as he best remembers it, as if offering it for the comparative ac-
tivities of the Joycean cult and scholarship. J. F. Byrne is more critical:
he accepts the artistic motivations behind Joyce’s distortion of events,
but also questions the moral value of such distortions. Gogarty’s at-
titude is very different. He remains a rival to the very end and tries to
present his own narrative as a competing, alternative account of the
same events; as a story that would challenge or even defeat and over-
write that of Joyce

In his novel, Tumbling in the Hay (published in 1939),"® there
are two scenes that can be compared to scenes in Ulysses. One is the
evening gathering of the medical students in the Holles Street hospital,
with the participation of an irritating character called Kinch; the other
is the company starting their progress towards the red-light district
and losing Kinch on the way. Gogarty’s account seems to be an attempt
at revenge. He does not try to improve his own image (after all Joyce
never denied his wit, intelligence and social predominance), instead
he tries to degrade the image of Joyce. And not by simply presenting
him as an irritating, pedantic, pompous, garrulous drunkard (after
all that would not differ so much from Joyce’s self-image). He tries to

17. The ,original” of the scene is described: |. F. Byrne, The Silent Years: An
Autobiography with Memoirs of James Joyce and our Ireland (New York: Farrar,
Straus and Young, 1953), pp. 33-5.

18. Oliver St.John Gogarty, Tumbling in the Hay (Dublin: The O’Brien Press,
1996).
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demonstrate what an unimportant, marginal figure this Kinch was for
him and his medical friends."

[s it possible that such an attempt of revenge can succeed? The re-
sults are ironic. Because - apart from a small circle of Oliver Gogarty’s
Dublin fans who are convinced of his supremacy over Joyce — anyone
who ever ventures to read Gogarty’s book (or Byrne’s or Stanislaus’,
for that matter) will do it because of Joyce. The majority of Gogarty’s
readers will read him to understand Joyce better, just like many tour-
ists travel to Dublin to see how much the actual, physical Dublin is
reminiscent of the Dublin of Joyce. The real-life factual truths are not
interesting anymore, except when they are comparable to the ele-
ments of Joyce’s narrative universe. Whatever happened in real-life
reality, there is no way to defeat Joyce, as he successfully accomplished
Stephen’s most absurd, most pompous prophecy: “Ireland must be im-
portant because it belongs to me.”?°

19. See Gogarty, pp. 188-94; 301-8. For example: ,Kinch had poor man-
ners” (188); ,It’s a great thing to get rid of Kinch” (308).
20. James Joyce, Ulysses, p. 527 [16:1164-5].
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Maria Kurdi

“The Giant of Irish Literature”

Joycean Echoes in Irish Drama from Tom Murphy’s
A Whistle in the Dark to Enda Walsh’s Penelope

Shortly after the Beckett centenary, the year 2009 saw the publication
of a book by Cambridge University Press, which can be seen as more
than timely in Irish scholarship for offering an inspired and detailed
study of Beckett’s relation to contemporary Irish writing of all gen-
res. The author, Stephen Watt, claims in the introduction that Beckett
possesses enduring relevance for all times, defining the purpose of his
own study as follows:

This book concerns itself not only with twentieth-century writ-
ers born before World War II who share affinities with Beckett
or, in some cases, employ him or his characters as one or another
device - playwrights, poets, and novelists contemporaneous
with his later years and his works - but also with a newer gen-
eration of writers who have discovered in Beckett values quite
different from those privileged by the postwar generation.

The chapters of the book elaborate on this thesis by addressing affini-
ties with Beckett in the works of major Irish authors who belong to dif-
ferent postwar generations, including Brian Friel, Bernard MacLaverty,
Derek Mahon, Paul Muldoon and Marina Carr. At the same time Watt
also considers the changes in themes and dramaturgy represented by
these authors at certain stages of the post-1960s era leading up to the
present.

By now the many-sided influence of the other great Irish modern-
ist, Joyce, on Irish literature, especially on the writers of fiction and
poetry, has become legendary. Characteristics of Irish novels are often
analysed in terms of the stylistic achievement of a Joycean work, or
some comparisons are made with it. Out of the numerous examples
suffice it to take note of one. In a book of essays on Sebastian Barry,

1. Stephen Watt, Beckett and Contemporary Irish Writing (Cambridge:
Cambridge University Press, 2009), p. 5.
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contemporary novelist, playwright and poet, a couple of the contribut-
ing scholars use Joyce as a significant point of reference. Discussing
Barry’s novel The Engine of Owl-Light (1988), Bruce Stewart reminds
the reader that

[o]ne of the special effects for which Joyce’s Ulysses (1922) is
known is the trick of conjured detail. Words or facts properly
known to one character turn up in the interior monologue of
another. ... It is a device that confirms the utter authenticity of
the text by hinting at the limits of literary realism; pushed any
further, however, the authenticity would crumble.?

Stewart makes use of this premise for the interpretation of an impor-
tant detail in Barry’s work:

It is to this procedure that we may ascribe the remarkable slip-
page of identities which brings about a sudden convergence be-
tween Moran of Sligo and the eponymous Oliver on the basis of
an apparent error perpetrated by the overtly literary character
Stephen whose stolen manuscript may well be the very novel we
are reading.

The exploration of analogies with Joycean themes and techniques,
thus, may well serve the aim of evaluating the narrative diversity of a
contemporary novel while reconsidering the operation of a particular
device in Joyce for the potential use of other scholarly approaches and
analyses at the same time.

As far as Irish dramatic works are concerned, it has been Joyce’s
prose, and not so much his only and rarely performed play, Exiles,
which has proven to function as an inexhaustible source of influence
for them. Regarding the notorious transgressions of generic bounda-
ries which characterize especially the last two novels of Joyce, this is
not a surprising observation. Upon asked about the cross-fertilizing
presence of the great masters’ heritage in Irish literature, the tradition

«e

2. Bruce Stewart, “To Have a Father is Always Big News’: Theme and
Structure in The Engine of Owl-Light,” in Out of History: Essays on the Writings
of Sebastian Barry, ed. Christina Hunt Mahony (Dublin: Carysfort; Washington
D. C.: The Catholic University of America Press, 2006), 37-58, p. 46.

3. Stewart, 46-7.
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behind the individual talent to borrow Eliot’s terms, playwright Frank
McGuinness states in an interview that

Joyce is the giant of Irish literature, as far as I am concerned no-
body comes near him. There are other major writers in the Irish
tradition, especially in the dramatic tradition, Synge and O’Casey
are primary examples of it. And Yeats is a major poet but I think
everybody is dwarfed in relation to the scale of Joyce’s ambition
and achievement. And that is encouragement really when you
see that a narrative can take on something of a magnitude like
Ulysses does.*

In the above lines McGuinness implies that for the Irish playwright, too,
itis hard to disregard the scale of Joyce’s achievement and refrain from
drawing some kind of inspiration from it. The present paper intends
to explore echoes and resonances of and with Joyce, his works and
memorable characters in a few representative pieces of Irish drama
from Tom Murphy to Enda Walsh, interpreting the ways in which the
Joycean analogies or affinities of this kind contribute to the enrich-
ment of the dramaturgy and the broadening of meanings.

Discussing the history of the cult of Joyce in Dublin, Ferenc Takacs
claims that its beginnings date back to 16th June 1954,

when a handful of Dublin literati including such members of the
local Behemia of the day as Patrick Kavanagh and Brian O’Nolan
set the pattern for all future Bloomsdays in the course of what
turned out, and what was no doubt meant to be, something of a
drunken joke.®

Joyce, or atleast his name and his works’ titles, began to be assimilated
into the culture in more pedestrian ways as well. After the long years of
having been ignored in his home country, by the late 1950s it became
a sign of education to know about his work and claim to have read it.
This was true even of the once deprecated Ulysses which, transformed

4. Maria Kurdji, “Interview with Playwright Frank McGuinness,” Nua 4.1-2
(2003) 113-132, p. 118.

5. Ferenc Takéacs, “Mark-Up and Sale: The Joyce Cult and Overdrive,” in
Focus: Papers in English Literary and Cultural Studies. Special Issue on James
Joyce, ed. Maria Kurdi and Antal Békay (Pécs: University of Pécs, 2002), 108-
117, p. 109.
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into a kind of cultural icon, tended to feature as a topic of conversation.
However, sometimes not for its experimental literary values but much
rather to express the snobbish aim of demonstrating people’s efforts
to display their social status and acceptability in educated circles.

Tom Murphy’s early play A Whistle in the Dark (1961) offers an
example of using the name of Joyce and referring to the knowledge of
Ulysses in the above way. Da, the father character’s sons are facing the
precarious hardships and uncertainties of Irish economic migrancy
in England. On the surface, Da seems to embody the archetype of the
all-powerful father figure, who has firm control over the movements of
his sons. The unfolding details, however, reveal that his strength derives
from a self-fabricated image of respectability and his unreliable memo-
ries of keeping up relations with influential people in his home town.
When his sons are not on the scene, he starts bragging of his good family
connections to Betty, his English daughter-in-law: “Did Michael tell you
I've a brother a priest, the foreign missions?” His inflated self-presenta-
tion includes references to reading as his favourite pastime to construct
an image of cultural superiority to his now London-based son and Betty:
“This wouldn’t be my house. At home I've two rooms full of books. ... I bet
you never read Ulysses? ... No. A Dublin lad and all wrote Ulysses. Great
book. Famous book. All about how ... Yeah ... " His evident inability
to speak about Joyce’s book in distinct terms makes us suspect that he
may have just picked up the title in some conversation but has not the
slightest familiarity with the Joycean text itself, let alone why it became
so famous.

Atthe end of A Whistle in the Dark it is the tragic death of Da’s young-
est son as a result of the intra-family feuds which facilitates the complete
unmasking of the falsity of Da’s family pride and cultural pretensions. He
“lost the job in the guards, police”” and, in the wording of Fintan O’Toole,
sank “to selling clothes around the countryside and, finally, to parasitic
unemployment.”® The theme of the dysfunctional family and the ineffec-
tuality of fathers stemming from frustrated ambition and the inability to
keep up with the social transitions and new demands of the time dates
back to Joyce’s Dubliners and Portrait. In Portrait Stephen’s characteriza-
tion of what his father is at present would suit Da just as well: “a praiser

6. Tom Murphy, A Whistle in the Dark (Dublin: The Gallery Press, 1984
[1970]), pp. 53-4.

7. Murphy, p. 75.

8. Fintan O’Toole, Tom Murphy: The Politics of Magic (Dublin: New Ireland
Books, 1994), p. 66.
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of his own past.”” However, compared with the fathers in Joyce, Da ap-
pears to be much worse. His cheap humbugging is coupled with clinging
to the outmoded role of playing the tribal leader of his family, provok-
ing them to behave violently, which entails inevitable destruction. Shaun
Richards comments: “Underlying [t]his bravado is a desperate realiza-
tion that his social role and meaning has been eroded,’*® which is in no
way counterbalanced by Da’s self-justifying efforts to persuade anyone
that he is an avid and intelligent middle-class reader, who is familiar
even with Joyce’s Ulysses.

In portraying characters belonging to the urban poor, the Irish play-
wright might show resemblances with Joyce’s uniquely sharp-edged
representation of this social group in Dubliners. Even if not reaching as
far back as the slum world of Sean O’Casey in exploring such affinities,
examples still offer themselves for examination after the 1960s and
beyond. Writing about Brian Friel, Watt presents the discovery that
the playwright has chosen names for his lower-class or underclass
characters in his “Troubles” drama, The Freedom of the City (1973),
which are well known from Dubliners. The critic identifies the follow-
ing coincidences with the Joycean way of naming in the drama:

Michael and Lily in Friel's drama bear the names of ill-fated
characters in James Joyce’s short story “The Dead.” At 17, Joyce’s
Michael Furey, whose health had declined from working in the
gasworks, died out of love for Gretta Conroy, while at 22, Michael
Hegarty, engaged to be married, may find a job in the gasworks;
Joyce’s Lily views men cynically as only interested in “what they
can get out of you,” while Friel’s Lily in middle age has given all
she can to an unemployed and idle husband.™

Watt’s astute linkage of the Joycean and Frielian characters provides
a point of departure for further interpretation. The shared names of
these pairs of characters from Joyce’s early twentieth-century Ireland
and Friel's late twentieth-century Northern Ireland reinforce the

9. James Joyce, A Portrait of the Artist as a Young Man (Harmondsworth:
Penguin Books, 1992), p. 262.

10. Shaun Richards, “Complicated Thorns of Kindred’: Murphy’s Interro-
gation of Family,” in Alive in Time: The Enduring Drama of Tom Murphy: New Es-
says, ed. Christopher Murray (Dublin: Carysfort Press, 2010), 239-254, p. 240.

11. Stephen Watt, “Friel and the Northern Ireland ‘Troubles’ play,” in
The Cambridge Companion to Brian Friel, ed. Anthony Roche (Cambridge:
Cambridge University Press, 2006), 30-40, p. 39.
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parallels between their doubly marginalized subaltern positions in
their respective colonial and postcolonial circumstances. Although
many decades apart from each other, the tragic experiences, thwarted
ambitions and personal tragedies of these characters invite them to be
viewed against the context of Irish history burdened by the paralysing
and divisive effects of colonialism and its long-lasting legacy.
“Dubliners and Portrait are very much there in my writing. I try
to disguise it as much as possible, but there is no escape, and I know
that,” McGuinness confesses in the interview with him quoted above.?
Apparently, McGuinness does not suffer from the anxiety of influence.
However, his inability to escape from the Joycean influence is dem-
onstrated by the fact that in several of his plays McGuinness creates
portraits of rebellious artists. Discussing his Innocence (1987), a dark
masterpiece which dramatizes aspects of the life of Caravaggio at the
head of an analysis of plays about artists in the contemporary Irish the-
atre, Csilla Bertha meditates on the relevance of the concept of “kiins-
tlerdrama” in dealing with the frequent staging of such characters. Her
conclusion suggests the crucial role of the latter for the dramaturgical
strategies: “Probably there is no need to define such plays as a sub-
genre yet it is worth remembering that having artist-protagonists or
some forms of art as a significant component of the drama involves
far more than simply thematic considerations.”!* Beside Caravaggio in
Innocence, McGuinness stages figures who do not fall into the category
of eminent artists like the Italian painter, yet are engaged in the ac-
tivity of performing or playing, which introduces aspects of the art of
theatre into the work, enriching it with a degree of meta-theatricality.
The protagonist of McGuinness’s Observe the Sons of Ulster
Marching Towards the Somme (1985) is Pyper, a member of the
Northern Irish Protestant community, who joins the Ulster brigades of
the British army to take part in fighting the continental enemy during
the First World War. From the moment of his appearance he presents
himself as a performer, “the teller of stories that are unconvincing,
surreal and intent on disturbing the minds of the other soldiers” as
Eamonn Jordan describes his role in the play.* Before joining the army,
Pyper turned his back on his family and culture, and in the play he

12. Kurdi, p. 118.

13. Csilla Bertha, “Visual Art and Artist in Contemporary Irish Drama,”
Hungarian Journal of English and American Studies 15.2 (2009) 347-367, p.
347.

14. Eamonn Jordan, Dissident Dramaturgies: Contemporary Irish Theatre
(Dublin, Portland OR: Irish Academic Press, 2010), p. 71.
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is showing contempt for the tribal spirit the other soldiers share by
his embarrassing jokes and unpredictable, trickster-like behaviour. An
analogy with Stephen Dedalus’s ambitions in Portrait unfolds when
he refers to his rebellion with the words “I would not serve,”** echo-
ing also Lucifer’s declaration. Pyper’s story about his exile to Paris to
become an artist, a sculptor, derives from a motive similar to that of
Stephen when he leaves the community he belongs to. Like Joyce’s art-
ist character, Pyper no longer accepts and shares the Protestant values
governing the life of his family:

I cleared out of this country and went to do something with my
heart and my eyes and my hands and my brains. Something I
could not do here as the eldest son of a respectable family whose
greatest boast is that in their house Sir Edward Carson, saviour
of our tribe, danced in the finest gathering Armagh had ever
seen.'

Pyper, of course, is not a middle-class Catholic like Stephen (and
Joyce), who rebels against the delimiting constraints of his culture,
but a Protestant coming from a well-to-do and well-connected family.
Notably, having turned his back on them and living outside his country
of birth does not result in real separation from the “tribe” for Pyper.
In a way neither did it for Joyce. The difference is that while Joyce’s
creativity undoubtedly benefited from remaining in close contact with
his cultural roots, Pyper experiences paralysis: “when I saw my hands
working they were not mine but the hands of my ancestors, interfer-
ing, and I could notbe rid of that interference. I could not create. I could
only preserve.”’” The freedom of the artist is denied to him; therefore,
he channels his talent into performance and masquerade until his love
for a fellow soldier facilitates reconciliation with his own people and
culture. In this sense, Observe the Sons of Ulster can be called a portrait
ofthe artist as a young gay man. Its experimentation with form displays
Joycean features, too, as in the middle parts McGuinness applies a ver-
sion of the montage technique known from the episode “Wandering
Rocks” in Ulysses. In the play the employment of montage serves to
present the simultaneous activities of the soldiers in pairs while creat-

15. Frank McGuinness, Observe the Sons of Ulster Marching Towards the
Somme, in Plays 1 (London: Faber and Faber, 1996), p. 150.

16. McGuinness, p. 163.

17. McGuinness, p. 163.
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ing new meanings through the juxtaposition and overlapping of their
separate dialogues.

The inclusion of a character with artistic aspirations colliding
with the strict communal demands on the individual is quite frequent
in the pieces of literature set in Northern Ireland. Ourselves Alone
(1985), a play by Anne Devlin, constructs such a character in Frieda,
a young singer. The dramatic action takes place during the years of
the Troubles, and the community represented is the republican side.
At the beginning, the play shows three female protagonists locked in
the stereotypical roles defined by and prevailing in the self-defending
Catholic community in the early 1980s. They function largely as ad-
juncts to the men in the family and their comrades, serving the goals
of the republican movement, which is firmly under male control. The
men “require the unquestioning support of women”*® from the posi-
tion of authority, whereas they supervise as well as police the wom-
en’s private lives, relationships and even thoughts. Frieda’s job is to
entertain men at a republican club by singing a repertoire of the most
popular political songs, which she finds against her taste and private
ambition to compose her own songs.

As the action unfolds, the women protagonists’ sense of exploita-
tion by and suffering from the inseparability of militaristic politics and
private life is rendered more and more acutely obvious in the form of
limitations and psychic disturbance. They realise the oppressiveness
of the ways in which they are treated by men alongside the restric-
tive nature of the expectations they are required to meet day by day.
Of Devlin’s three women characters, it is Frieda who goes furthest in
managing to alert herself and others to the fixities of the system, which
keeps on recycling a range of narrowly stereotypical attitudes and re-
sponses. She vehemently protests against outdated customs and prac-
tices of their nationalist heritage.

Transcendence of the political influence on her life seems to be
possible for Frieda through the cultivation of art as a performer, a
singer, which promises to be a liberating force. Frieda is ambitious to
write and perform her own compositions instead of singing the re-
publican repertoire. Like Joyce’s Stephen Dedalus, she also decides to
leave her birthplace to embrace the loneliness necessary for an art-
ist to create original works, tearing herself away from the effects of
nationalist militarism and the distortions of the corresponding gender

18. Imelda Foley, The Girls in the Big Picture: Gender in Contemporary
Ulster Theatre (Belfast: Blackstaff Press, 2003), p. 77.
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politics: “I'd rather be lonely than suffocate. ... | want to write songs.”*’
Her words echo Stephen'’s choice of exile in Portrait from the demands
of “home,” “fatherland” and “church” in early twentieth-century de-
colonizing Ireland with the words: “I will try to express myself in some
mode of life or art as freely as I can and as wholly as I can ... I do not
fear to be alone ... or leave whatever I have to leave.”? Frieda strug-
gles in and then decides to leave a milieu dominated by republican na-
tionalism intent on “decolonizing” the still British-ruled part of Ireland
with no regard for what it costs in terms of human suffering.

The conclusion of Qurselves Alone also has resonances with Joyce.
Rendered in a lyrical style, Frieda sums up her memories of a night-
time scene on the sea shore from the past, involving herself and the
other two young female characters. They shared an epiphanic moment
of experience once they had “slipped off from the campfire” guarded
by men to another part of the shore. Undressed, they waded in and
could feel the maternal embrace of the sea while admiring the undi-
vided wholeness of the universe around:

And we sank down into the calm water and tried to catch the
phosphorescence on the surface of the waves - it was the first
time I'd ever seen it - and the moon was reflected on the sea that
night. It was as though we swam in the night sky and cupped the
stars between our cool fingers. ... We lay down on the sandhills
and laughed.*

Devlin’s epiphany can be seen as an instance of the female jouissance,
which involves the bodily pleasure of women being just among them-
selves in nature and enjoying the caressing embrace of the sea, free
from male control and imposed regulations. The memory of the expe-
rience carries inspiration for Frieda similarly to Stephen’s vision of the
bird woman on the seashore outside of Dublin in Portrait. Thus, the
drama Ourselves Alone dramatizes another portrait of the artist, this
time as a young woman turning away from the claustrophobic atmos-
phere of the religiously and politically divided Belfast.

Playwright Enda Walsh’s recent play Penelope (2010), which joins
an already significant oeuvre of its young author, conjures up the spirit
of Joyce by its very title, being the same as that of the last episode of

19. Anne Devlin, Ourselves Alone (London: Faber and Faber, 1986), p. 90.
20. Joyce, A Portrait, pp. 268-9.
21. Devlin, p. 90.
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Ulysses. This episode is perhaps the one in Joyce’s novel which has en-
joyed the greatest number of adaptations to the stage and the media
after the novel gained world-wide fame. Walsh’s Penelope, however,
does not qualify as an adaptation: it was written to produce an origi-
nal work, which draws on only a few surface details of the Homeric
source, the story of the wife of Odysseus wooed by rivalling suitors
during his long absence in The Odyssey. The play stages four male char-
acters, identified as the surviving four of the hundreds of suitors who
have been fighting with and killing each other for years to be chosen by
Penelope as her new husband, but never winning the “prize.”

While the title brings Joyce to mind, by incorporating the theme
of waiting, the play strikes the reader as very Beckettian, strongly
reminiscent of Waiting for Godot, since the characters waiting are
men in Walsh’s drama. The reviewer of a performance in America by
the Galway Druid Theatre defines the play also in Beckettian terms,
calling it an “existential tragic burlesque ... funny and appalling and
profound.”? To pass the time while waiting, the protagonists are often
engaged in repetitive acts, games and slapstick humour like Beckett’s
protagonists, although these seem to be far more vicious and mean-
spirited than the similar technique in Godot:

DUNNE flings a Twiglet into FITZ’s face. FITZ grabs a half-eaten
sandwich and throws it at DUNNE'’s face. DUNNE grabs his
Martini and throws it into FITZ's face. FITZ grabs his gin and tonic
and throws it in DUNNE'’s face. DUNNE slaps FITZ across the face.
FITZ punches DUNNE in the stomach.”

On the other hand, Penelope falls not so far from the intertextual feats
of Tom Stoppard either, “whose approach to Hamlet in Rosencrantz
and Guildenstern Are Dead resembles Walsh’s work here, enlarging
and reimagining a small piece of an epic.”** On the whole, through
shrewdly alternating between the stylistic extremities of the funny and

22. Toby Zinman, “Enda Walsh’s Penelope in Brooklyn: Odysseus is Coming,
and, Boy, is he Steamed,” in Broad Street Review (11 February 2010), accessed
16 September 2012 <http://www.broadstreetreview.com/index.php/main/
article/enda_walshs_penelope_in_brooklyn>.

23. Enda Walsh, Penelope (London: Nick Hern Books, 2010), p. 40.

24. Barry Johnson, “Theatre Review: Third Rail’s ‘Penelope’ in a Romp,” in
Featured, Theatre, Top (June 4, 2012), accessed 15 September 2012 <http://
www.orartswatch.org/theater-review-third-rails-penelope-in-a-romp/>.
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the shocking, the play comfortably fits in the established traditions of
[rish drama.

With Penelope waiting in her house, the last four suitors are shown
in “a dilapidated swimming pool drained of water”?® but stained with
the blood of Murray, another suitor killed the previous day. In the pool,
the four men aged from mid-thirties to mid-sixties are whiling away
their time by eating, drinking and talking. Whereas the last episode of
Ulysses comprises only Molly’s (interior) monologue, Penelope in the
Walsh drama is silent and visible at a distance, her youth and beauty
preserved by being trapped in the larger myth she is part of. It is the
men who present respective monologues, in fact courtship speeches,
trying to win Penelope’s hand by word magic and performance. Their
last straw of hope hinges on the success of their speech; they all know
that the both heroic and cunning Odysseus will arrive home soon and
will brutally slaughter them if Penelope has remained loyal and has the
gate opened to him. Quinn (in his mid-forties) calls upon joint action
to combat desperation: “Everything will change if Penelope agrees to
take one of us as her husband today. If she does ... he’s left bobbing
about the ocean like flotsam. ... It is in our interest that someone at
least wins her ... so we work together, men.”?

Although serving as a crucial device in the struggle to avoid cer-
tain destiny and ensure survival, the first courtship speech by Dunne
(about fifty) fails to charm Penelope, since it is concerned with the
speaker himself instead of focusing on the woman whose heart he
wants to win. His bombastic tirade conveys a good measure of inflated
self-confidence:

Blood surges through my powerful body, it puffs colour into
my cheeks, thickens my hair, fattens my arms, boys! (Like some
primal roar.) YOU WANT ME! (Slight pause.) Each step towards
the open door and I stand on shards of your husband’s past,
Penelope! I crush beneath me his heroics! I claim them as mine!
... Do you not see in me PEDIGREE??’

Next Fitz (in his mid-sixties) almost gains success with a speech tuned
in a highly different way, attracting the woman’s attention by the
uniqueness of his feelings: “I will forget my past, forget the real world,

25. Walsh, p. 3.
26. Walsh, p. 21.
27. Walsh, pp. 27-8.

137



sit in my nothingness and begin with a new idea ... an idea ... of ... you.
... Can you see in me a possibility? A possibility to keep love faceless ...
and just love the love itself?”?® However, his lyrically charged speech is
suddenly interrupted by Quinn, who snatches and places Fitz’'s book
of Homer on the grill of the barbecue. The vicious deed does not only
destroy the promising effect of Fitz’s inspired courting but violates the
rules of co-operation in the interest of someone becoming successful,
which Quinn himself laid down earlier. As a manipulative and trick-
ster-like character he sets up a series of mini-scenes in which he re-
plays the story of famous lovers in history and literature ranging from
Romeo and Juliet to John and Jackie Kennedy to charm Penelope. The
scenes all involve the death of love or lovers in some way. His theatri-
cal talent brings a smile to Penelope’s face, upon which the performer
himself has to die, fatally stabbed by Fitz and Burns who take revenge
on him for not playing fair.

Famously, Molly’s monologue in Ulysses ends with the word “Yes,”
confirming the acceptance of another person’s intimate approach, that
of her suitor and would-be husband, Poldy Bloom. Before uttering her
final “Yes,” Molly’s thoughts wonder around the rich cultural diversity
and unceasing vitality of the human world. In a recently published
essay, Richard Kearney considers this positive closure as one of the out-
standing epiphanies of the Joycean oeuvre and looks at the text along
with its implications for the understanding of readers through the lens
of ethical philosophy.?® Kearney quotes from Rudolph Gasché’s ideas
appearing in Inventions of Difference: On Jacques Derrida, which elabo-
rate on Derrida’s interpretation of Ulysses as an “open text,” reflecting
“the desire to open writing to unforeseeable effects, in other words,
to the Other. It is a function of the responsibility for the Other - for
managing in writing a place for the Other, saying yes to the call or de-
mand of the Other, inviting a response.” More specifically, Kearney con-
tinues in a footnote, “Molly’s finale does not represent some great tele-
ological reconciliation of contradictions in some absolute [Hegelian]
synthesis of Spirit, but an on-going affirmation of paradoxes, struggles,
contraries, contingencies in a spirit of humour and desire.”* Regarding
the complexities of style, for Kearney “Molly’s rewriting of Penelope
conforms to the basic features of comedy outlined by Aristotle and

28. Walsh, pp. 35-6.

29. Richard Kearney, “Epiphanies in Joyce,” in Global Ireland: Irish Litera-
tures for the New Millennium, ed. Ondiej Pilny and Clare Wallace (Prague: Lit-
teraria Pragensia, 2005), 147-182.

30. Kearney, pp. 178-9.
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Bergson, namely: the combining of more with less, of the metaphysical
with the physical, of the heroic with the demotic, of death with love.”3!
Despite all the conflicts, jealousies, disappointments and pain that
her monologue touches upon as part of the human experience, in her
memories of starting a new life with Bloom, who “understood or felt
what a woman is,”*? Molly’s closing her text with a capitalized “Yes”
saves love as a reachable, redeeming possibility.

It is primarily in its ending that the play Penelope offers recog-
nizable parallels with Ulysses. Among Walsh’s characters, the young-
est, Burns, appears as a rather weak, feminine man, whom his mates
can afford to bully and torture without consequences, reminiscent of
Bloom’s non-militant attitude. Yet he is also the one who discovers
in himself the ability to love another fellow being, the dead Murray,
unselfishly and remember him as a friend, not as a rival necessarily
cleared out of the way. When it is his turn to woo and charm Penelope
with the power of words, Burns is trying to look beyond the blood-
thirsty hostilities, corruption and dirt of their life as the competing
suitors and, with echoes of Bloom’s speech against insult, hatred and
force in “Cyclops,” says:

Rules are placed on stories, talk is a veil for lies and people
carry around little pedestals of differing sizes and half-talk to
each other and lie to themselves and others that they are part
of a community, part of a civilization probably. But it needn’t be
like that, Penelope! It shouldn’t be that way! And what if people
could open their eyes and sit up in bed like the very first time
and just be in the world and let their hearts rule? ... Things that
have sat about lumpen, things that have imprisoned me in their
dreariness and routine are now alive. And it's Murray, you see.®

Burns’s realization that only the capacity of love can make a human
being really free leads him to give up the selfish and destructive am-
bition to win the heart of Penelope and thus save himself from the
approaching Odysseus’s rage. Rather, he saves love and her love for
her husband in particular as well as for the future of them together,
bringing tears to Penelope’s eyes: “The world above evaporates in its
own darkness and the pool is filling with all this good rain ... and it

31. Kearney, p. 181.
32. James Joyce, Ulysses (Harmondsworth: Penguin Books, 1987), p. 643.
33. Walsh, p. 50.
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holds now all that is possible, all that will be good, Penelope. ... Your
beginning ... is now.”** Considered in the ethical terms Kearney pro-
poses and cites, with this Burns implies saying “Yes” to the needs of
the Other, comparably to Molly’s affirmative style at the closure of her
monologue.

Stephen Watt’s book-length analysis of Beckettian echoes and
analogies in Irish literature demonstrates that the post-1950s gen-
erations absorb values from Beckett in different ways, depending on
the period of time or the social transformations which their writings
represent or respond to. My short discussion of Joyce’s influence on
and presence in some pieces of postwar Irish theatre has pinpointed
a similar tendency. Friel and Murphy started their respective careers
in the late 1950s and early 1960s. Their works studied in this essay
display echoes of Joyce, which enhance the socio-political accuracy of
some of their characters’ portrayal in the postcolonial context. In the
drama of playwrights around sixty like McGuinness and Devlin, the
Joycean parallels work also in politicized contexts, yet allowing for
more reflection on the central characters’ personal ambitions in terms
of their seeking self-liberation from communal-based constraints
through art. The youngest of the playwrights featuring in the present
study, the mid-forties Enda Walsh, displays affinities with both Beckett
and Joyce in his postmodern refashioning of the fatally entangled story
of Penelope’s last surviving suitors carved out and enlarged from the
Homeric world. The variety of intertextual resonances found in the
plays enables the conclusion that the creative richness of Joyce’s work
remains a goldmine for playwrights of all ages, challenging as well as
delighting critics and readers alike.

34. Walsh, p. 51.
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Tekla Mecsnober

Joyce, the Universe and Everything

A Reading of Finnegans Wake 123.30-124.12"

Why read Joyce? This is a question that is perhaps more often shyly
suppressed than explicitly posed to professed Joyce enthusiasts like
myself, but for many people it seems to remain a puzzle why anyone
should - and how anyone could - read through several hundred pages
of dense uncompromising text like James Joyce’s Ulysses (1922) or
Finnegans Wake (1939).

There can of course be a number of approaches to answering this
question. One can, for instance, borrow a few categories from Joyce’s
memorable list of the “World’s Twelve Worst Books” in Ulysses:? the “pol-
itic” (Joyce is part of the Western Canon), the “historic” (his books tell
us about life in bygone days and are saturated with Irish and European
history), the “hilaric” (Joyce’s works are fun to read), the “erotic” (the
text of Ulysses was not cut and banned repeatedly for nothing), or the
“melodic” (Joyce’s works are full of musical allusions and rely heav-
ily on rhythms and other sound effects). The random nature of the
original attributes invites us to add further ones: the lexical (Joyce’s
English is exceptionally rich and is a challenge to read), the stylistic
(his works present a full spectrum of registers and styles ranging from
the sublime of heroic epics to the contemporary slang of pubs), the
socially exploitative (Joyce's texts offer a plethora of highly quotable
phrases and sentences for anyone’s edification and use - among them
the trochaic gem “never worth a roasted fart” /U 12.1386/), the psy-
chological (his works are deeply informed by an interest in the work-
ings of the human psyche and human relationships), or the religious
(Joyce’s texts are permeated by the language, teachings, ceremonies

1. I am very grateful to Sabrina Alonso and especially Fritz Senn of the
Zurich James Joyce Foundation for looking up and sharing data from the James
Joyce Archive. I am also indebted to the editors of this volume for their useful
textual suggestions, and to Zsuzsanna Simonkay for her Penelopean patience
in inserting corrections and her Ulyssean inventiveness in re-creating Joyce's
diacritics in the publishing software.

2. James Joyce, Ulysses, ed. Hans Walter Gabler et al. (London: The Bodley
Head, 1986), 15.1577-84. All parenthesized references are to this edition of
Ulysses, citing episode and line numbers after the abbreviation U.
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and worldly manifestations of various religions, most notably Roman
Catholicism).

While the above are qualities that are presumably appreciated by
the “general reader” as well, there are in Joyce several aspects that ap-
peal particularly to the specialist. Perhaps the most important of these
could be dubbed the “documentary” and the “exploratory” aspects.
As to the former, one of the constant sources of fascination in Joyce
studies is the exceptional quantity and quality of available material
documenting Joyce’s life and work. There are scholarly biographies
detailing his family, schooling and the experiences he had in Dublin,
Pola, Trieste, Rome, Zurich, and Paris. There is a probably unmatched
array of notes, drafts, autograph manuscripts, typescripts, galley and
page proofs available in print or, more recently, online, hugely facilitat-
ing the tracing of Joyce’s creative process. Similarly, several modernist
journals in which his works were serialised have been recently made
available digitally, making the study of Joyce’s publishing history even
easier, including the investigation of his intriguing hide-and-seek with
censorship. Several volumes of correspondence and various memoirs
give clues about the financial background of his literary projects and
about the network of authors, editors, publishers, critics and lawyers
who played an increasing role in helping him reach his audience. His
texts have appeared in various legal and illegal, exclusive and cheap,
illustrated and scholarly editions all over the world, and have been
widely studied as editorial achievements, as artefacts and as commod-
ities fetching often extraordinary prices. The countless adaptations,
translations and creative responses to Joyce’s works in a wide variety
of cultures continue to add to the body of Joyceana.?

As to the “exploratory” perspective mentioned above, Ulysses and
Finnegans Wake especially contain such an array of allusions and
references as to make their reading an enduring adventure. Everyday

3. James Joyce in Context, edited by John McCourt (Cambridge etc.:
Cambridge University Press, 2009) gives a fine recent overview of most of
these perspectives. Recent book-length treatments of specific aspects include
(among dozens of other works) the following inspiring and informative mono-
graphs: John McCourt, The Years of Bloom: Joyce in Trieste 1904-1920 (Dublin:
Lilliput Press and Madison: University of Wisconsin Press, 2000); Katherine
Mullin, James Joyce, Sexuality and Social Purity (Cambridge: Cambridge
University Press, 2003); Michael Groden, Ulysses in Focus: Genetic, Textual,
and Personal Views, Florida James Joyce Series (Gainesville: University Press
of Florida, 2010); and R. Brandon Kershner, The Culture of Joyce’s Ulysses,
New Directions in Irish and Irish American Literature (New York: Palgrave
Macmillan, 2010).
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biological processes and social activities are juxtaposed to rituals of
birth and death, Irish phenomena to English, European or Egyptian
ones, highly regarded discourses like history, philosophy, arts and
sciences to less highly regarded manifestations of “popular culture”
like magazines, newspapers, popular science books, music hall songs,
advertisements and - one has the feeling - everything else that was
there in Joyce’s world. If there is any truth in Joyce’s tongue-in-cheek
remark on Ulysses that “I've put in so many enigmas and puzzles that it
will keep the professors busy for centuries arguing over what I meant,
and that’s the only way of insuring one’s immortality,”* then much of
this truth is in the insights and pleasures that the Joycean “enigmas
and puzzles” can give to readers willing to explore them.

It will have become obvious by now that to give an even vaguely
comprehensive overview of why one would want to read Joyce is far
beyond the scope of this essay.® I shall therefore limit myself to giving
one example of why I think that this reading can be so deeply intrigu-
ing and enriching.

Let us take a rather obscure but nonetheless fascinating passage
from the description of the mysterious letter that is at the heart of
book I, chapter v (1. v) of Finnegans Wake:

The unmistaken identity of the persons in the Tiberiast duplex
came to light in the most devious of ways. The original docu-
ment was in what is known as Hanno O’Nonhanno’s unbrooka-
ble script, that is to say, it showed no signs of punctuation of any
sort. Yet on holding the verso against a lit rush this new book of
Morses responded most remarkably to the silent query of our
world’s oldest light and its recto let out the piquant fact that
it was but pierced butnot punctured (in the university sense
of the term) by numerous stabs and foliated gashes made by a

4. Joyce's reported reply to a request by Jacques Bénoist-Méchin in
late 1921 for a scheme of Ulysses, as quoted in James Joyce (Oxford: Oxford
University Press, 1982) by Richard Ellmann, p. 521. Joyce indulged in a simi-
lar statement later as well: when asked why he had written Finnegans Wake
the way he did, he allegedly replied, “To keep the critics busy for three hun-
dred years,” Ellmann, p. 703.

5. A notable recent attempt at bringing Ulysses (back?) to the “general”
reader is Declan Kiberd’s Ulysses and Us: The Art of Everyday Living (London:
Faber and Faber, 2009), gently assisted on its cover by Eve Arnold’s eye-catch-
ing 1955 photo of Marilyn Monroe reading Joyce’s novel in a striped multico-
lour swimming suite.
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pronged instrument. These paper wounds, four in type, were
gradually and correctly understood to mean stop, please stop,
do please stop, and O do please stop respectively, and follow-
ing up their one true clue, the circumflexuous wall of a single-
minded men'’s asylum, accentuated by bi tso fb rok engl a ssan
dspl itch ina, — Yard inquiries pointed out — that they ad bin
“provoked” ay A fork, of a grave Brofésor; ath e’s Bréak — fast
— table; ; acutely professionally piquéd, to = introduce a notion
of time [Upon a plane (?) su’’ fac’e’] by punct! ingh oles (sic) in
iSpace?!®

On the surface, the text discusses the significance of certain holes made
on the sheet of the “mamafesta” (or motherly manifesto, FW 104.04)
in leading to the document’s writer. These “foliated gashes” are clearly
associated with bodily aggression (“stabs,” “wounds”), (male) sexual
activities (“the piquant fact that it was but pierced butnot punctured”)
and possibly transgression (“stop, please stop, do please stop, and O
do please stop”). Equally clear is the link with punctuation. While the
original text was written in an unbroken or “unbrookable” text (like
the scriptio continua of early manuscripts) and “showed no signs of
punctuation of any sort,” the subsequent piercing introduced the four
classic punctuation marks (the comma, the semicolon, the colon and
the full stop) that indicate gradually increasing lengths of pauses.” In

6. James Joyce, Finnegans Wake (London: Faber and Faber, 1939), 123.30-
124.12. All parenthesized references are to this edition, citing page and line
numbers after the abbreviation FW. Most later editions follow the same pagi-
nation.

7. This tradition of assigning pauses of gradually increasing length to the
comma, semi-colon, colon and the full stop was very much present in a book
whose contents were widely discussed in the British press and appear to
have informed already the “Eumaeus” episode of Ulysses, The King’s English
by H. W. and F. G. Fowler, first published in 1906 by Oxford University Press.
In chapter IV (“Punctuation”), the Fowlers begin their discussion of modern
lapses of punctuation by reminding the reader of the basics that are clearly
too often forgotten: “we observe that the four stops in the strictest acceptance
of the word (,) (;) (:) (1) ... form a series (it might be expressed also by 1, 2, 3
and 4), each member of which directs us to pause for so many units of time
before proceeding” (220). For a detailed assessment of the significance of the
Fowlerian discourse for Joyce’s works, see Andrew Gibson, “Joyce through the
Fowlers: 'Eumaeus’, The King’s English and Modern English Usage,” in Joycean
Unions: Post-Millennial Essays from East to West, European Joyce Studies 22,
ed. Brandon R. Kershner and Tekla Mecsnéber (Amsterdam and New York:
Rodopi, 2013), 225-244.
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fact, two perspectives suggested above - male action and punctuation
- had been associated in Ulysses already: Joyce banned punctuation
marks from the closing episode of the book specifically to stress that
this interior monologue belonged to a “perfectly sane amoral fertiliz-
able untrustworthy engaging shrewd limited prudent indifferent Weib
[woman],” and not to a cerebral man.?

It is, however, less often noted that many of the Wakean “paper
wounds” serve not as punctuation, but as diacritics. This is evident
enough from several allusions (“circumflexuous,” “accentuated,”
“grave,” “acutely”) and the profusion of diacritics at the end. As part
of the general discussion of the development of various scripts and
alphabets from their “early muddy terranean origin” (FW 120.29), the
text also clearly refers to the history of Hebrew diacritics. When it calls
the “mamafesta” the “Tiberiast duplex” (FW 123.30-31), it evokes the
scholars of Tiberias who worked out the characteristic system of dia-
critics that served to indicate the canonical pronunciation and chanting
of Hebrew biblical texts from the eighth century onwards. Moreover,
the “unbrookable script” suggests not only the ancient scriptio con-
tinua, but also a not yet fully developed Gaelic typeface (like the one
used in and named after Charlotte Brooke’s seminal 1789 collection,
Reliques of Irish Poetry) and a not quite “broken” German Fraktur type
(the word derives from Latin fractus, “broken”) - both of which also
use dots (“punctuation”) as diacritics. Furthermore, the Ulyssean as-
sociation of punctuation with the male mind imposing form and order
on the formless female matter was in July 1924 also extended to dia-
critics: Joyce took pains then to ensure that Valéry Larbaud’s French
translation of the “Penelope” episode was printed not only without
punctuation marks, like the original English version, but also without
the accents required by normal French orthography.’

Although it appears to be clear enough that this passage is con-
cerned with the phenomenon of diacritics at several levels, it is dif-
ficult to make much more of it on the basis of the text as it appeared
in the 1939 first Faber and Faber book edition of Finnegans Wake and

8. James Joyce, Selected Letters of James Joyce, ed. Richard Ellmann (New
York: Viking Press, 1975), p. 285.

9. See James Joyce, The Letters of James Joyce, ed. Richard Ellmann, vol.
3 (New York: Viking Press, 1966), p. 99, or Adrienne Monnier, The Very Rich
Hours of Adrienne Monnier, trans. Richard McDougall, intr. Brenda Wineapple
(Lincoln, NA: University of Nebraska Press, 1996), pp. 131-2.
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as it has been usually reprinted since then.!® Thus, the 1939 edition
(quoted above) contains 16 instances of only four diacritics: several
grave accents (as in Brofésor or, seemingly perversely, in acutely),
two acutes (in ath é’s and in the French-based piquéd), one circum-
flex (bin), and two carons (both in profésSionally). There seems to be
no language that would require exactly this set of diacritics and could
serve as a frame of reference. Carons or hdceks () are typical of Slavic
and Baltic languages. The combination of grave, acute and circumflex
accents is familiar from both classic polytonic Greek and French, but
grave accents are also used in many other languages (including Italian
and Scottish Gaelic), just like acutes (in Irish Gaelic, Hungarian, Czech
and Slovak), and the circumflex (in Romance languages like Italian and
Romanian, and Esperanto). Moreover, while the value of the sound
indicated by the character § is roughly the same here as it would be
in Slavic languages, the use of accents does not seem to follow any
linguistic logic at all: the vowels represented by the grapheme u in
acutely and upon are radically different.

A comparison with the manuscripts, typescripts and proofs of this
passage, however, suggests that Joyce appears to have intended a much
more complex - and, I shall suggest, more consistent - use of diacritics
originally. This complexity seems to have suffered greatly from several
subsequent transcriptions and publications.

The “first-draft” version that David Hayman reconstructed and
dated to December 1923 or January 1924 looks like this:

The original document was what is known as unbreakable
seript tracery, that is to say, it had no signs of punctuation of
any kind. On holding it to the light it was seen to be pierced or
punctuated (in the university sense of the word) by numerous
doets cuts and gashes inflicted made by a pronged instrument.
These paper wounds, four in type, were gradually understood
to mean stop, please stop, do please stop, and O do please stop
respectively and investigation showed that they were provoked
by the fork of a professor at the breakfast table professionally

10. There are at least two notable recent exceptions. Danis Rose and John
O’Hanlon’s 2010 edition (London: The Houyhnhnm Press, also published as
a Penguin paperback in 2012) goes a long way towards restoring the original
diacritics that Joyce had assigned to this passage (p. 98). The 2012 Oxford
World’s Classics edition by Robbert-Jan Henkes, Erik Bindervoet and Finn
Fordham (Oxford: Oxford University Press) gives a similar restored reading in
the Appendix (p. 634).

146



trying piqued to introduce tempo into [a plane] surface by mak-
ing holes in space.'!

While clearly occupied with punctuation, this passage contains neither
terminological references to diacritics nor any use of them. These seem
to have been inserted into the text from a handwritten note dating prob-
ably from March 1925 or somewhat earlier when Joyce reworked this
passage for publication in the July 1925 number of T. S. Eliot’s influen-
tial literary magazine The Criterion (1922-1939).12 It is in this note that
we first encounter references to grave, acute and circumflex accents as
well as a wide array of - unfortunately not always very legible - diacrit-
ics. My reading of the additional passage replacing the words “and in-
vestigation showed that they were provoked by the fork of a professor
at the breakfast table professionally trying piqued to introduce tempo
into [a plane] surface by making holes in space” is as follows:

and following up their one true clue, the circumflexuous wall of
a singleminded men’s asylum, accentuated by bi tso fb rok engl
a ssan dspl itch ina, — Yard enquiries pointed out — that théy ad
ad bin “provoked” by A fork, of a grave Profesgor; ath é’s Break
- fast - table; ; acutely professSionally piquéd, to = introduge a
notion of frme [iipon 4 plafie (?) s U’ 'rfi¢’e’] by punct ! ingh dles
(sic) in iSpace?!’3

11. James Joyce, A First-Draft Version of Finnegans Wake, ed. David Hayman
(Austin: University of Texas Press, 1963), text from p. 89, dating p. 294. In
Hayman's notation, Joyce’s additions are printed in italics, additions to addi-
tions are in square brackets, cancellations are crossed out, and substitutions
are in bold face (cf. p. 44). Hayman notes that Joyce wrote “understand” for
“understood” and by error repeated the article before “plane.”

12. Joyce worked on the revision of this text for The Criterion between late
February and late March 1925; see Letters, vol. 3, pp. 114-7. The writer may
at this time, however, have also incorporated passages written somewhat ear-
lier. This was certainly the case with some other parts of the Wake Joyce was
working on three months later: “I am working hard at Shem and then I will
give Anna Livia to the Calendar. ... 1 have got out my sacksful [sic] of notes but
can scarcely read them, the pencillings are so faint. They were written before
the thunder stroke” (letter to Harriet Shaw Weaver, 13 June 1925, Selected
Letters, p. 307). As Joyce had been experiencing recurrent problems with his
eyes for months, it is difficult to say which “thunder” or eye attack he had in
mind.

13. The James Joyce Archive, ed. Michael Groden et al., vol. 46 (New York
and London: Garland Publishing, 1977-1979), pp. 355-6; MSS 47473-48 and
47473-48v.
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As compared to the 16 instances of diacritics in the 1939 version, this
manuscript note has about 20 more. These include aspiration symbols
of the Greek type (the smooth breathing or spiritus lenis, ’, as in ad
and oles, and, possibly - but not in my reading - the rough breathing
or spiritus asper, * ), the macron ( ~, as on the first s in Proféssgor or
in plaiie), the tilde (~, as in plaiie), the umlaut (, as in notién), the
ring above (°, as in iSpace), the breve (7, as in 6f a grave and tipon a,
only in my reading), the dot below (or underdot, , as in introduce and
punct), the cedilla (introduce, su ’ 'rfag¢’e’), the slash through (/, as
on the second s in Proféssor) as well as the type of tie that is shaped
like a double inverted breve ( ~, linking the last two letters in théy
and two or three letters in notion) and the continuous line (overbar)
covering the whole of the word fime and, possibly, the last two letters
of punct.!*

Notsurprisingly, thereis no orthography that would require exactly
this set of diacritics either. The aspiration signs are typical of ancient
Greek, the macron is used, for instance, in Greek and Latin dictionar-
ies and textbooks, Latvian, and the transcription of Sanskrit, the breve
in Greek, Latin, Romanian, Esperanto and several Cyrillic alphabets,
the tilde in Romance languages like Spanish and Portugese (as well as
alphabets influenced by them), the umlaut in German, Scandinavian
languages, Hungarian and Slovak, the ring above in Scandinavian lan-
guages (a) and Czech (1), the dot above in Irish Gaelic (especially when
written in the Gaelic script), Polish (z) and Hebrew (when written
with Hebrew characters), the dot below most famously in Hebrew, the
cedilla in Romance languages (¢), and the slash or stroke through most
obviously in the Scandinavian g and in a number of currency symbols.*

14. Rose and O’Hanlon as well as Henkes and Bindervoet read a rough
breathing or spiritus asper () wherever [ read a breve (). These two marks
are easy to confuse in handwritten forms, but the use of the spiritus asper
would be, in contrast with the breve, linguistically unmotivated here: as we
shall see, breves were widely used in phonetic notations of English to indicate
unstressed or short stressed vowels. In the deleted first version of ad, Joyce
may have used either a breve or a rough breathing, and both the ad and the
ad readings could be motivated. Idiosyncratically, Joyce went on to use the
smooth breathing to indicate the [h] sound, as if it was a rough breathing.
The reading of “surface” is particularly unclear: it could be e.g. su ' ‘rfaig’e’,
su’ 'rfaic’e’, su’ ‘rfaic’e’ or su’ ‘rfac’e’. The tie linking the c and t in punct
could be read here as a curved one, but is given and is left uncorrected as a
straight one on subsequent typescripts (although, as we shall see, these type-
scripts are also not reliable in every respect).

15. Several of these diacritics (the cedilla, the umlaut, the circumflex and
the breve) are also used in the romanized alphabets of Turkish, Azerbaijani
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The tie is most often seen in phonetic transcriptions and respellings to
indicate diphthongs, triphthongs, affricates and double articulation. A
macron or an overline also occurs in Latin prosody to mark long sylla-
bles and in certain phonetic notations to mark long vowels and special
pronunciations of consonant letters. An overline was also used in the
medieval scribal tradition to indicate abbreviations, at first especially
those of sacred names.'® (From this perspective, the Joycean overbar
above time is a fine touch, possibly suggesting both the long pronun-
ciation of the vowel letter i and a scribal abbreviation of “time” as a
sacred word in the age of Bergson and Einstein.)

These last few examples may in fact hold the most likely clue to
what in the 1939 version looks like an entirely gratuitous spattering
of diacritics. Joyce’s original manuscript version strongly suggests
that the grave “Profésgor” is trying to “introduce a notion of time
upon a plane surface” by making phonetic marks which indicate the
precise pronunciation - in time - of the letters written on the surface
- in space - of the sheet of paper. Thus, the diacritics of this passage
are indeed not only sexual, but also “sexophonologistic” (FW 123.18):
they mark both the sex of their maker and the pronunciation intended
by him.

In particular, the text appears to use grave accents to indicate pri-
mary stress, the acute accent perhaps for secondary stress or a reduc-
tion to [1],'” the breve - I suggest - for short or unstressed vowels, the
macron as well as the ring and circumflex for long vowels, the aspira-
tion sign (although the wrong one) for the [h] sound, carons for the
palatalized (“sh”) pronunciation of s, the 6 (also) for a reduced schwa-
like vowel, the cedilla for the fricative [s] pronunciation of c, the tie for
diphthongs and contractions, the overbar perhaps for double articula-
tion (in what looks like the etymologically motivated “reconstructed”
form punct for ‘punch’). Also, when Joyce replaced the initial P of
(what by then had become) Profésor by a B doubly underlined on a

and other Turkic languages, but these were introduced around or after the
time that Joyce added this note; see Lenore A. Grenoble, Language Policy in
the Soviet Union (Dordrecht: Kluwer Academic Publishers, 2003), pp. 49-50.

16. For scribal abbreviations, see Zsigmond Jaké and Radu Manolescu, A
latin irds térténete [A History of the Latin Script] (Budapest: Eurépa, 1987),
pp. 200-2.

17. This is true of ath é’s (‘at his’) and su ’ 'rfag’e’ (if the latter does have
an acute). The acute accent in piquéd is borrowed from the French and indi-
cates a different pronunciation, IPA [eI].
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proof of the July 1925 number of The Criterion,'® he may have evoked
the phonetic convention in which small capitals, conventionally indi-
cated by double underlining, stand for a devoiced pronunciation of a
voiced consonant.

Predictably, Joyce’s use of diacritics is by no means completely
consistent (length, for instance, is indicated by three different diacrit-
ics), but this was often the case with various contemporary English
dictionaries as well. The function of some of the diacritics (as well as
many word divisions and punctuation marks) of course remain unmo-
tivated (like the use of the n with tilde in plafe), but I suggest that
Joyce at least partially meant to give the effect of phonetic marking
with the diacritics he used in this passage. While some of his mark-
ings are idiosyncratic (gratuitous, tongue-in-cheek, or even “faulty”),
the international nature of this marking system makes it akin with
other internationally inspired phonetic marking systems from the late
nineteenth and early twentieth centuries, especially systems that rely
heavily on diacritics.

Joyce would have known several such marking systems. He was
a user of the first edition of A New English Dictionary on Historical
Principles (NED, known as The Oxford English Dictionary from 1895
unofficially and from 1933 officially) as it was published in fascicles
making up 10 volumes between 1884 and 1928. In harmony with my
reading of Joyce’s “mamafesta” passage, the New English Dictionary
used the breve to mark reduced (“obscure”) unstressed vowels, no
diacritic at all for short stressed vowels, and the macron for long ones,
although based on the “European” (e.g. Italian) vowel values (so that
been was respelled as bin)."* The Concise Oxford Dictionary of Current
English (1911), although adapted from the NED, used the same diacrit-
ics rather differently: the breve marked short stressed vowels, while
the macron marked the long pronunciation of vowel letters based on
the English readings (so that no respelling, only a macron was needed
in time - as was the case in Joyce’s text as well).?° Elocution manuals
like Bell’s Standard Elocutionist by David Charles Bell and Alexander
Melvile Bell, of which Joyce seems to have had the 1892 edition, also

18. The James Joyce Archive, vol. 46, pp. 427-8. The double underlining - if
it did indicate small caps - was, however, apparently ignored and Brofesor
has been printed with a regular capital in practically all editions.

19. New English Dictionary, ed. James A. H. Murray et al,, vol. 1 (A-B)
(Oxford: Clarendon, 1888), p. xxv.

20. Concise Oxford Dictionary of Current English, adapted by H. W. Fowler
and F. G. Fowler (Oxford: Clarendon, 1911), p. xii.
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had their own systems: while the breve indicates short vowels and the
macron long ones for the Bells as well, the differing short vowels of
pill and tip get the same symbol, while the a with macron is used for
the uncharacteristic value (both in English and continental terms) rep-
resented by the letter in all.?

The case of American dictionaries was still more confusing, as
Joyce must have known if he did indeed read one of the books that
he asked Sylvia Beach to order in July 1923, only four months after
he began working on the Wake, namely Frank H. Vizetelly’s Essentials
of English Speech and Literature (1915).?? In the section rather mis-
leadingly called “Phonetics and Pronunciation,” Joyce could read a
lengthy exposition of the ills of various phonetic notation systems
using “chaotic aggregations of dots and dashes above and below the
letters, together with curves and curlicues,’* including those of the
Oxford English Dictionary and Webster’s American dictionary fam-
ily. Some of Vizetelly’s examples - as perhaps his repeated derisive
remarks on diacritic “dots and dashes” - could be directly relevant
to Joyce’s “dets cuts and gashes” passage. Thus, in addition to some
rather regular uses of the macron, breve and umlaut, Vizetelly cites
uses of the i with circumflex (i) to denote the sound of i in marine
(as in Joyce’s bin for ‘been’), the u with one dot under to denote the
sound of u in wulf, with two dots under for the sound of u in rude (cf.
Joyce’s introduge), the ¢ with cedilla for the sound of the first ¢ in
civic (as in Joyce’s introduce and su ’ ‘rfac’e’), the double inverted
breve for diphthongs as in oil (cf. Joyce’s théy).2* If he followed up on
Vizetelly’s lead, he may have found out that at least certain editions
of Webster’s American Dictionary employed an s with a stroke (1845)
or an s with a bar under (1865) to denote the sound of s in environs
and has (cf. Joyce’s Profésgor).” This last example may also owe

21.]James Atherton’s The Books at the Wake (Carbondale and Edwardsville:
Southern University Press and London and Amsterdam: Feffer & Simons,
1974, first ed. 1959), p. 87 cites Thomas E. Connolly’s The Personal Library of
James Joyce (Buffalo, N. Y.: University of Buffalo Press, 1955), p. 8, as evidence
of Joyce’s familiarity with the Bells’ book. The examples I quote are on p. 15 of
the 1878 edition of Bell’s Standard Elocutionist (London and Belfast: William
Mullan and Son).

22. Letters, vol. 3, pp. 77-8.

23. Frank H. Vizetelly, Essentials of English Speech and Literature (New
York and London: Funk and Wagnalls, 1915), p. 274.

24. Vizetelly, pp. 274, 281, 286.

25. Noah Webster, An American Dictionary of the English Language, rev.
ed. (New York: Harper and Brothers, 1845; and Springfield, Mass.: Merriam,
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something to the confusion of voiced and voiceless consonants that
Joyce’s Professor, who became increasingly more German(ic) in later
versions as a Brofésor and a Brotfressor (cf. German Brotfresser,
“bread-devourer”), could have been prone to.2®

If Joyce may have been inspired by Vizetelly’s Essentials of English
Speech and Literature to pay extra attention to the “disorderly Babel of
sound-symbols,”?” the Wakean passage under discussion also clearly
relies on other systems of phonetic notation. Joyce certainly knew
from sight at least parts of the notation of the International Phonetic
Association (IPA), since this was the one used in Otto Jespersen’s
Language: Its Nature, Development, and Origin (1922), a book
Joyce read roughly at the same time, in the late summer of 1923.%8
Approvingly mentioned by Vizetelly as well, the IPA alphabet endeav-
oured to reduce the use of diacritics by introducing separate symbols
for the most important sound values.

A system more heavily relying on diacritics is used by, among
other contemporary books,* A. Meillet and Marcel Cohen’s Les
Langues du Monde (1924), a work Joyce certainly knew and used in
1937.3° In fact, Joyce’s use of diacritics in the 1925 addition bears a

1865).

26. Both of these clearly “Germanised” forms first occur in the proofs of
the July 1925 number of The Criterion (see The James Joyce Archive, vol. 46,
pp. 427-8).

27. Vizetelly, p. 286.

28. For Joyce’s reading and use of works by Otto Jespersen, see Erika
Rosiers and Wim Van Mierlo, “Neutral Auxiliaries and Universal Idioms: Otto
Jespersen in Work in Progress,” in James Joyce: The Study of Languages, New
Comparative Poetics 6, ed. Dirk Van Hulle (Bruxelles, etc.: PIE Lang, 2002),
55-70, esp. pp. 56-8.]Joyce may in fact have taken the symbol A (in “by A fork”)
from the IPA alphabet: Otto Jespersen’s Language: Its Nature, Development
and Origin (London: George Allen and Unwin Ltd., 1922) uses a sans serif ver-
sion of the IPA symbol [a] and gives its value as that of the vowel in the English
word cut (p. 16).

29. A. Meillet’s earlier Introduction d I'étude comparative des langues indo-
européennes (1903) and his onetime professor Ferdinand de Saussure’s Cours
de linguistique générale (1916) both use a system of transcription similar
to that of Les langues du monde; both use, for instance, the § symbol for the
English sound commonly spelled as sh.

30. A. Meillet and Marcel Cohen, eds, Les langues du monde (Paris: Libraire
Ancienne Eduard Champion, 1924). Vincent Deane gave a detailed descrip-
tion of Joyce’s notes on Meillet and Cohen’s book in “Les langues du monde
in VI. B. 45,” A Finnegans Wake Circular 3.4 (1988) 61-74, remarking that
all materials from it that were used by Joyce appeared on a set of Finnegans
Wake galleys dated 12 March 1937, but received by Harriet Shaw Weaver 16
May 1938 (p. 62). As only a few of these notes (as transcribed by Deane) and
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remarkable similarity to this book. In particular, besides the conven-
tional use of the macron for long vowels and the breve for short ones,
this book employs the spiritus asper for aspiration (cf. Joyce’s ad and
o0les), small capitals for devoiced consonants (cf. Joyce’s Brofésor),
the s with caron for the sound corresponding to the English sh in
ship (as in Joyce’s proféssionally), the n with tilde for the palatalised
sound corresponding to the French gn (cf. Joyce’s gratuitous plafie),
the acute accent for primary, the grave accent for secondary stress (cf.
Joyce’s loosely inverted use in proféssionally and é’s), the underdot
for a particularly “closed” articulation (“fermeture,” cf. Joyce’s gratui-
tous su ’ 'rfag’e’), the o with umlaut for a reduced schwa-like vowel
(“e muet” as in the French “prenez,” cf. Joyce’s notion), the a with a
ring (&) for a “vowel between a and o” (cf. Joyce’s divergent use in
iSpace).*!

To recover with certainty the exact sources of Joyce’s use of dia-
critics in the 1925 addition to the “mamafesta” chapter may not be
possible, butitis also not quite necessary. What seems more important
is that Joyce appears to have been aware of several systems of phonetic
notation, and made a point of incorporating the phenomenon in his
Work in Progress. As the question of internationally applicable pho-
netic notations was very much of a current issue, which drew plenty
of commentary in the kinds of linguistic works that Joyce also seems
to have explored in the early 1920s, it is most likely that Joyce was to
some extent familiar with the various discourses and arguments de-
tailing the aims and best forms of these notations. Essentials of English
Speech and Literature would have told him of the uses of the American
“National Education Association Alphabet” that Vizetelly advocated,
which included, in addition to the codification of a good American pro-

virtually none of their Wakean forms (in L.v, L.vi and L.vii) display the diacritics
of Meillet and Cohen, it would seem that by this time Joyce’s interest in this
feature had faded. In view of the use of diacritics in the passage added to L.v.
in 1925, it is not unlikely, however, that Joyce had known and explored this
book already in 1924 or 1925 from a different perspective. This would not be
alien to Joyce’s habits: as Erika Rosiers and Wim Van Mierlo establish, Joyce
read and used Otto Jespersen’s works at several times over a period of about
15 years; see “Neutral Auxiliaries and Universal Idioms.”

31. Meillet and Cohen, Les langues du monde, pp. X1-XI11. Joyce’s use of the
ringed a instead of an a may in fact be motivated. Being familiar with Ibsen’s
language, Joyce probably knew that a was a rather recent addition to “Dano-
Norwegian” to mark a sound earlier traditionally spelled with a double aa and
going back to a long [a:] sound, thus being in fact a historic alternative to the
a notation.
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nunciation, the correction of non-standard pronunciation, the teach-
ing of reading to children, and a possible facilitation of spelling reform.
More internationally oriented systems like the International Phonetic
Alphabet would also mention the teaching of foreign languages, “the
recording of languages hitherto unwritten,” the facilitation of linguistic
research - and, with a gesture also shared by several other linguistic
projects of the pre-World War [ years and the interwar era - “the ad-
vancement of peace between nations.”* This last goal, although then
clearly not achieved, was by no means unique: the possibility of creat-
ing an alphabet capable of being used by all nations for all languages
- and thus facilitating international communication - was also very
much part of the phonetic discourse of the age and was explicitly men-
tioned in, for instance, Ferdinand de Saussure’s epochal Cours de lin-
guistique générale (1916).3

In the passage Joyce intended to add to the “mamafesta” text in
1925, he is making use, however playfully, of systems of phonetic no-
tation used internationally and in English and American dictionaries,
which in turn clearly drew on the diacritics used for various languages
and by various nations. In effect, Joyce seems here to be adding a multi-
or rather international system of diacritics to what was becoming the

32. Paul Passy and Daniel Jones, eds, Principles of the International Phonetic
Association (supplement to the Maitre Phonétique, Sept-Oct. 1912), pp. 2-4;
the “tendency” of the activity of the Association to advance peace is men-
tioned on p. 4. The Statutes of the International Phonetic Association (1995)
still mention this: “The Association considers that in pursuing its aim it makes
a contribution to friendly relations between peoples of different countries,”
accessed 1 October 2012 <http://www.langsci.ucl.ac.uk/ipa/statutes.html>.
The advancement of peace was also a more or less explicit goal of the many
international auxiliary languages that were proposed between the late nine-
teenth century and the late 1930s (Volapiik, Esperanto, Idiom Neutral, Ido,
Novial, Basic English), many of which made it into Finnegans Wake (cf. e.g. FW
116.26,116.31,117.13-4).

33. The Maitre Phonétique, the “official organ” of the International Phonetic
Association, printed all its contents (only excepting proper names and num-
bers) using the phonetic alphabet as if to illustrate its practical potential for
the writing of various languages. (Copies of the January and February 1896
number, scanned by Google Books, are available through the Open Library.)
Ferdinand de Saussure’s Course in General Linguistics (Cours de linguistique
générale, 1916) also testifies the prevalence of this question by explicitly stat-
ing it (“Is there a case for replacing conventional orthography by a phonetic
alphabet?”), and then listing a few counterarguments, one of them being the
confusingly large number of diacritics needed; see Ferdinand de Saussure,
Course in General Linguistics, trans. Roy Harris (London: Duckworth, 1983),
p- 33.
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increasingly multi- or international language - or “anythongue athall”
(FW 117.15-16) - of the Wake.?* By employing these diacritics, how-
ever, Joyce also evokes various discourses surrounding the notation of
pronunciation. Some of these, like those concerned with the potential
confusion caused by too many diacritics (as was the case with Vizetelly
and Saussure) and those trying to advance the cause of mutual un-
derstanding and peace between the nations (as was the case with the
IPA), clearly resonate with the fundamental Wakean motifs of Babelic
confusion and brotherly war.

The further career of the diacritic complexity in Joyce’s 1925
manuscript addition suggests, however, that (pace Vizetelly) fewer
diacritics are not necessarily better than more. Joyce’s breves (or pos-
sibly rough aspirations) were quickly misinterpreted as grave accents
by the typist (who also overlooked the cedilla in introduce). In turn,
the smooth aspirations that were added very legibly to the typescripts
were printed in the proofs of The Criterion either as a breve (ad) or
as an acute accent (6les).*® Thus, the most “realistic” facets of Joyce’s
quasi-phonetic notation were blurred, and the original rhythm of ac-
cents (as in Gpon a plafie) was reduced to a meaningless uniformity
(upon a plafie). However, although the printers of The Criterion could
apparently not cope with the underdots and the slashed g, they could
still manage the ties and overbars, so that the final text still displays
more than 30 diacritics and manages to create some semblance of
phonetic notation.3¢

Two years later, the galley proof of the same passage for its re-
printing in another influential modernist periodical called transition
(no. 5, August 1927) omits all macrons, the ring above the a, the tilde
above the n, all markings above notion, and half a dozen grave accents.
It also turns the acute accent of the typescripts into a grave one above

4P Y |

theainsu’’ fa¢’e’, so that what remains appears phonetically even less

34. While Joyce’s early explications of Wakean passages tended to involve
languages historically connected with the Dublin setting of the book (Irish,
Latin, Danish and English), a letter dated 27 January 1925 also gives Greek,
German, Japanese and Italian as sources for “words expressing nightmares”;
see Selected Letters, p. 306. A passage in book III, chapter iv (now FW 565.25-
8) contained a few Esperanto sentences as early as October-November 1925,
according to David Hayman (pp. 255, 324). By August 1928, Joyce could say
that he used 29 languages and language variants for a particular passage; see
Selected Letters, p. 333.

35. The James Joyce Archive, vol. 46, pp. 393, 398, 415.

36. The James Joyce Archive, vol. 46, pp. 427-8.
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motivated: upon a plane su’’ fag’e’.?” Although Joyce seems to have
made a point of saving the grave accent (indicating the main stress) of
professionally from corrupting into an acute one, the galley proofs
of the 1939 first edition of Finnegans Wake, dating from 1937-1938,
complete a long process of diacritic erosion by dropping the phonetic
tie from théy and the overbar from punct, thus effacing further crucial
markers of Joyce’s original intention.®® In consequence, page 124 of
most editions of Finnegans Wake has diacritics that display much less
“method” and much more “madness” than Joyce originally intended,
and the passage seems to culminate in a thorough diacritical “confu-
sioning of human races” (FW 35.5), in which most of the implications
of the original manuscript version appear totally lost.

Why Joyce allowed this “corruption” to happen is a relevant ques-
tion.*® One probable factor is the fact that at the time when the passage
first went into print, the writer had severe eye problems resulting in
repeated operations and other treatments, and was often obliged to
rely on the help of friends and family as he tried to correct the type-
scripts and proofs.* Another factor may be that he was very anxious to
see his new work in print and felt that he did not have much time or in-

37. The James Joyce Archive, vol. 46, pp. 438.

38. The James Joyce Archive, vol. 49, pp. 167. For the dating, see The James
Joyce Archive, vol. 49, p. 1.

39. Wim van Mierlo discusses possible reasons of Joyce’s apparently incon-
sistent attitude to the accents in another phrase (in FW 4.2-3); see “Editing
the Wake,” review of Finnegans Wake, ed. Danis Rose and John O’Hanlon,
James Joyce Literary Supplement 25.2 (Fall 2011) 6-9.

40. When Joyce worked on the revision of this piece between late February
and late March 1925, he could most of the time not write normally or read
print - let alone, one would think, diacritics; see Letters, vol. 3, pp. 114-7.
When the typescript came back from typist Lily Bollach in early April 1925,
there were plenty of major corrections needed. Some problems may easily
have been overlooked in the rush, especially diacritics, which Joyce may not
have seen at all: “The piece for the Criterion nearly drove me crazy. It came
back from the typist (to whom I was too blind to explain its labyrinths) in a
dreadful muddle. Yesterday with 3 magnifying glasses and the help of my son
we chopped it up and today Mr Morel will come and sew it up on his sewing
machine [typewriter]. | want to send it off before I go to the clinic” (Letter to
Harriet Shaw Weaver, “written in black pencil in large letters,” 11 April 1925,
Letters, vol. 3, p. 119). In late April, Joyce also tried to correct the proofs of
another section (FW 30-34) he was to publish in Robert McAlmon’s Contact
Collection of Contemporary Writers (Paris, 1925), but his eyesight made this
temporarily impossible; see The Letters of James Joyce, ed. Stuart Gilbert, vol.
1 (New York: Viking Press, 1957; reissued with corrections 1966), p. 227;
Letters, vol. 3, p. 119. When correcting the proofs of The Criterion, Joyce made
no changes at all to the diacritics. The only correction he did make to the pas-
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deed chance to ask for too many corrections. A further likely reason is
that the printers of The Criterion, transition and Faber and Faber - just
like the printer of the first edition of Ulysses - probably experienced
genuine typographic limitations in trying to provide type combina-
tions with the often arcane diacritics required by Joyce’s text, how-
ever corrupted.” Finally, by the time of preparing the 1939 Faber and
Faber book edition, Joyce’s interest may well have turned away from
diacritics in general, and he may have lost the eagerness with which
he had explored distinctive national diacritics in his late 1921 addi-
tions to Ulysses, intercepted the gender-sensitive accents in the 1924
French “Penelope,” and added international diacritics to the Wakean
“mamafesta” in 1925.4

Why read Joyce, then? My brief exploration of a few lines of
Finnegans Wake is meant to suggest that with Joyce, asking simple
questions about seemingly insignificant textual elements like diacrit-
ics canlead - here through a brief assessment of their potential sources
- to cultural and political discourses that are relevant, I believe, to a
better understanding of both Joyce’s own extraordinary multilingual-
multicultural project and the entire interwar era. If Joyce’s compre-
hensive oeuvre is not a speculum mundi pretending to provide a more
or less straightforward mirror image of the world, it is not unlike the
fertile and fascinating rubbish heaps of the Wake, in which small bits of
broken glass and split china (or “bi tso fb rok engl a ssan dspl itch ina”)
provide us, if we are willing to engage in the quest, with enigmatic but
revealing clues to a surprisingly large proportion of what has since
been summed up as “life, the universe and everything.”*

sage was to replace the initial letter of ProféSor with a B (written in large let-
ters in pencil); see The James Joyce Archive, vol. 46, pp. 427-8.

41. Although the Dijon master printer Maurice Darantiere took great
pains to set and correct the text according to Joyce’s instructions, his first
Ulysses (1922) - and many subsequent editions - omitted Joyce’s macrons in
the mock-Sanskrit words “talafana, alavatar, hatakalda, wataklasat” as well
as his carons in the mock-Czech “Prhklstr”; see the facsimile of the first edi-
tion (Paris: Shakespeare and Company, 1922) in the World'’s Classics series
(Oxford: Oxford University Press, 1993), pp. 289, 294, and the proofs in The
James Joyce Archive, vol. 25, pp. 54, 65,81, 97, 102. The Gabler edition restores
all of these diacritics (U 12.353-4, 12.565).

42. I provide a fuller exploration of Joyce’s uses of diacritics in a forthcom-
ing essay entitled “Diacritic Aspirations and Servile Letters,” which also in-
cludes much of the textual argumentation concerning page 124 of Finnegans
Wake that [ present here.

43. Cf. the “Answer to the Ultimate Question of Life, The Universe, and
Everything,” in Douglas Adams’s The Hitchhiker’s Guide to the Galaxy (1979).
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And if this interpretative quest must necessarily rely on one’s
being able to pick up, like the humble hen of the Wake, what seems
inconspicuous and insignificant, and use intuition, research and ar-
gumentation to try to explore some of its meaning, there are in my
experience few scholars who can demonstrate this fine art in a more
convincing and inspiring way than the first professor with whom I un-
derstood why it is worth reading Joyce again and again. His name is
Ferenc Takacs, and with this essay I thank him.**

44. Ferenc Takacs’s Joycean writings also display that mixture of lib-
erated irreverence and dedicated scholarship that makes the company of
Joyce scholars often unusually gratifying; see, for instance, his “Az ironi-
kus kegyhely: A James Joyce Mizeum Dublinban” [The Ironic Shrine: The
Dublin James Joyce Museum], in Tények és legenddk - tdrgyak és ereklyék, ed.
Kalla Zsuzsa (Budapest: Pet6fi Irodalmi Mtzeum, 1994), 187-196; “Mise és
karneval: a Joyce-kultusz ritusai” [Mass and Carnival: Rituals of the Joyce Cult],
Irodalomtérténeti Kozlemények, 94.3 (1990) 387-399; “Mark-Up and Sale:
The Joyce Cult in Overdrive”, in Focus: Papers in English Literary and Cultural
Studies: Special Issue on James Joyce (Pécs: University of Pécs, 2002), 108-117.
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Erika Mihdlycsa
“Too full for words”

On transluding Joyce’s “impure,
dark languages” into Hungarian'

Translation brings the news of things, not the things themselves, as
an avid Joyce reader, novelist Péter Esterhazy, stated in his opening
lecture at the 2006 International Joyce Symposium in Budapest.? The
news of Ulysses was brought for the third time into Hungarian with
the launching, on Bloomsday 2012 in Szombathely, of a new version
of the book, the work of Joycean scholars Marianna Gula, Andras
Kappanyos, David Szollath and Gabor Zoltan Kiss. This third news of
Ulysses comes into the language in the wake of the first, 1947 trans-
lation by Endre Gaspar and of the “canonical” 1974 text by novelist
Miklés Szentkuthy which, through its disseminative language poetics,
Gargantuan humour and celebration of language games, seems to have
actualized the reading experience of Work-in-Progress in approaching
the previous work.? Szentkuthy’s stylistically daring translation has

1. All parenthesized references (U) are to the synoptic edition: James
Joyce, Ulysses, ed. Hans Walter Gabler, Wolfhard Steppe and Claus Melchior, af-
terword Michael Groden (New York: Vintage, 1986), 14.1509. Parenthesized
references to Finnegans Wake (FW) are to the following edition: James Joyce,
Finnegans Wake, ed. Robbert-Jan Henkes, Erik Bindervoet and Finn Fordham,
intr. Finn Fordham (Oxford: Oxford University Press, 2012).

2. Yes, trans. Ferenc Takacs. Opening lecture read on June 11, 2006, at the
20th International James Joyce Symposium, Budapest.

3. All references to the texts will be to the following editions: James Joyce,
Ulysses, trans. Miklos Szentkuthy, ed. and rev. Tibor Bartos, afterword Mihaly
Siikésd (Budapest: Eurépa, 1974) (referred to as “Sze.”); James Joyce, Ulysses,
trans. and rev. (based on the translation of Mikloés Szentkuthy) Marianna
Gula, Andras Kappanyos, Gabor Kiss and David Szollath (Budapest: Eurépa,
2012) (referred to as “Corr”); in the case of Szentkuthy’s translation I will
refer to the 1974 text, rather than to the 1986 revised edition, re-edited by
Tibor Bartos. For a discussion of Szentkuthy’s translation, see Péter Egri,
“Szentkuthy Miklds Ulysses-forditasarol” [On Miklés Szentkuthy’s transla-
tion of Ulysses], Nagyvildg 2 (1974) 433-437; Andras Kappanyos, “Ulysses, a
nyughatatlan” [Ulysses the restless], Atvdltozdsok 10 (1997) 44-53,and “Joyce
mint klasszikus auktor és mint magyar invencié” [Joyce: classic author and
Hungarian invention], Alféld 9 (2010) 52-59; David Szollath, “Leletmentés:
Valogatott szentkuthyzmusok az Ulysses szovegében” [Archiving the finds: se-
lected Szentkuthysms in Ulysses], Alféld 9 (2010) 64-74. For a discussion of
the new, “Corrected” version, see Kappanyos, “Fragments of a Report: Ulysses
Translation in Progress,” James Joyce Quarterly 47.4 (2010) 553-566.
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contributed to the language poetics of the Hungarian “prose turn” of
the 1970s-80s to a degree probably unparalleled by any other trans-
lation text, placing the new translation in the delicate position of hav-
ing to take a stance vis-a-vis this cultic text and its fundamental role
in Joyce’s Hungarian reception. The objectives of the translator team,
who used Szentkuthy’s text as a point of departure for their partial re-
translation and thorough re-editing of Joyce’s work, include correcting
Szentkuthy’s obvious mistakes and lapses, paring down his intrusive
linguistic concoctions, restoring the vital network of the novel’s struc-
tural allusions and intratextual echoes, and maximizing the Hungarian
reader’s opportunity to read with the creative cooperation that Joyce’s
text invites. As Marianna Gula, member of the translator team writes,
the global method employed in the new text could be described as

a transference of functions and effects. This means that we try to
re-channel semantic, semiotic, stylistic and so forth potentials: if
language as co-author must recede in the Hungarian translation
at numerous textual loci where it performs an awful lot of work
in the original, then we make it perform more intensely in places
where it is less epiphanic there.*

In the following, [ will try to test and compare the strategies and degrees
to which the two translations elicit such cooperative reading and make
those two ends - functions and effects - meet, by approaching the two
texts from a deliberately marginal perspective: their co-opting of lin-
guistic chance and coincidence (homophony, homography, paronymy)
and, broadly speaking, of the Joycean poetics of “miswriting,” most thor-
oughly anatomized by Tim Conley.® In addition, I will also try to assess
the degrees to which the two translation texts defamiliarize the language
of narrative and force the Hungarian reader to a reconceptualization of
language, emulating the micro and macro economy of the Joycean text.
My examples are taken from the ending of “Oxen of the Sun,”
which, without the advantage of Gifford’s notes and recent textual
criticism, must indeed have seemed “one giant fairy-tale-like pun”

4, Marianna Gula, “Lost a Bob but Found a Tanner: From a Translator’s
Workshop,” Scientia Traductionis 8 (2010) 122-133, p. 123, last accessed 14
November 2011 <http://www.periodicos.ufsc.br/index.php/scientia/arti-
cle/view/17629/18129>.

5. Chance and linguistic coincidence are subsumed into the performative
errors that “spell out the friction between (authorial) intentionality and effect
at its most volatile,” see Tim Conley, Joyces Mistakes: Problems of Intention,
Irony, and Interpretation (Toronto - Buffalo - London: University of Toronto
Press, 2003), pp- 5-6.

160



with its carnival of dialects and pidgins, egregious gaps and portman-
teaud semantic obscurities.® Joyce himself described the “Oxen” Coda
as a “frightful jumble of Pidgin English, nigger English, Cockney, Irish,
Bowery slang and broken doggerel,”” and of all episodes of Ulysses this
fits best Mexican author Carlos Fuentes’s words on Joyce’s revenge on
English:

That James Joyce is indeed a black Irishman, wreaking a venge-
ance, even wilder than the IRA’s, on the English language from
within, invading the territory of its sanitary ego-presumptions
with a flow of impure, dark languages flowing from the damned-
up sources of collective speech, savagely drowning the ego of the
traditional speaker and depositing the property of words in eve-
rybody, in the total human community of those who speak and
have spoken and shall speak.?

The Coda cuts out the onerous task for translators of recreating, in the
target language (TL), the multiplicity of variants, regional dialects and
substandards within the standard or “major” language - already well-
nigh impossible in Hungarian, which lacks historical dialects, having
merely regional variants and accents. As if the transmogrification of
“polylogical” dialects and idiolects were not enough, linguistic lapse,
coincidence, homophony, homography and polysemy are exploited in
this “most farraginous chronicle” (U 14.1412) to grow into “miswrit-
ings” of pre-existing texts. For instance, in a passage laden with ob-
scenities, formulae of a stereotypical love poem are fused with a mu-
sic-hall song and disfigured, to yield the line, “Your starving eyes and
allbeplastered neck you stole my heart, O gluepot.” (U 14.1479).

The aural distortion of starry eyes allows for an unsettling associa-
tion to the Great Hunger, only at half a century’s remove from the novel’s
narrative present; the formula of endearment hides, as Gifford informs,’
low slang for seminal odour. The line plays on the possibilities of grafting

6. Szentkuthy describes Ulysses and its first Hungarian translation in an
early, 1947 article in such terms as “sound-perversion” and “word-promis-
cuity,” calling it even “one gigantic, fairy-tale-like pun,” see Marta Goldmann,
James Joyce kritikai fogadtatdsa Magyarorszdgon [James Joyce’s Reception in
Hungary] (Budapest: Akadémiai Kiadg, 2005), p. 48.

7. James Joyce to Frank Budgen, 20 March 1920, in Letters of James Joyce,
ed. Stuart Gilbert, vol. 1 (New York: Viking Press, 1966), p. 140.

8. Carlos Fuentes’s speech at the 1974 annual PEN dinner: “Central and
Eccentric Writing,” in American Review 21 (Bantam Books, 1975) 84-104, p. 94.

9. Don Gifford and Robert]. Seidman, Ulysses Annotated. Notes for James Joyce’s
Ulysses, revised and expanded edition (Berkeley: U. of California P, 1989), p. 443.

161



indecorous semantic associations onto stereotypically elevated phras-
ing, and already shows at work the self-generating lateral growth of lan-
guage that came into its own with the Finnegans Wake portmanteaux.
Interestingly enough, Szentkuthy glossed over this striking language ef-
fect in his Kocsonyds szemed és flastromos nyakad ellopta a szivemet, 6,
egyetlen Enyvezdm! [Your jellified eye and plastered neck stole my heart,
O my one-and-only Gluer! (Sze. 528)]. While the unorthodox epithets
certainly suggest mock-Petrarchan sentiment, and the glue-y form of
address creates hazy associations to (possibly seminal) discharge, the
effect of vulgar double entendre at work in the English phrase is missing.
[t was the turn of the “Corrected” version to restore the double-coding:
the phrase Szikldzé szemed és babaldstrom nyakad ellopta a szivemet,
0 trutyiszag [Your rock-ing eyes and baba-laster neck stole my heart, o
yucky-smell. (Corr. 405)] harnesses plausible love-song phrasing, where
the “norm” would have been szikrdzo szemed ... alabdstrom nyakad ... tu-
bica [(your) sparkling eyes, alabaster neck ... turtle-dove]. The render-
ing of “gluepot,” playing on tubica [turtle-dove], a folksy Hungarian term
of endearment, successfully emulates the linguistic metamorphosis in
the original, the chosen term adding a touch of (humorous) slang - tru-
tyi being the diminutive of trutymd, with a broad semantic range (that
covers ‘crap/yuck/scuzz’ and, potentially, ‘gissom’).

Casting a cursory look at the Coda in the two translation versions,
one may notice a series of systematic differences. Where the original
weaves an “alcoherent” (FIW 40.5) polyphonic texture of slangs, pidgins
and dialects ranging from Black to Hiberno-English, Szentkuthy tends to
cover up the original with something that might contextually fade into
the background of his translation - off-the-cuff solutions that are invar-
iably ostentatious language games, flamboyant rhetorical contrivances
replete with (recondite) cultural allusions. His attempt to recreate the
kaleidoscopic textuality of the Coda rests on four main strategies: 1)
the studding of the text with extra language games and portmanteaux
that are multilingual as often as monolingual; 2) the insertion of liter-
ary and cultural allusions (often not supported by the original, some to
TL culture/literature); 3) augmenting linguistic humour through slid-
ing signification, (vulgar) double entendre; and finally, 4) a tendency to
proliferate tropes and enhance rhetoric.

In contradistinction, the “Corrected” text clarifies and even
explicitates, pares down language effects, rectifies textual loci perverted
by Szentkuthy, resorting as a rule to nonspecific uneducated forms with
an occasional touch of German-Yiddish accents or loan-words from the

162



Gypsy language. Only emphatic language effects in the original are ren-
dered in portmanteau form.

A comment on the forced abstinence of Bantam Lyons, who was
shorn of money (in Cockney slang, “been to the barber’s”'?) - “Bantam,
two days teetee. Bowsing nowt but claretwine... And been to barber
he have” (U 14.1508) - is supplanted, in Szentkuthy’s Hungarian, by
the concoctions ... mdszjé szér Bantam, két napig anti anti horkolista.
Abasztinens virésborra... Pedig borotkoztam a sérbélyndl [musieu sir
(phonet. ‘hair’) Bantam, for two days anti anti snore-ist. Arstinent to red
wine... But I've had a shaving (+wine) at the beerber. (Sze. 529)], where
alcoholism is jocosely stuttered to slip in (post-libation) snoring [horkol-
ni], abstinence gets an extra stammering syllable, which inscribes the
Hungarian four-letter verb for copulation [basz-ni], while the words
borotvdlkoz-ni [get a shaving] and borbély [barber] are artfully botched
up to associate dipsomania, their first syllables playing on the alterna-
tion of bor [wine] and sér [beer]. The hiccupping staccato of slangy, un-
grammatical comments gets bamboozeled with extra layers of bawdry;
this carnivalized translation raises the question of the fruitful illusion
of translatability - what should a translator be faithful to, the signifier
or the signified. Szentkuthy seems to have consistently opted for the
former; playing on Martha Clifford’s lapsing letter, it is indeed seductive
to affirm that he favours the word to the world, at only a letter’s remove
from the latter.! The “Corrected” version supplies instead an unprob-
lematic, if slightly substandard flow (mainly signalled through phonetic
- thus, slightly anomalous - spelling), corrects the semantic lapses of
the previous version, throwing out rhythm and ungrammaticality with
the bathwater of lateral growth: Bantam két napig szinjézan vét. Most se
pidl semmitse, csak borddit... Es borbélyhoz is elment [Bantam was dead
sober for two days. Even now he takes no booze but Bordeaux... Went
even to the barber]. Curiously enough, the general tendency to explici-
tate did not touch the last sentence: instead of some domestic idiom for
“chronic impecuniosity” (U 16.221) that would explain Bantam'’s absti-
nence, we find here a bland rendering of the barberous English phrase
that fails to fulfil the semantic function of the original; the Hungarian
reader is left in the dark as to the connection between non-drinking
and paying a visit to the barber. Szentkuthy’s multi-layer solution, on
the other hand, in celebrating the lateral growth of language, playfully

10. Gifford, p. 445.
11. See the typo in Martha Clifford’s letter: “I called you naughty boy be-

cause I do not like that other world. Please tell me what is the real meaning of
that word?” (U 5.245, my emphases).
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invites booze as a translation side-effect and weaves a semantic net-
work that largely overlaps with that of the original.

In translation, structural, allusive and rhizomatic connections,
networks depend on a series of contextual negotiations. The informa-
tion that one of the speakers lost money as a result of betting the Gold
Cup tip offered by a certain Stephen Hand - a real-life figure who alleg-
edly paid a telegramboy to slip him the private racing telegram he was
carrying, opened it, bet the horse in question and lost his money'? - is
certainly not easy to retrieve by a native speaker from the passage,

The ruffin cly the nab of Stephen Hand as give me the jady cop-
paleen. He strike a telegramboy paddock wire big bug Bass to
the depot. Shove him a joey and grahamise. (U 14.1514)

As Gifford informs us,*3 the first phrase is a direct borrowing from “The
Beggar’s Curse” from Richard Head’s The Canting Academy (1673) and
is seventeenth-century slang for “the devil take the head of”; the “cop-
paleen” (diminutive, Gaelic) stands for horse; “joey” is mid-nineteenth
century slang for a fourpenny coin, while “grahamise” — meaning,
opening letters secretly - springs from the name of English politician
Sir James Graham (1792-1861), who achieved fame by procuring a
warrant to open the letters of [talian revolutionary Giuseppe Mazzini,
who sought political asylum in England, communicated the contents
to Austrian officials and thereby enraged public opinion. The three
sentences defamiliarize the English language both diachronically and
synchronically; a translation text obviously has to weigh contextual
intelligibility against possible alternatives of defamiliarizing the TL.
Szentkuthy’s version retrieves most of the elements of the narrative
sequence which he explicitates in contemporary colloquial Hungarian
- with the only lapse that Stephen Hand becomes easily confused with
Stephen Dedalus, the novel’s Stephen:

Hogy a husat mérnék ki alémészarszékbe ennek a Stephennek! A
rossz hordar nekem ad tippeket arrél a gereblyecsontd gebérdl.
Osszeakad egy siirgonykihordéval az istallé tovében, s elszedi
t6le annak a szemétlada Bassnak a taviratat. Odakop neki valami
pekunialt és megftjja a taviratot. (Sze. 529)

12. Answering the questions related to the “Oxen” Coda of German trans-
lator Georg Goyert, Joyce explains the anecdote that he allegedly took from

real life, see Alan M. Cohn, “Joyce’s Notes on the End of ‘Oxen of the Sun’’
James Joyce Quarterly 3 (Spring 1967) 194-201, p. 194.

13. Gifford, p. 445.
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While his solution offers neither historical nor dialectal variations
within “Standard” Hungarian, his tendency to court propinquity and
excesses of language can be seen in the alliterative syntagm gereblye-
csontt gebe [rake-boned jade] and the rhetorically up-graded oath,
‘May the meat of this Stephen be sold in the horse butcher’s shop.
More interesting is his solution in the last sentence: while the verb
grahamise is obviously beyond translators’ reach, Szentkuthy attempts
to compensate this loss with a portmanteau: odakép neki valami peku-
nidlt [spit him a bit of pecunia + nydl: saliva] where the Latin for money
hides, in the attributive suffix, the pronunciation of the Hungarian nydl
[saliva], in line with the verbs chosen [oda-kép: spits, meg-fiijja: blows
- i.e,, steals - the telegram]. The “Corrected” version,

Hogy a ragya verje ki a képit ennek a Stephen Handnek, hogy
ilyen agroélszakadt gebét passzolt nekem. Elkap egy siirgonyki-
hordét a kifuté mellett, és elszedi t6le annak a szemétlada
Bassnak a taviratat. Odadob egy Kkis jattot, és g6z folott kinyitja.
(Corr. 405-6)

explicitates narrative information - including the name Stephen Hand
- with no attempt at defamiliarization. The last sentence amply illus-
trates the differences between the two translations’ objectives: while
Szentkuthy resorted to arcane cultural and linguistic concoctions
which the Hungarian reader has to unpack in order to retrieve the
message, the new text slips in a slang word for tip, jatt, and explains
the obscure grahamise as opening a telegram by steaming it. What
the English reader has to make serious efforts to back-translate is ex-
plained (away) to the Hungarian reader.

Among its many untranslatabilities, the “Oxen” Coda sports an
impressive range of dialects, pidgins and minor languages, with long-
standing historical and literary traditions within Standard English.
Translation texts have to somehow signal their difference and devia-
tion from the “major,” standard language and in so doing, foreignize
and minorize the TL to an extent comparable to the work the original
performed on the source language (SL). In a passage sprinkled with
Scots and paraphrases of Burns, we find the sentence “Lang may your
lum reek and your kailpot boil” (appr, long may your chimney smoke
and your soup-pot boil, U 14.1490). In Szentkuthy’s version all that
suggests the presence of Scots in the passage is the formula Skdcia
gyongye [‘pearl of Scotland’ for “Hielentman” (U 14.1490), distortion
of Robert Burns’s “Highlandman”]. The Hungarian sentence bypasses
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the issue of dialect and roams; instead, the distant meridians and
soup-pots of two continents: Abu Hosszan fiijjad a nargiléd és a léked
télteléket taldljon a kdposztdban [Abu Hassan/long may you smoke
your nargileh and your leak may find its stuffing in the cabbage (Sze.
528)] fashions, as a gratuitous language effect, the Arab name Abu
Hassan out of the formulaic wish hosszan... [long may]; this outlandish
character is endowed with the attribute of a waterpipe and, to go with
it, a singsong that seems to paraphrase the wish, may you never starve:
‘may your mouth be never without a filling of cabbages.’ Curiously, the
dish the formula brings into play, téltottkdposzta [stuffed cabbage], is
a stereotypical Transylvanian (Hungarian) dish, whose lineage - if not
its exact contents - can be traced back over the Balkans to the kail-
pots of Turkey and Arabia; one of the historical dialects of English is
stewed in an act of fusion cuisine, liberally mixing the ingredients of
Araby with those of Transylvania, the TL culture’s domestic “minor.” As
against this arbitrary, Babelized concoction, the “Corrected” text car-
ries over the meaning of the original without significant loss, coated in
a thick accent reminiscent of Gypsy Hungarian - a minor(ity) version
of the language which stands, in the “Corrected” Oxen, for most of the
English dialects: Sokd pondéréggyék kiminyed fiistye s forrjon leves a
fazokadba! [Long may the smoke of your chimney curl and soup boil in
your pot (Corr. 405)].

In another example of dialect use, the case is recounted when
Bloom went to hospital to be nursed, after being stung by a bee. The
phrase is rendered in a grotesquely thick accent, a variety of Black
English:

Got bet be a boomblebee whenever he wus settin sleepin in hes
bit garten. (U 14.1472)

While the phonetic distortion of bumblebee is explained by the spe-
cificity of the accent coupled with deficient articulation caused by
drunkenness, it creates a line of flight to the insect’s boom-ing sound
and also, possibly, to a future misrepresentation of the protagonist’s
name, “L. Boom,” in the newspaper obituary in “Eumaeus” (U 16.1260).
Szentkuthy’s translation, rather than inventing a non-standard linguis-
tic form to encode dialect, turns out a rhetorically overwrought phrase
with nonce compound adverbials, balancing register between the
malappropriately pretentious and humorously childish slang: Megcsipte
egy elvardzsolt I6dardzs midénhabdr ott tildégélt szunyizva, onds kerttu-
lajdondban [(He) got stung by a magic hornet whennonetheless he was
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sitting slumbering, in his selfish-owned garden-property (Sze. 527)]. In
contradistinction, the “Corrected” version - Megcsipte valami blidarazs
mikor épp lefekiitt véna a kertyébe [(He) got stung by some bloo+hornet
when he was about to lie down in his garden (Corr. 404)] - displays
an erroneous phonetic spelling, an approximation of a (dialectal) form
which allows for the shifting of vowels [6 for 4], doubled by what may,
by some sleight of hand, sound like a speaker with a severe flu, or a
severe case of drunkenness. The apparent phonetic accident suffered
by the Hungarian hornet, blii, does not offer any possibility of ono-
matopoeic reading, as does the English boom, but seems to reinforce
the textual connection to Bloom’s habit of reading himself into all signs
and signatures, the drunken students unwittingly reading Bloom’s mis-
nomer into the trite accident. The Hungarian reader is thus invited to
read in a disseminative manner - or, one might risk, trans-associatively
-, picking up added textual links, signals and opportunities, second-
ary in the original. This echo may well be one of the added language
effects, where the new translation text makes language perform more
intensely in places where it is less epiphanic in the original. The prob-
lem is that this solution lacks verisimilar linguistic (phonetic) slippage
that might account for its presence in a translation text which, on the
whole, rejects such practice and in this very passage discards dozens of
Szentkuthy’s solutions that favour language effects and events (seen as
secondary) to the signified (considered to be primary).'*

Not only does Joyce play practical jokes on innocent and scholarly
reader alike, packaging well-nigh irretrievable (mis)quotes in even
the most unbuttoned “broken doggerel,” but he further complicates
the work of deciphering by confounding the voices and inserting links
to other passages within the episode or elsewhere in the novel. As ge-
netic studies demonstrated, between the early summer of 1920, the
finishing of the initial fair copy of the episode and the emergence of
what would eventually be the published (1922) text, Joyce made sig-
nificant additions to the episode: his insertions - sometimes clipped
lines, phrases and even words - provide intratextual links, as well as

14. Andras Kappanyos, in “Fragments of a Report: Ulysses Translation in
Progress,” voices a downright ban on language effects and non-standard forms
in translation that cannot pass as unintentional errors but would be perceived
as forced. See his discussion of the possibilities of rendering the blatant te-
legraphist’s error in the famous “Nother dying come home father” (U 3.199)
(Kappanyos, p. 560), and the penultimate from the list of his “Translators’
Comandments”: (9) “If you cannot make an intentional error plausible (either
clearly motivated or structurally relevant), that is, if you cannot translate it as
intentional, you had better correct it silently” (Kappanyos, p. 565).
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augment the effect of simultaneity of the episode, of different speak-
ers interrupting each other. Such a late addition was the truncated
word “Atitudes!” that punctuates the rhythm of an American Civil War
marching song (Tramp, tramp, tramp, the boys are marching), which
shares its tune with God Save Ireland, and which here is given a comical
boozing touch: “British Beatitudes! ... March! Tramp, tramp, tramp, the
boys are (atitudes!) parching” (U 14.1453-8).

The truncated Atitudes echoes an earlier list of B-words in the
same passage, the “British Beatitudes”®; in the 1926 Shakespeare
and Company edition this became, by an unacknowledged printer’s
error, Attitudes, the correct form of the military command.'® Arguably
the most significant language effects to be carried over in translation
are the carnivalizing of the military march, and the clipping of the
“Beatitudes” to yield an intrusive word with hazily Brit-bashing mili-
tary/colonial associations. In Hungarian:

Britt bajak! ... Marcia! Marstél arschig tempora mutant. Ur.
Torkom tapld, aszok aszalva.

[From Mars/march to Arsch tempora mutantur+’Lord’. My throat
(is) (a) parchment, I am parched parching. (Sze. 527)]

A Brit boldogsagokat! ... Dulj! Trapp, trapp, trapp, a torkok (dog-
sdgok!) szarazak.

[March! Tramp, tramp, tramp, the throats are (dognesses!) dry.
(Corr. 404)]

Szentkuthy’s solution is a belle infidéle that weaves its own rhizomatic
network of allusions and (intra-)intertextual connections: it toys
with two “master languages” - the language of Rome, given here an
operatic bend, and German, the colonial “father-language,” which for
centuries in Hungarian history had been the coercive language of the
army. His rendering light-heartedly drops the (be)atitudes and so for-
sakes an important intratextual link, creating a seamless, univocal line.
Interestingly, in another truncated word a Gargantuan joke is made
at the expense of the military: by “decapitating” the classical deity of
war (in Hungarian, a homonym of the military command marsh) we

15. The Beatitudes are: “Beer, beef, business, bibles, bulldogs, battleships,
buggery and bishops” (U 14.1459).

16. On Joyce’s authorial changes and systematic additions to this pas-
sage, see James P. Sullivan, “Avant Texts and Polyglot Joyce: Expanding the

Polyphonic Chorus,” in Joyce Studies in Italy: Joyce and/in Translation, ed. Rosa
Maria Bollettieri Bosinelli and Ira Torresi (Roma: Bulzoni, 2007), 77-94, p. 91.
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get the unseemly German word for backside. The sentence highlights
the cultural, linguistic and register divide between the two words by
an offhand perusal of the classical adage tempora mutantur, tagging
Ur: ‘Lord, signalling at the same time a change of the musical beat and
tune, to underscore the sprightly marching rhythm. Moreover, the pun
on parching is supplanted with an alliterating cadence that carries
a faint echo of the first known poem in the Hungarian language, the
“Lament of the Virgin Mary” (“Omagyar Maria-siralom”), translated
from a Latin Planctus in the early thirteenth century - an arcane ex-
ample of what Gideon Toury terms the conversion of “textemes into
repertoremes,” the replacement of some (culturally coded) feature of
the original text with a feature available in the stock held by the target
language genre.'” His version thus juggles with a series of both domes-
tic and foreign literary and cultural allusions and transferences, and
eventually turns the blabber of the pie-eyed company into the verbal
sparkles of genuine university wits.

The “Corrected” text, clipping the military command In-dulj
[march], fortuitously yields the double-decker command dulj, suggest-
ing the imperative of the verb diil-ni [loot/pillage], so makes visible
the dark side of militarism. With its overlapping voices, it also short-
circuits the B(e)atitudes (“boldogsagok”) with bulldogs - one of the
“British Beatitudes”; accommodating the foreignness of the English
word (which may also suggest a playful back-translation, since kutya,
‘dog’ was a frequent offensive term in archaic Hungarian), it passes
a scathing comment on British rule. Missing altogether is, however,
the humorous punning on “parching”: while salvaging the military
march’s beat, the Hungarian phrase irons out the double-coding of the
sentence.

Based on these few examples, it is easy to see that the two
Hungarian Codas offer a very different experience to the Hungarian
reader. Where Joyce’s original exploits the whole range of Englishes
reaching, diachronically, from Middle English to contemporary and
synchronically, from India to the Caribbean, using as subtexts a wealth
of (mostly comic music-hall) songs and sprinkling the text with “fah-
roots of cullchaw” (FW 303.20) - the exotic fruits, far-faring roots and
contrapuntal farts, of his encyclopaedic erudition - Szentkuthy, to
whom many of the dialectal idiomatic turns and allusions to popular
culture remained obscure, copes by starting off his word-machine at
full gear. His version transmogrifies terms of classical erudition and

17. Gideon Toury, Descriptive Translation Studies and Beyond (Amsterdam -
Philadelphia: John Benjamins, 1995), p. 274.
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(mis)quotes with low colloquial Hungarian, smuggles in extra inter-
textual byplay, and as a rule adds in rhetorical flourish, augmenting the
passage’s Gargantuan humour. His baroque Coda offers the Hungarian
reader the Babelized “confusium” of indeed “the babbelers with their
thangas” (FW 15.12), where every semantic obscurity is transformed
into a linguistic, stylistic event - whether by ubiquitous (often mul-
tilingual) portmanteau-ing, alliteration, sliding signification, or aural
miswriting to court vulgar double entendre.'® The “Corrected” version
goes in the face of this word-ing strategy, and as a rule attempts to
clarify the passage; in place of Joyce’s variety of historical to contem-
porary slangs, dialects and broken “alcoherent” (FW 40.5) lingos, we
find mostly (updated) Hungarian slang, phonetic approximations of
drunken babbling and accents that suggest Gypsy Hungarian. By and
large, the Hungarian reader has to do far less back-translation than the
original’s audience. Excesses of language and the passage’s explosive
humour have been pared down, the occurrence of portmanteaux is
significantly lower than with Szentkuthy; where these occur, however,
they follow the original’s directions more closely. Where the first trans-
lation sins on the side of transluding,'® weaving its own kaleidoscopic
patterns of “miswriting” that significantly depart from the original
while favouring stylistic daring and experimentation with language(s)
to structural and contextual cohesion and congruence, the “Corrected”
text opts for narrative intelligibility but, in its attempt to emancipate
Joyce’s voice from the voiceover of Szentkuthy with which it has been
too long and too unproblematically equated, rather too often remains
oblivious to the Joycean elfish grin and the accompanying incentive to
“write dangerously” and “be prepared to founder.”?°

18. In a recent article I have addressed Szentkuthy’s assimilation of the
Ulysses text to his own idiosyncratic patterns of erudition and his flamboyant
word-ing strategies, to suggest at times a Wakean approach: Erika Mihalycsa,
“Horsey Women and Arse-temises: Wake-ing Ulysses in Translation,” in Why
Read Joyce in the 21st Century? Joyce Studies in Italy, vol. 13 (Roma: Q Editrice,
2012) 74-88.

19. As Fritz Senn writes, “translations are off the toptic, are less dynamic,
less Protean, less gushing, less self-righting, less looming, less weaving, less
misleading - also more misleading -, less synechdochal, less dislocutory, less
everything and - perhaps most bitterly - less transluding. They should be
admired, not trusted.” Fritz Senn, Joyce’s Dislocutions: Essays on Reading as
Translation, ed. John Paul Riquelme (Baltimore: Johns Hopkins University
Press, 1984), p. 37.

20. Joyce in conversation with Arthur Power; qtd in Conley, p. 36.
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Aladar Sarbu

Kincsem in Ulysses?

A Paratextual Inquiry

Almanacked, their names live ...
- Philip Larkin, “At Grass”

Kincsem is of course our iconic racehorse that made thoroughbred
history. Foaled in 1874, she won fifty-four out of fifty-four races in
Hungary, Austria, Germany, France and Britain, which places her
at the head of undefeated thoroughbred winners - an achievement
good enough for inclusion in The Guinness Book of Records as well.!
No wonder that she holds pride of place in the collective memory of
Hungarians despite the fact that her pedigree was thoroughly English.
“Nomen est omen”: besides her genes, even her name, “My Precious”
in English, predestined her for this spectacular career. When, owing to
a colic attack, she died in 1887, her passing was felt as an irretrievable
loss all across the country.

The question mark in my title is a gesture of good faith, signalling
that [ am not going to claim that Kincsem does actually play a part in
Ulysses. But neither do I say that she does not. Taking my cue from
Walter Pater, that Victorian advocate of epistemological relativism, |
posit, to philosophically underpin my argument, that things exist in a
complex web of relations and truth is “the truth of these relations.”? I
will present my case on that assumption.

Ubiquitous as the cult of Kincsem still is in Hungary, it would never
have occurred to me that she may have anything to do with Joyce, had
it not been for a visit, with my horse-loving granddaughter, Agika,
to a temporary exhibition called “A 16” (The Horse) in the Budapest
Museum of Hungarian Agriculture in the summer of 2011. As [ had
been teaching Joyce to undergraduates for decades and Ulysses to
more enterprising PhD students for quite a handful of years, stuck

1. Dezs6 Fehér, “A csodakanca: Kincsem, és tenyésztdje: Blaskovich Ernd,”
in Blaskovichok emlékezete, ed. Csilla Gocsané Moro (Tapidszele: Blaskovich
Muzeum Barati Kore, 2003), 232-269, p. 263.

2. Walter Pater, “Coleridge,” in Walter Pater: Three Major Texts (The
Renaissance, Appreciations, and Imaginary Portraits), ed. William E. Buckler
(New York: New York University Press, 1986), 430-456, pp. 431-2.
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deep in my literary memory was the word Beregvolgy, the name of the
Hungarian horse that, along with eleven other horses, ran for the Ascot
Gold Cup (a flat race as opposed to steeple chase), on 16 June 1904,
the day in the life of Stephen Dedalus and Leopold Bloom that this
Modernist classic celebrates. He was a great racehorse, but he would
never have made it to the exhibition, had it not been for Kincsem,
whose prominence at the museum was commensurate with her cult
status. Beregvolgy happens to be a member of the Kincsem family. The
Gold Cup on that important day went to a dark horse, Throwaway, who
won not only a prestigious prize by snatching victory from the favour-
ite, Zinfandel, but also immortality as he occasions one of the dramatic
turns of events in Joyce’s novel.

Animals are anything but a rarity in Ulysses. As one critic writes,
“[f]ew novels represent more richly the extent to which modern life
consists of relationships between people and animals, a life both com-
prised of and contingent upon these relationships.” Of the many varie-
ties of animals it parades, none are so common as horses. They appear
in diverse situations and settings, not merely because they cannot
be ignored in the urban universe that Stephen Dedalus and Leopold
Bloom inhabit, but because they fulfil multiple functions in the crea-
tion of that universe. The pictures of famous racehorses in Mr Deasy’s
office in the second episode, “Nestor,” besides providing the unmis-
takeable link to the headmaster’s mythological ancestor, prepare us
for the horse-racing event that precipitates a series of climactic de-
velopments ten episodes later, in “Cyclops.” Bloom’s gentleness at the
sight of “the good poor brutes” of cab-horses “with their long noses
stuck in nosebags” (U 5.219, 216)* in “The Lotus Eaters” establishes
him as a compassionate, loving and lovable person early on in his jour-
ney through the day. The regret he feels in “Eumaeus” that “he hadn’t a
lump of sugar” (U 16.1787) for the horse harnessed to a street sweeper
only reinforces that impression for the umpteenth time.

Of all the episodes in which horses come in for shorter or longer
appearances, the most interesting and structurally the most relevant is
“Cyclops.” As readers of the novel will remember, the setting has now
shifted to Barney Kiernan’s pub in central Dublin, where a group of

3. David Rando, “The Cat's Meow: Ulysses, Animals, and the Veterinary
Gaze,” James Joyce Quarterly 46.3-4 (2009) 529-543, p. 533, Project MUSE,
accessed 2 September 2012 <http://muse.jhu.edu/journals/james_joyce_
quarterly/v046/46.3-4.rando.pdf>.

4. The text of Ulysses I refer to parenthetically in this article is James Joyce,
Ulysses, ed. Hans Walter Gabler (New York: Vintage Books, 1986).
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bigoted Irish patriots, clustering around the loud-mouthed Citizen,
congregate for gossip, friendly talk and of course for drinks, and, ac-
cidentally, to provide the context in which talking about Kincsem is not
unwarranted. According to established critical wisdom, the episode
ridicules the biases and excesses of nationalism, and does so mainly
by dotting the main, realist narrative with hilarious parodies cast in
the rhetorical mould of “gigantism.” Although critics of the postcolo-
nial persuasion tend to take a more lenient view of Joyce’s represen-
tation of nationalism,® this does not fundamentally affect the thrust
of the episode. Bloom, son of an immigrant Hungarian Jew, Rudolph
Virag, of Szombathely - “a cultural and literary hybrid” in postcolonial
terms® - is to meet an acquaintance, Martin Cunningham, to sort out
some legal problems concerning the life insurance of a deceased friend
(demonstrating that his compassion is innate and is extended not only
to animals but also to human victims of misfortune). Yet, try as he may,
as an outsider he will never hit it off with the Citizen and his boon com-
panions. Where they preach hatred, he calls for love. And, unintention-
ally, he calls for trouble as well.

The hostility of the Citizen, discreetly and not so discreetly egged
on by his entourage, is brought to boiling point when he learns that
Bloom (temporarily away, but soon to return) has won a hundred
shillings (“five quid”) that very afternoon by backing the dark horse,
Throwaway, the winner of the Ascot Gold Cup. Of course, this is non-
sense and is due to a misunderstanding: in “The Lotus Eaters,” Bloom
let an acquaintance, Bantam Lyons, consult the racing column of the
newspaper he happened to carry, and did not want to take it back from
the dirty hands of the man.

5. This is evidenced, amongst others, by Marianna Gula’s work, cf. “A
Tale of a Pub: Reading the ‘Cyclops’ Episode of James Joyce’s Ulysses in the
Context of Irish Cultural Nationalism,” diss., U. of Debrecen, 2003; Marianna
Gula, “The Island of Cyclopian Saints: Cultural Nationalism and Religion in the
‘Cyclops’ Episode of Joyce’s Ulysses,” in Focus: Papers in English Literary and
Cultural Studies. Special Issue on James Joyce, ed. Maria Kurdi and Antal Bokay
(Pécs: University of Pécs, 2002), 54-67; Marianna Gula, “Making Hope and
History Rhyme: Nationalist Historiography in the ‘Cyclops’ Episode of James
Joyce’s Ulysses,” Hungarian Journal of English and American Studies 8.1 (2002)
131-150.

6. Marilyn Reizbaum’s definition, qtd. in Margot Norris, “Fact, Fiction,
and Anti-Semitism in the ‘Cyclops’ Episode of Joyce’s Ulysses,” Journal of
Narrative Theory 36.2 (2006) 163-189, p. 183, Project MUSE, accessed 23
August 2012 <http://muse.jhu.edu/journals/journal_of narrative_theory/
v036/36.2norris.pdf>.
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—--I say you can keep it, Mr Bloom answered. I was going to
throw it away that moment.

Bantam Lyons doubted an instant, leering: then thrust the out-
spread sheets back on Mr Bloom’s arms.

—-T'll risk it, he said. Here, thanks. (U 5.537-41)

Bantam Lyons’ taking the answer for a tip leads to very unpleasant
consequences for Bloom in Barney Kiernan'’s:

—--I know where he’s gone, says Lenehan, cracking his fingers.
—--Who? says I [the intradiegetic narrator].

—--Bloom, says he. The courthouse is a blind. He had a few bob on
Throwaway and he’s gone to gather in the shekels.

—-Is it that whiteeyed kaffir? says the citizen, that never backed
a horse in anger in his life?

—-That’s where he’s gone, says Lenehan. | met Bantam Lyons
going to back that horse only I put him off it and he told me
Bloom gave him the tip. Bet you what you like he has a hundred
shillings to five on. He’s the only man in Dublin has it. A dark
horse. (U 12.1548-57)

Bloom is absent while this exchange is taking place not because he
wants to collect his money, but because he is impatient and assumes
that he will perhaps find Martin Cunningham in the Court House. He
accepted only a cigar when he was invited to join the company, and
would not stand a drink when he is back to confront the pub crawl-
ers who believe that he is rolling in money. When the Citizen’s fury
reaches boiling point, it is only with the help of the more law-abiding
members of the bibulous fraternity that Bloom manages to escape. In
the last parody of the episode, which is also the last paragraph, he is
metamorphosed into Elijah, ascending to heaven in a chariot drawn by
“horses of fire,” as the Bible has it.”

Throwaway won the race, although the odds were against him
(twenty to one). There are two other horses whose performance is
recalled and evaluated when Lenehan announces the results. These
are Zinfandel, who finished second (odds: five to four), and Sceptre,
who came third (odds: seven to four). In the earlier episode, Bantam
Lyons mutters the cryptic “Maximum the second” (U 5.532-33) as he
is reading the newspaper. This turns out to be the name of another

7. King James Version, 2 Kings 2:11.
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horse running for the Cup, who finished fourth (odds: ten to one).? In
addition to the four horses named, there are those who are not named,
the ones in the “also ran” class. This seems a humiliating qualification,
but as running at all was something of an honour in the intensely com-
petitive world of the turf in and around 1904, it is not to be taken at its
face value. All the less so, as it is here that we may begin to answer the
query raised in my title.

There were twelve horses running for the Gold Cup at Ascot on
that memorable day, as reported in the Freeman’s Journal® One of
them, four-year-old Beregvolgy [Beregvolgy], belonged to the well-
known Hungarian breeder, Erné Blaskovich (1834-1911), misspelt
as Blashovits, perhaps in the Freeman, and certainly in Gifford and
Seidman. Although the list in the newspaper is somewhat sloppy and
in the case of our horse does not specify the gender, we know from
other sources that Beregvolgy was a colt, foaled in 1900 by Furcsa, the
daughter of Budagyongye, who in turn was the daughter of Kincsem. In
human terms, then, Beregvolgy was Kincsem’s great-grandson.

This is not quite accidental. Beregvolgy saw the light of day in
the Blaskovich Stud in Tapiészentmarton; he got his name from a val-
ley in the vicinity of the town. Kincsem was reared in the same place,
and may even have been born there.!’ A fragile link, I admit, but a
link it is between the racing world in Ulysses and horse breeding in
Hungary. But the matter does not stop here. As racing and, by the same
token, the production of racehorses was a transnational affair at its
most fashionable, the likelihood of there being other connections is
also worth considering. And indeed, by scrutinizing genealogical
tables, I made further fascinating discoveries. (Are you still with me?)
Beregvolgy was sired by an English horse, Bona Vista (1889-1909),
who, after a short but distinguished career in England, was sold in

8. For details of the race, see Don Gifford and Robert ]. Seidman, Notes for
Joyce: An Annotation of James Joyce’s Ulysses (New York: Dutton, 1974, rev. 1988),
pp. 349, 435; Vivien Igoe, “‘Spot the Winner’: Some of the Horses in Ulysses,”
Dublin James Joyce Journal 4 (2011) 72-86, Project MUSE, accessed 10
September 2012 <http://muse.jhu.edu/journals/dublin_james_joyce_jour-
nal/v004/4.igoe.pdf>.

9. Gifford and Seidman, p. 98.

10. Kincsem’s birthplace cannot be decided; it is equally possible that
she was born in Kisbér, a town in western Hungary, once renowned for its
stud. Unfortunately, the relevant Stud Books have been mislaid or destroyed.
See Dezs6 Fehér, Kincsem, a csodakanca, 2nd and enlarged ed. (Budapest:
Hungarovideo, 1990), p. 55. For a good biography of Kincsem in English, see
Liz Martiniak, “Kincsem,” Thoroughbred Heritage, accessed 30 August 2012
<www.tbheritage.com/Portraits/Kincsem/html>.
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1897 to Prince Lajos Esterhazy (for 15 000 guineas, an enormous sum
at the time), and spent the rest of his life in the Imperial-Royal Stud
at Kisbér, doing stud duty.!* What is important from my point of view
is, first, that as the son of the famous Bend Or,'? he was instrumen-
tal in establishing the Bend Or male line “as the most dominant one
in thoroughbred breeding”!?® in England (unfortunately, Beregvolgy’s
sons were not talented enough to make their father a foundation sire);
second, that his mother, Vista, was the daughter of another great horse,
Macaroni,'* and that out of the union of Bend Or and another Macaroni
mare, Lily Agnes, sprang Ornament, the mother of Sceptre,'®> coming
third in the race. “Boylan [the lover of Bloom’s wife] plunged two quid
on my tip Sceptre for himself and a lady friend,” crestfallen Lenehan
recalls, winding up, with some help from Shakespeare, “[f]railty, thy
name is Sceptre” (U 12.1222,1227-28).

Without further complicating what is already a tangled web
of equine family relations, let me stress that Bona Vista, father of
Beregvolgy, was the offspring of Bend Or and a Macaroni mare, Vista.
So was Sceptre - a filly, by the way'® - only her mother was a Macaroni
granddaughter, Ornament. A colt and a filly, both representing the
Macaroni line of descent, blending Macaroni and Bend Or blood in
their veins. Beregvolgy is thus a kin of Sceptre. Allowing for a certain
lopsidedness (as with horses the male-female bonding is seldom sta-
ble), they are both the great-grandchildren of Macaroni and the grand-
children of Bend Or.

In view of his ancestry, it is somewhat surprising that this beauti-
ful Hungarian horse, only four years old (thoroughbreds peak at five),
failed to distinguish himself at Ascot. It says something of him that he
was not even tipped as a likely winner and his name does not crop up
in the execrations uttered in Barney Kiernan’s. The sad fact is that as a
racehorse Beregvolgy matured early and declined early. According to

11. For much of the subsequent information [ am indebted to Elizabeth
Martiniak’s “Bona Vista,” Thoroughbred Heritage, accessed 30 August 2012
<www.tbheritage.com/Portraits/BonaVista/html>.

12. Patricia Erigero, “Bend Or,” Thoroughbred Heritage, accessed 30 August
2012 <http://www.tbheritage.com/Portraits/BendOr.html>.

13. Martiniak, “Bona Vista.”

14. Patricia Erigero, “Macaroni,” Thoroughbred Heritage, accessed 30
August 2012 <www.tbheritage.com/Portraits/Macaroni/html>.

15. Elizabeth Martiniak, “Sceptre,” Thoroughbred Heritage, accessed 30
August 2012 <www.tbheritage.com/Portraits/Sceptre/html>.

16. Gifford and Seidman insist that Sceptre was a colt (pp. 349, 435, 446).

This is incorrect. Martiniak’s portrait of Sceptre in Thoroughbred Heritage
opens with the definition “bay filly,” confirming the image Lenehan supplies.
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my sources, as a two-year-old he took the Austria Preis from his elders,
at three, he won the Osterreichisches Derby, the Alagi Dij, the Kiraly
Dij (Millenniumi Dij), prestigious prizes in those days.'” It is a pity
that his luck did not last him just a little longer. His early breakdown
is emblematic of the decline of thoroughbred breeding in Hungary,
which in the glory days of the Austro-Hungarian Empire was a leader
in the field, along with England, and was ousted from that position by
Germany and Italy.!

Kincsem, through the good offices of her great-grandson, is part
of the Joycean chaosmos,* even if only by very loose association. To
make that possible, the services of that imported English horse, Bona
Vista, were indispensable. But there is yet another point in Ulysses, in
addition to “Cyclops,” where the genealogy of a horse may ring a bell
in Hungarian ears. In “Nestor,” while in the office of Mr Deasy, head-
master of the school where he is temporarily teaching, Stephen looks
at the pictures of great racehorses decorating the wall. One of them is
Shotover, whose full sister was the second dam (that is, grandmother)
of Santa Casa, the most gifted filly Bona Vista sired before he moved
to Kisbér.2°

The sceptical reader may wonder what good it is to expend so
much time and energy on the exploration of some minor thing which
belongs to the ambience rather than the fictional reality of this great
book and survives not in the primary text but in one of the innumer-
able notes to it. The fact of the matter is that we miss a good deal of the
meaning of the novel if we choose to ignore the information the notes
supply. Normally, such information is absorbed into our experience of
a book. With Joyce, we depend more heavily on notes than perhaps
with any other writer. What we do with the annotation material var-
ies according to the sensibility and the personal experience we bring
to bear on our reading. For Hungarians, Beregvolgy and Kincsem will
always be part of that experience, thus part of Ulysses as well.

17. Imre Torok gets it wrong when he writes that, owing to his early de-
cline, Beregvolgy never made it to England. Imre Torok, Hires lovak, hires
versenyek, hires lovasok (Budapest: Mez8gazdasagi Kiadd, 1959), p. 82.

18. Toérok, p. 91.

19. This telescoping of “chaos” and “cosmos” is, of course, from Finnegans
Wake, cf. “every person, place and thing in the chaosmos of Alle anyway con-
nected with the gobblydumped turkery was moving and changing every part
of the time: ...” James Joyce, Finnegans Wake (London: Faber, 1939), p. 118.

20. Elizabeth Martiniak, “Shotover,” Thoroughbred Heritage, accessed 30
August 2012 <www.tbheritage.com/Portraits/Shotover/html>.
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But we should not stop there. Horses in the racing world are not
separate from those who have them. The glory they earn enhances the
prestige, the money they win fattens the purse of their masters. The
owner of Beregvolgy was a true enthusiast: not only a breeder, but in
his youth also an amateur jockey. Erné Blaskovich, along with some
other members of the large family from which he sprang, personified
the best in the manor house gentry of Hungary. In the towns and vil-
lages along the Tapio River, his homeland, he is as much of a cult figure
as his famous horse, Kincsem, is nationwide.?* He, too, is entitled to a
hovering presence on the fringes of Ulysses.

21. For an overview of Blaskovich’s life and work in English, go to Dr. Dezs6
Fehér, “Erné Blaskovich - Breeder of Kincsem, the Wonder Mare (A History
of the Blaskovich Stud at Tapidszentmarton),” in Blaskovichok emlékezete,
341-342. See also Csilla G. Méré, ed., Blaskovich emlékkényv (Szentendre:
Pestmegyei Mizeumok Igazgatdsaga, 1993).
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Bollobas Enikd

Roviden a szubjektum-
performativitasrol

avagy Jonathan Swift csatlakozik a feministakhoz

Takacs Ferencnek, szeretettel

Posztstrukturalista felfogasban az alany kiilonb6z6 azonossagkate-
goriaktol mint ragoktdl megképzett konstrukcid, ahol a tarsadalmi
és kulturdlis diszkurzusok szolgaltatjak azt a szovegkdnyvet, amely-
nek alapjan létrejon a szubjektum. Az alanyképzések esetében olyan
megképzési folyamatrdl beszélhetiink, amelyben egy kulturalis szo-
vegkonyv vagy ,szkript” 1ép kolcsonhatasba magaval a kategorizalt
dologgal. EKképp beszélhetiink példaul a n6ének a ,genderszkripttol”
valé megképzésérol, a szinesboriinek a , feketeség” diszkurzusatol valo
el6allitasarol vagy a meleg szubjektumnak a ,homoszexualitds” szo-
vegkonyve altali konstrualasarél. Sem a szubjektumot ragoz azonos-
sagelemek, sem az ezek altal tobbszordsen ragozott szubjektum nem
eleve létezd, esszencidlis kategdriak. Megképzett konstrukciokként
jonnek létre, mégpedig olyan utdnzo (imitativ) és gyakorité (iterativ)
folyamatok eredményeként, amelyekben az utdnzas és a gyakoritas
targya nem egy mar eleve (megel6z6en) 1étez6nek feltételezett szub-
jektum, hanem egy szoveg vagy szovegkonyv, amelyre a megképzés
alapul. Mas széval, ezek a folyamatok nem valamilyen ,eredeti” mintat
utdnoznak és ismételnek, hanem az azonossagelemek konstrualasat
iranyit6 tarsadalmi-nyelvi normarendszert, illetve a normarendszer
altal termelt fogalmi kategoéridkat.

A szubjektumot inflektalé azonossagjegyekrdl - igy tobbek kozott
a tarsadalmi nem, a ,rassz” és a szexualitas azonossagjegyeirdl - el-
mondhatd, hogy olyan, jelolttel nem rendelkez6 konstrukciék megkép-
zésében vesznek részt, amelyeket a nyelv (vagy az ideoldgia, a hata-
lom, a tudas, a tarsadalmi technolégiak valamelyike vagy egyiittese)
hozott 1étre.

A 90-es évek elején a szubjektum tarsadalmi konstrualtsaganak
a tételében megjelent a performativitas - vagyis a beszédcselekvések
altal torténé végrehajtas - gondolata, parhuzamot tételezve az alany
diszkurziv megalkotottsaga és a foucault-i ,dolgok” performativ mé-
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don val6 eléallitdsa kozott. A posztstrukturalista felfogas a performa-
tivitast a nyelv, a jeldl6k vilagara korlatozza, s a végrehajtod cseleke-
detek miikodési teriiletét a diszkurzuson beliili személyek és vilagok
létrehozasaban jeldli ki. A posztstrukturalista vélekedés értelmében
mindaz a valtozas, amit a kettdsségekre épiil6, kartezianus gondolko-
das az eleve 1étez6 vagy esszencidlis valésagban végbemendként irt le,
val6jaban diszkurziv: azaz nem hagyja el a nyelv, a diszkurzus terepét.
Masként fogalmazva, ezek a folyamatok is a jel616k dimenzidéjaban m-
kodnek, ahol 1étrehozzak a beszél vagy a megszolitott szubjektumot,
amely ugyanakkor metalepszisszeriien kilép a nyelvbdl, hogy a valo-
sagban létezzen.

A szubjektumperformativitas tétele Judith Butlerhez kothetd, aki
el6szor Problémds nem cimi konyvében fejtette ki — a gender eseteire
vonatkoztatva - az alany végrehajté megképzésérdl szolo felfogasat.
Lebontva a korabban elterjedt megkiilonboztetést a bioldgiai nem és
a tarsadalmi nem ko6zott, Butler azt allitja, hogy a biolégiai nem sem
adott esszencia, hanem épp annyira ,kulturalisan létrehozott termék,
mint a tdrsadalmi nem”; tovabba a biol6giai nem ,taldn mindig is tar-
sadalmi nem”,! a test pedig ,mindig is kulturalis jel volt”.? Mi t6bb, nem-
csak az allithato, hogy a gender megel6zi a biol6giainak feltételezett
nemet, de kimutathatdé: nincs semmi a tarsadalom altal normanak
allitott viselkedés maszkja mogott. Azaz a tarsadalmi nem végrehajto
modon 6nmagat allitja el a , természetesnek” vélt aktusokkal.

Alanyi/targyi rogzitettség szempontjabdl a szubjektumperforma-
tivitas két valtozatarol beszélhetiink, melynek eredményeképp egyik
esetben alanyi, masik esetben targyi megképzés jon létre. Vagyis a
szubjektum mint személy vagy egyén (vagyis a tagabb értelemben vett
szubjektum) a szubjektumperformativitas egyik valtozatat kovetve
lesz alannya és agenssé, masik valtozatat kovetve pedig targgya és pa-
cienssé. Egyszeriien fogalmazva azt mondhatjuk, hogy abbél lesz alany
és agens (vagyis sziikebb értelemben vett szubjektum), akit a megszoé-
lité ideolégia mint jeldletlen Egyiket alanyként pozicional, mik6zben
a targyi Masikként rogzitett szamara nem all nyitva a szubjektivacio
lehetGsége.

Hogy az Egyik alanyi diszkurziv és hatalmi pozici6ja a férfié, mig
a targyi, azaz a margindlis Masiké a n6éé, az Simone de Beauvoirnak
koszonhetden a feminista gondolkodas egyik alaptétele lett. Beauvoir
A mdsodik nem ciml nagyhatasu kotetében fejti ki a szubjektivitas és

1. Judith Butler, Problémds nem, ford. Beran Eszter és Vandor Judit (Buda-

pest: Balassi Kiadég, 2001), p. 49.
2. Butler, Problémds, p. 142.
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a pozicionalitas kozti meghatarozottsagrol vallott nézetét. ,A jellemet
ma egy helyzet altal kivaltott masodlagos reakcionak tekintjiik”, irja.? A
férfié az altalanos jeloletlen kategoria, mig a n6é a jelolt: a negativum,
a ,specialis allapot”* ,A férfi a Szubjektum és az Abszolitum, a né a
Masik”? E tétel tovabbgondolasa pedig az az allitas, miszerint a férfi és
a né meghatarozasa mindenekel6tt szerkezeti: nem 1ényegi jellemzék
adjak ossze a férfisagot és a néséget, hanem a személyeknek a diszkur-
zusokban elfoglalt helyzete. A nének ezt az alarendelt pozicionalitas-
ként valé tételezését - azaz azt, miszerint a Masik, azaz a N6 szerepe
elsésorban strukturalis - nevezi Julia Kristeva a nyugati tarsadalom
lényegi szemiotikus gyakorlatanak.®

Jacques Lacan 1972-ben tartott szemindriumaiban fejti ki pszi-
choanalitikus tekintet-elméletét.” A tekintetet a lathatatlansaggal azo-
nositva hangsulyozza, hogy az, aki hatalmi helyzeténél fogva néz, illet-
ve akiben a tekintet ered, szilikségszeriien lathatatlan marad. A tekintet
lacani értelmezésének tarsadalmi nemi vonatkozasai is vannak: a n6
soha nem a tekintet alanyaként jelenik meg, legfeljebb azt latja, aho-
gyan masok nézik 6t - vagyis latva latja magat. A mlivészettorténész
John Berger a benniinket koriilvevé képekben megtestesiilé latasmo-
dot a tarsadalmi nemiesités szempontjabdl elemezve ramutat, hogy a
no tarsadalmi jelenléte jellegében kiilonbozik a férfiétdl: a férfi jelenlé-
te a hatalom igéretén alapszik, mig a n6é azon, amit tenni lehet vele.® A
n6 tarsadalmi jelenléte konkrétan attol fiigg, ahogyan masok tekintik
(felmérik, szemrevételezik), illetve ahogyan 6 is tekinti 6nmagat. Ber-
ger gazdag miivészettorténeti anyagra tamaszkodva mondja ki: mindig
a férfi az, aki cselekszik és lat, mig a n6 megjelenik: 6 az, akit latnak.’
Hasonlé tézist allit fol Laura Mulvey 1975-6s tanulmanyaban a nar-
rativ film pszichoanalitikus elemzése soran. Mulvey szerint nemcsak
arrol van sz6, hogy a n6 a kép, akit a férfi néz, hanem arrdl is, hogy a
mindig ,meg-néz-endd-ség-et konnotald” né ,szexudlis objektumként”

3. Simone de Beauvoir, A mdsodik nem, ford. Gorog Livia és Somlé Vera
(Budapest: Gondolat, 1971), p. 8.

4. Beauvoir, A mdsodik, p. 10.

5. Beauvoir, A mdsodik, p. 11.

6. Julia Kristeva, Desire in Language. A Semiotic Approach to Literature
and Art (Oxford: Blackwell, 1980), p. 49.

7. Jacques Lacan, The Four Fundamental Concepts of Psychoanalysis (The
Seminar of Jacques Lacan, Book 11), szerk. Jacques-Alain Miller, ford. Alan
Sheridan (New York: Norton, 1998).

8. John Berger, Ways of Seeing (Harmondsworth: Penguin, 1972), pp. 45-6.

9. Berger, Ways, p. 47.
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jelenik meg, mégpedig a férfi f6szerepl6 és a nézd szdmara egyarant.'®
Vagyis a n6 ikon, mig a férfi a 1at6, s a ,tekintet helye” ugy hatarozza
meg a filmet, hogy ,a film magaba a latvanyba épiti be azt, hogy mi-
ként is kell a nére nézni.”!! Michel Foucault a Feltigyelet és biintetésben
a latas-nézés-feltigyelés folyamatat szintén hatalmi viszonyként irja
le.’? Ennek értelmében a feliigyelt a latott, a hatalommal biré pedig az,
aki 1at, mikozben 6 maga lathatatlan marad. Hires példaja a modern
bortonok mintajaul szolgalé Bantham-féle Panoptikon, amelynek 1é-
nyege szerint a fogoly allandé lathatdsaga biztositja az egyébként lat-
hatatlan hatalom automatikus fennallasat. E. Ann Kaplan a néknek a
filmmiivészetben betoltott szerepét vizsgalva igennel valaszol sajat,
meglehetdsen provokativ a kérdésére: a férfi birtokolja-e a tekintetet?
Mulvey fent kifejtett tézisét tovabbgondolva hangsulyozza, hogy mig a
férfi tekintete a cselekvés és a birtoklas hatalméaval tarsul, a n6é - bar
elvben § is képes fogadni és viszonozni a ra iranyul6 tekintetet - nem
fog cselekedetté alakulni. Es bar a tekintet nem sziikségszertien a férfi
tulajdona, a tekintés maga, vagyis a tekintet birtoklasa és aktivizala-
sa - a nyelvben és a tudattalan szerkezetében - mindig férfi-poziciét
jelent.’® A né képként, latvanyként, nézett targyként val6 - s ekképp
a tekintett6l megképzett - reprezentaciéjarol ir Teresa de Lauretis is
Alice Doesn’t cim(i konyvében, elssorban elbeszél6 filmek (narrative
cinema) kapcsan.!* A szerzg szerint a filmm{ivészet dltalanos szandéka
a narrativ és vizualis 6romszerzés, s a narrativitas az, ami kozvetit kép
és nyelv kozott, mégpedig oly modon, hogy a képi és a nyelvi diszkurzus
egyarant a vagy 6kondmiaja szerint szervezddik, vagyis a vagy narrativ
beirottsaga érzékelheté mind a képi, mind a nyelvi diszkurzusban.'”
Amint a tekintet elméletének rovid 6sszefoglaldjabdl kitlinik, a
latas, a tekintet a hatalom birtoka, a hatalom struktdrajanak része,
amely ekképp kontrollalja az alanyi és a targyi megképzés folyamatat.

10. Laura Mulvey, ,Vizudlis 6rom és narrativ film,” in A Posztmodern iro-
dalomtudomdny kialakuldsa: A posztstrukturalizmustél a posztkolonialitdsig,
szerk. Bokay Antal, Vilcsek Béla, Szamosi Gertrud és Sari Laszlé (Budapest:
Osiris Kiadé, 2002), 560-568, p. 563.

11. Mulvey, ,Vizudlis 6rém,” p. 567.

12. Michel Foucault, Feliigyelet és biintetés: A bértén tirténete, ford. Fazsy
Aniko és Cslirods Klara (Budapest: Gondolat, 1990).

13. E. Ann Kaplan, ,Is the Gaze Male?,” in Powers of Desire: The Politics
of Sexuality, szerk. Ann Barr Snitow, Christine Stansell és Sharon Thompson
(New York: Monthly Review Press, 1983), 309-327, p. 319.

14. Teresa de Lauretis, Alice Doesn’t: Feminism, Semiotics, Cinema
(Bloomington: Indiana University Press, 1984).

15. Teresa de Lauertis, pp. 37, 80.
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A szubjektumperformativitas két fajtaja alapvetéen abban a te-
kintetben kiilonbozik, hogy normakovetésrél vagy normataszitasrol
beszélhetlink - vagyis a tarsadalmi normat régzité szovegkonyv Gjra-
jatszasa vagy az érvényes szovegkonyv elvetése torténik. Ebben a ro-
vid tanulmanyban most csak a normakovetés néhany esetét kivinom
bemutatni, mégpedig Szerb Antal, Jonathan Swift és Ignotus egy-egy
szovegén keresztiill. Masutt részletesen elemzem a kilonbo6z6 alany-
képz6 inflekciok miikodését és a szubjektumperformativitas szamos
esetét, melyek értelmezéséhez a normakovetés és normataszitas gaz-
dag példatarat vonultatom fel.16

A gender példajahoz visszatérve elmondhatjuk, hogy a normativ
Ujrajatszasok esetében az a bizonyos lathatatlan, de mindenki altal j6l
ismert genderszkript a férfiakat alanyi, a néket pedig targyi poziciéban
rogziti. A n6 az irodalomban is sokaig dont6en a Masik targyi pozici-
6jaban jelenik meg; itt naturalizal6dik, azaz a jelolt Masiké lesz az a
pozicio, amely ,természetesként” vagy ,normalisként” van megirva a
normativ szévegkonyvben. A né az, akit Idtnak (mig 6 maga nem lat),
akihez beszélnek (mig 6 maga nem beszél), s akire mint alavetettre az
,alavetés”, azaz a szubjekci6 cselekedetei irdnyulnak (mig 6 maga nem
cselekszik). Csak a tizenkilencedik szazad végén és még inkabb a hu-
szadik szdzad elején jelennek meg ndalakok alanyi poziciéban, amint
latnak, beszélnek és cselekszenek, bizonyitva a modernitassal lehet6-
vé valo néi szubjektumkonstrukcid lehet6ségét (amelyet majd bizo-
nyos értelemben a posztmodernizmus rombol le).

A né targyiasitdsanak normativ médja az, amikor a néz6-megfi-
gyel6 alany szeme megragadja a személyt, s ezzel nemcsak sajat ala-
nyisadgadhoz rendeli hozza, hanem targyként ala is rendeli sajat ala-
nyisadganak. Ez a normakovetés egyértelmii el6adasa, amikor is a férfi
helyzetét elfoglal6 tekintet kdzvetiti a kulturalis szkript megképzését.
Vagyis a n6 szépként és kivanatosként jelenik meg, aki méltdn vonja
magara a férfitekintetet. A heteroszexualis matrixon beliil ez olyan né&i
szépség megkonstrualasat jelenti, amely a vagy hordozéja is lesz.

A tekintet altali targyi rogzités klasszikus példaja Szerb Antal ,Két
cigaretta kozt” cim{ irdsa, melyben a narrator a néi szépség ,0rok tit-
kat” prébalja megfejteni, alloképpé rogzitve a megfigyelt nét. A szépség
e metaforikus megragadasaban a valésagbdl kiindulva, hagyomanyos
megképzési palyak mentén allitja el6 a szép nd jol ismert - idealizalt,

16. Lasd példaul Eniké Bollobads, THEY AREN’T, UNTIL I CALL THEM:
On Doing Things with Words in Literature (New York: Peter Lang, 2010) és
Bollobas Enikd, Egy képlet nyomdban: Karakterelemzések az amerikai és a ma-
gyar irodalombdl (Budapest: Balassi, 2012).
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abszolutizalt - metaforikus alakjat. A szerz6 néhany perc torténéseit
beszéli el a tokéletes szépség okozta fajdalomtol a tokéletlenség felis-
merésében valé megnyugvasig. Egy villamoson bamészkodé férfi ref-
lexidjat olvassuk, aki egy gyonyori néi profilt 1at, majd a képtoredéket
egy sosemvolt ,teljes csodalatos arccad” egésziti ki,'” mégpedig a meta-
fora nyomvonala mentén. Ugyanezt teszi alig lathaté kezével és alak-
javal is, hibatlan testet képzelve mogéjiik. Szerb pontosan azt a folya-
matot irja le, melynek soran a tekintet birtokosa mintegy darabjaibél
elballitja és egésszé rakja Ossze a szép targyat. Nem mellékes, hogy ma-
gat a szépséget is a férfi alkotja meg a nén vagy a n6ben, 6t hasznalva
fel munkaja anyagaként és targyaként, kovetve a Pygmalion-szkript és
- hogy a legf6bb képzémiivészeti hagyomanyt emlitsem - az aktfestés
diszkurzusat: ,Gyors, gazdag folyamat indul meg benned: a profilrész-
letet kiegészited egy teljes, csodalatos arcca.”*® Valojaban a nd itt nem
tobb, mint paciens vagy katalizator, aki elszenved6je vagy ontudatlan
részvevoje - de semmiképp nem iranyitdja - a pygmalioni alkotdi folya-
matnak. A tekintet alanya alkotja a tekintet targyat, ekképp a n6 szép-
sége attol fiigg, hogy megalkotja-e azt a férfi; hiszen ,ez az arc nincs,
egy arc lehet6sége az, amely fellobbant benned, parancsolén.”! Miel6tt
azonban a mii életre kelne, s ezzel fenyegetné alkotojat (mert tokéle-
tességével tulsagosan nagy fajdalmat és szomorusagot okozna), kide-
riil, hogy a villamosban megpillantott, val6sagos n6 mégsem tokéletes:
,Nagy-nagy megkonnyebbiiléssel sohajtasz fel. Hala Isten, nem is olyan
szép. Nyugodtan tovabb élhetek.”?° Vagyis a n6 visszahullik az élettelen,
érdektelen targyak kozé, s immar nem mélté6 a férfitekintetre. A tekin-
tet és a vagy tehat kéz a kézben jar a n6 szépként valé6 megképzésében.

A nd targyi rogzitése nem valaszthato el attél a folyamattdél, mely-
nek soran a szép no6 el6allitddik: szép testbol és testrészekbdl, szép ru-
hakbol, festékbdl, ékszerekbdl é16 targgya all 6ssze, s a férfitekintet és
a férfivagy targyava alakul. Ez a ,j6l megcsindlt nd”, aki sajat ,megcsi-
nalasat” ugy végzi, ahogyan az a ,nagykonyvben” - a ,szépségszkript-
ben”, ,,asszonyszkriptben” - meg van irva.

A négyilolék és a feministak egy tekintetben bizonyosan egyet-
értenek: a ndi test konstrualtsaganak a tételében. Jonathan Swift ,A
gyonyord nimfa, mikor lefekvéshez késziil6dik” (,A Beautiful Young
Nymph Going to Bed”) cimii verse performativ médon bontja le a mes-

17. Szerb Antal, ,Két cigaretta kozt,” in A vardzslé eltéri pdlcdjdt (Buda-
pest: Magvetd, 1969), 498-499, p. 498.

18. Szerb, ,Két cigaretta,” p. 498.

19. Szerb, ,Két cigaretta,” p. 498.

20. Szerb, ,Két cigaretta,” p. 499.
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terségesen osszerakott ndi testet. Corinna, a ,rozoga utcai szépség” vet-
kézésének vagyunk tanui, amikor a néiséget tarsadalmilag megképz6
testrészeit sorra leveti (hogy egyébként masnap jra 6sszerakja 6ket).

S a haromlabu székre iilve
els6nek mihaja keriil le;
kiemeli livegszemét,

megtorli, ugy teszi odébb.

Majd mindkét ragasztott, egérbor
szemoldokét gonddal helyérél
lefejti, kisimitja, végiil

egy konyvet rak ra nehezékiil.
Kivesz két arctomo golyét:
aszott arca attél pufok.

Inyén egy drétot megtekerve
egy komplett miifogsort emel le.
A ducol6 rongyot kihtizva
fonnyadt keble lelottyan ujra.

Letorli a piros-fehér

pudert, miel6tt 4gyba tér,
kisimitja rancait:

arcara zsirpapirt szorit;

altatot vesz be éjszakara,

s gyorsan takar6t hiiz magara.?!

Ez a klasszikus mizogiin szoveg az 6regecske-csunyacska Corinna kap-
csan mond itéletet a n6i testrol, melynek minden része mi-, pot-, al-,
vendég-. Csalas és hazugsag minden, mi szemnek lathatd. Ugyanakkor
a nd beliil teljesen iires, identitdsa maga a hidny. Csak targy, de nem
alany. Swift a test konstrualtsagat az lirességet elfedni képtelen, illetve
az Urességet naponta felfedd kiils6 leépitésének az oldalarél mutatja
be, tavolito és elidegenitd irénidval, undort keltve olvasé6jaban.
Ignotus ,Madame Récamier” cimii novellaja nem a targyiasult néi
test lebontdsat, hanem ellenkezdleg: 0sszerakasat koveti nyomon -
vagyis a n6 targgya valasanak folyamatat. A n6i megképzés referencia-
pontja az ,igazi” vagy ,tokéletes” n6 tarsadalmi szévegkonyve: ennek

21. Jonathan Swift, ,A gyonyor(i nimfa, mikor lefekvéshez késziilédik,”
ford. Ferencz Gy6z0, in Klasszikus angol kélték a kézépkortdl a XX. szdzadig,
vol. 1 (Budapest, Eurépa, 1986), 632-635, pp. 632-3.
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alapjan - akar egy szakacskonyvbol vett recept alapjan - késziil el, tar-
gyiasul naponta Madame Récamier.

Az 1918-ban irt ,Madame Récamier” izgalmas sz6veg, mert a n6-
iséget mint egy diszkurziv megképzés folyamatanak végeredményét
mutatja be, mégpedig épp Madame Récamier-n keresztiil, aki a néi
principium vagy esszencia hordozdjaként vonult be a térténelembe.
Ignotus legalabbis két dolgot allit. Egyrészt azt, hogy az ,igazi né” att6l
»igazi”, hogy eljatssza az ,igazi n6” szerepét; masrészt azt, hogy ezt a
szerepet nem kell kitaldlni: 1étezik, meg van {rva, csak el6 kell venni
a szovegkonyvet, a partitarat, a koreografiat. Az ,igazi n6” pontosan
tudja, hogy dnmaga , megcsinalasa” soran melyik az a szkript, amely
szerint dolgoznia kell.

Madame Récamier reggeli ritudléja mindemellett azért lesz hata-
sos és érvényes, mert kozben valéban meg is torténik az, ami a perfor-
mativ aktus targya: azaz megsziletik az ,igazi n6”. A nemi identitas itt
nem reprezentacid, hanem performativitas kérdése; azaz performativ
modon valésul meg a ndiség, akar a performativ igék altal a cselekedet.
Akéar, mondjuk, az igéret, az eskii vagy a keresztelés performativ aktu-
saban - amelyben az igérem, eskiiszém, megkeresztellek sz6 kiejtésével
(és bizonyos egyéb feltételek teljestilésével) maga az aktus (igéret, es-
kiivés, keresztelés) is megtorténik -, gy ,a nd” is a nemi szerepek jol
ismert ritualis aktusainak el6adasa nyoman jon létre.

Reggel tiz 6ra volt.

Madame Récamier folébredt, s feje f61é nytlva, meghuzta a fa-
lon ott csling6 himzett csengetty(ipantot. Bels6 szolgalo6ja talcan
hozta be, kinai csészében, az Gjf6zetli csokoladé italt, amelyet az
agyban ivan ki, a szép asszony folkelt, atment benyil6 61t6z6szo-
bajaba, hol a kad langyos szamartejjel tele varta, s mindenféle
szerszamokkal folszerelt asztal mellett a fiirdetd asszony leste
parancsat.

Karcsu termetét itt megszabaditvan minden kiils6 és bels6
tisztatalansagtol, alacsony fapadon engedelmesen eléje fekiidt a
némbernek, ki szagos ecetbe martott gyapjuszovettel dorgolte
végig a szép asszonyt, majd izzé diohéjjal itt is, ott is leporkolte
rézsas testérdl a felesleges pihét, s melegitett vaszonlepedébe
burkolvan Girndjét, a laba s a keze kormét simara, gombdolytire és
korallsziniire csiszolta.

igy adta at a fésiiléasszonynak, ki a szép asszony hajat gondo-
san kistirlizte, vigyazva atfestette, csigdkba siitotte, s atkototte
fehér szalaggal s a szalag folott gyongyfiizérrel.
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Az oltoztet6 komorna pedig selyemharisnyat huzott asszo-
nya labara, s térden alul himzett szalaggal kétotte at, ugyancsak
szalaggal kotozvén szinte talpara a mélyen kivagott aranyfiist
topankat. Patyolatbdl val6 igen kevés alsé ruhajanak vallfiizé
nélkil vetette, szinte lehelte f6léje az egybeszabott, kdnnyti fe-
hér ruhat, amelyet mellen alul széles, puha rancokba vetett se-
lyemovvel kotott at, hatul pedig, derékon alul, megnedvesitette
a vékony fehér szovetet, hogy jobban s tapaddbban térjen vissza,
mint a genfi bolcs kivanta, a természethez.?

Madame Récamier ezutan maga veszi kézbe a dolgok irdnyitasat:
titkos fidkjaibol pamacsokat, tégelyeket, livegcséket vesz eld, arcan fol-
kelti az dlmatag rozsakat, szeme feketéjét sejtelmessé tagitja, rézsakat
tliz magara, leheletét megillatositja, kezére csipkekesztytit, ujjaira gyi-
riiket huz, vallara fatyolkenddt vet, s miel6tt szalonjaba 1ép, gyongyhaz
legyezével a kezében kiprébalja tiikrében a ,,mosolyat, szemoéldoke és
csukléja ivét s foga csillogasat”. ime, a régi recept szerint elkésziilt a
no: felszolgalhato.

Madame Récamier egy igen jol ismert, szinte banalis szerep mii-
vésze, aki pontosan tudja, hogy szerepet jatszik: 6 a férfivagy targya
abban a tarsadalomban, ahol a néi identitast a test megfelel kiprepa-
ralasa, valamint a hozzarendelt ruha, illetve jelmez kivalasztasa teszi.
Ami még nagyon fontos: ndisége nem egyszertien performativ konst-
rukcié, hanem a beauvoiri Masik targyként, illetve targyi poziciéban
val6é megkonstrudlasa. Javarészt masok preparaljak Madame Récamier
testét: a fiirdetd asszony, a fésiilé asszony, az 6ltdztetd komorna végzi
el rajta a Sandra Bartky altal ,diszciplinaris gyakorlatoknak”?? nevezett
ritualét, amelynek folyaman teste atalakul, ceremonialisan feminizal6-
dik. Madame Récamier esetében kiillondsen nyilvanvalé az, amit Butler
a test genderré vald stilizalasardl ir: a francia nagyasszony bizonyos
,aktusok stilizalt ismétlése”** illetve ,ritualizalt ismétlése”?® révén ve-
szi fel latvanyosan a tarsadalmi nem pregnans jegyeit; szubjektivaciéja
abbdl all, hogy bizonyos szabalyoknak vagy normativ kényszereknek

22. Ignotus, ,Madame Récamier,” in Ignotus vdlogatott irdsai (Budapest:
Szépirodalmi Kiad6, 1969), 127-131, pp. 103-4.

23. Sandra Bartky, , Foucault: A néiesség és a patriarkalis hatalom moderniza-
ci6ja,” ford. Keresztes Gyorgy, Magyar Filozdfiai Szemle 36 (1992) 434-445, p. 435.

24. Judith Butler, ,Performative Acts and Gender Constitution: An Essay
in Phenomenology and Feminist Theory,” in Writing on the Body: Female Em-
bodiment and Feminist Theory, szerk. Katie Conboy, Nadia Medina és Sarah
Stanbury (New York: Columbia University Press, 1997), 401-417, p. 402.

25. Butler, Jelentds testek. A ,szexus” diszkurziv korldtairol, ford. Barat
Erzsébet és Sandor Bea (Budapest: Uj Mandatum Kiad6, 2005), p. 12.
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veti ald magat.?® Ez a konstrukcid tehat nemcsak idébeli folyamat, de
normakat ismétlo és citalo performativ folyamat is.?” Mindezt Madame
Récamier valdban csak targyként viseli el - s6t: paciensként ,szenvedi
el”; el6bb targy, majd alany. Pontosabban: targyként lesz alany, hiszen
a performativ aktusok 1ényege szerint azza lesz, amit jatszik. Olyan t6-
kéletesen jatszik, hogy kozben atalakul: a jel-mez, az 4l-arc maga lesz a
nd, a jaték maga az élet, a szerep maga az én.

Ez a kézismert Récamier-ikon: ezt rogzitette a David-portré, ezt
festette meg kés6bb Magritte élet nélkiilinek, ezt hasznalta chaise
longue-ként Napoleon, s metonimikus jelentésatvitellel ezt targyiasi-
totta butornévvé a magyar nyelv (szemben a franciaval vagy az angol-
lal). Teljes a n6 objektivalasa: a kulturalis norma szoévegh lejatszasa-
nak eredményeképp Madame Récamier sz6 szerint targyiasul, perfor-
mativ mddon eldallitva az ,igazi n6t” és ikonjat egyarant.

Xk

A targyalt szovegekrdl elmondhatd, hogy minden esetben performativ
folyamatokrol és az ezek eredményeként 1étrejové tarsadalmi-kultura-
lis konstrukciékrdl beszélhetiink. Mindegyik iras tarsadalmi és nyelvi
konstrukcidként jeleniti meg a tdrsadalmi nemi identitast. Egyik szo6-
veg sem a ndiség esszencialista felfogdsa mellett érvel: a szovegekbdl
teljességgel hianyzik a n6i ,1ényegre”, a néi principiumra tett legkozve-
tettebb utalas is.

Az elemzett normakoévetd megképzések sordn az ismert tarsadal-
mi szovegkonyveket ismétl6 és utanzd performativ ritualé eredménye-
ként jelenik meg a nd, aki targyként konstrualédik. Mikézben a tarsa-
dalmi normadk jol ismert el6adasainak vagyunk tanui, a n6é a nézett és
vagyott Masik statuszaban rogziil. EkKképp mintha valéban a beauvoiri
keret elevenedne meg ezekben a szovegekben: a szerzok az objektivi-
zalt Masik alakjaban rogzitik a n6t, aki, mint Beauvoir ramutat, a férfi
Enhez képest — amely alanyi és abszoldt - lesz a Masik, a férfi Enhez
valé viszonyaban definialédik.?® Masként fogalmazva: minthogy az
alany-targy viszony reprodukalddik, a néi szubjekci6 elvalaszthatatlan
az alavettetés, azaz a szubmisszi6 folyamataitdl. Itt a hatalom ugy hat
a szubjektumra, hogy azt az alavettetés és alarendeltség pozicidjaban
performalja - ott 1épteti ,hatalyba”, akar a torvényalkoté a torvényt.

26. Judith Butler, Undoing Gender (New York: Routledge, 2004), p. 41.
27. Butler, Jelentds, p. 23.
28. Beauvoir, A mdsodik, p. 11.
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Davidhazi Péter
Ulterius

Egyetlen szo jelentésége Swift sirfeliratan

Hic depositum est Corpus / IONATHAN SWIFT S. T. D. / Hujus
Ecclesia Cathedralis / Decani, / Ubi sava Indignatio / Ulterius
/ Cor lacerare nequit. / Abi Viator / Et imitare, si poteris, /
Strenuum pro virili / Libertatis Vindicatorem. // Obiit 19 Die
Mensis Octobris / A.D. 1745. Anno Atatis 78.

Latogatoként ma is elolvashatjuk Jonathan Swift maga készitette sirfel-
iratat a dublini Szt. Patrick székesegyhazban. Ha a fekete marvany fa-
litdbla nem allna olyan magasan egy boltives ajt6 folott, kézzel érintve
is meggy6z6dhetnénk rola, hogy szovege az elhunyt végakarata sze-
rint, azaz nagy, mélyen vésett és er6sen aranyozott betiikkel® 6rzi élete
szamvetését és az arrajarénak szo6l6 buzditasat. Mint nyilvan sokakat
el6ttem, engem is gondolkodoba ejtett a hires sirfelirat, amelyet egy
bazeli konferencia-el6adashoz angolra kellett forditanom: ,Here is
laid the body of JONATHAN SWIFT, Doctor of Sacred Theology, Dean
of this cathedral church, where savage indignation cannot lacerate
the heart any more. Go, traveller, and imitate if you can the strenuous
and dedicated vindicator of liberty.”? Ezutan egy pécsi el6adassorozat,
majd a belble kinov konyv céljabdl igy forditottam magyarra: ,Itt van
eltemetve JONATHAN SWIFTnek, a Sz[ent] T[eoldgia] D[oktord]nak,
e székesegyhaz esperesének teste, ahol vad felhdborodas tobbé nem
marcangolhatja szivét. Menj, vandor, és utanozd, ha tudod, a szabad-
sag e kitart6 és odaado védelmez6jét.”® Ezt Swiftnél még egy kétsoros,

1. Jonathan Swift, The Prose Works of Jonathan Swift, szerk. Temple Scott,
vols 1-12. (London: George Bell and Sons, 1897-1908), vol. 11, pp. 404-5.

2. Péter, Davidhazi A Monumental Inscription: The Transcultural Heritage
of Swift’s Epitaph,” in Moment to Monument: The Making and Unmaking of
Cultural Significance, szerk. Ladina Bezzola Lambert, Andrea Ochsner, Regula
Hohl Trillini, Jennifer Jermann és Markus Marti (Bielefeld: Transcript Verlag,
2009),51-69, p. 51.

3. Davidhazi Péter, Menj, vdndor: Swift sirfelirata és a hagyomdnyrétegzo-
dés, Thienemann-el6adasok 4, szerk. Nagy Imre (Pécs: Pro Pannonia, 2009),
p-73.
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elkiilonitett zaradék koveti, melynek megértését az olvasdéra hagytam;
forditasat most pétolom: ,Elhunyt oktéber havanak 19. napjan, az Ur
1745. esztendejében, élete 78. évében.” Bar Swift latin szovegét kez-
dettdl irodalmi miinek is tekintettem, értelmezése kozben féként a
sirfelirati kozkincsbdl vett formulai (,Hic depositum est Corpus”, ,Abi
Viator”), illetve Osszetettebb eredetli és koltdileg egyénibben meg-
munkalt szokapcsolatai (,seva Indignatio”, , Libertatis Vindicatorem”)
foglalkoztattak, els6sorban a hagyomanyok rétegzédése szempont-
jabol. Ezekhez képest szinte fel sem t{int egy nyelvtanilag szerény,
latszoélag igénytelen, els6 pillantdsra koltdiséget nem mutatd szava:
»Ulterius”.

Egészen addig, amig a kozelmultban el nem olvastam Hovanyi
Marton recenziéjat az emlitett konyvemrol, s benne forditasat, amely
(mint fel is hivja ra a figyelmet) tobb helyen eltér az enyémtdl. Magarol
a megtisztel6en alapos recenziérdl nem lehet tisztem véleményt mon-
dani, mert Arany Janos elvét vallom, miszerint a szerzd hallgasson.*
(S6t, gondolatban ennél erdsebb igét szoktam hasznalni.) Persze né-
masagi fogadalmat megtartva az ember magaban mindig fogadja ha-
lasan a munkajanak szentelt figyelmet, igyekezzen tanulni sajat feltart
és fel nem tart hibaibol, alkalomadtan a recenzenséibdl is, az esetleges
dicséreteknek pedig ortilhet, de olyan el6vigyazattal figyeljen rajuk,
mint a magat arbochoz kottetd Odiisszeusz a szirének énekére, s to-
vabb hajézvan prébalja meg 6ket miel6bb elfelejteni. Epp ezért most
recenzensem alternativ forditdsanak csupan egy mondatat idézem,
amelynek egyik megolddsa szdmomra kiilondsen gondolatébreszt6-
nek, s végiil termékenynek bizonyult, ugyanis akaratlanul ravilagitott
a sirfelirat egy addig szinte jelentéktelennek tlint szavara, s kikény-
szeritette mondatbeli szerepének, szemléleti Osszefliggéseinek és
poétikai kovetkezményének atgondolasat. Ime tehat a nyitémondat
forditasa Hovanyinal: ,Itt helyeztetett el Jonathan Swiftnek, a Sz(ent)
T(eolégia) D(oktordnak) teste - aki dékanja volt ezen egyhaz katedra-
lisanak - ahol a vad bosszisag nem tudja szétmarcangolni a tavolabb
1év6 szivet.”> Vagyis amit én ugy forditottam, hogy ,where savage in-
dignation cannot lacerate the heart any more”, illetve ,,ahol vad felha-

4. ,Arany Janos Tompa Mihalyhoz, 1856. A sziinnapok els6jén [augusztus
1.]”; ,Arany Janos Erdélyi Janoshoz, 1856. szeptember 4.,” in Arany Jdnos Gsszes
miivei, szerk. Keresztury Dezs6, vol. 16, Arany Jdnos levelezése (1852-1856),
s. a. r. Safran Gyorgyi, Bisztray Gyula és Sandor Istvan (Budapest: Akadémiai
Kiad6 1982), pp. 729, 751.

5. Hovanyi Marton, ,Davidhazi Péter: Menj, vdndor: Swift sirfelirata és a
hagyomdnyrétegzddés,” Irodalomtérténet 42.2 (2011) 273-280, p. 276.
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borodas tobbé nem marcangolhatja szivét”, azt recenzensem ugy, hogy
»ahol a vad bosszisag nem tudja szétmarcangolni a tavolabb 1évé szi-
vet”.

Tehat ,.a tavolabb 1év6 szivet”?! Sokat koszonhetek e szokapcsolat-
nak, noha valésziniileg félreértésen alapszik. (Szerintem a forditasnal,
mint barmely mas értelmezési fajtandl, létezik félreértés, és elvileg is
megkilonboztethetd az érvényes értelmezésektdl. Ebbdl a szempont-
bol sokat artott az egykori, divatos, részben védhetd, de tulfeszitve
alkalmazott tétel, miszerint minden olvasat eleve félreértés volna.
Persze ugyanazon szovegnek tobbféle érvényes forditasa vagy értel-
mezése lehet, amelyek nem félreértések, ellenben akarmit azért még-
sem lehet réla érvényesen allitani.) Szamomra itt e székapcsolatnak
nem az érvényessége vagy tévessége fontos, ezért korantsem helyre-
igazitasul, még csak nem is normativ médon prébalom 6sszehasonli-
tani ezeket a forditdsokat egymassal s az alapjukul szolgalt latin sz6-
veggel. Célravezet6bb a viszonylag ujkelet(i forditastudomanyi tétel,
miszerint a forditasok vizsgalata nem akkor teheti a leghasznosabb
szolgélatot, ha az eredetihez mérve mindsitjiik 6ket, arra beallitédva,
hogyan kellett volna érteni a miivet, hanem ha azért hasonlitjuk 6ssze
Oket egymassal és az eredetivel (ami itt csak tertium comparationis),
hogy kidertiljon, val6jaban a forditok hogyan értették leforditando
szovegliket, s ezek az el6fordult, tehat ennyiben (akar a nyilvanvalé
tévedésekkel egyiitt is) egyszer mar lehetségesnek bizonyult értelme-
zések hogyan viszonyulnak egymashoz, és kiilonbségeik mit fednek
fol a mi nyelvi és poétikai sajatossagaibdl.® Tegyiik hozza, hogy ehhez
még a félreértésen alapuld valtozatok is hasznalhatok, ugyanis felté-
teles, mégpedig ,tényellentétes” (counterfactual) gondolatkisérletként
érdemes megvizsgalnunk, hogy ha elfogadnank 6ket, hogyan valtoz-
tatnak meg a m jelentésvilagat, s ebbdl mit tudhatunk meg az altaluk
riilhet, milyen sok mulik egyetlen szé forditasan, valtozatai mennyire
kiildnbo6z6, s6t egészen mas miiveket eredményeznek, s bepillantha-
tunk az eredeti szoveg addig nem sejtett mélységeibe.

6. Balz Engler, ,Constructing Shakespeares in Europe,” in Four Hundred
Years of Shakespeare in Europe, szerk. A. Luis Pujante és Ton Hoenselaars, bev.
Stanley Wells (Newark: University of Delaware Press; London: Associated
University Presses, 2003), 26-39, p. 35; Dirk Delabastita, ,More Alternative
Shakespeares,” in Four Hundred Years of Shakespeare in Europe, 113-133, p.
124.
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»Ulterius Cor” vagy inkabb , Ulterius ... nequit”:
szintagmak és szivfajdalom

Szembedtl6 kiilonbség a nyitdmondat harom forditdsaban, hogy a
Swiftnél olvashat6 ulterius ndlam angolul ,,any more”, magyarul ,tobbé”,
Hovanyindl pedig ,tavolabb 1év4”. Az eltérés e latin szénak nem csak
jelentésére szoritkozik, nem is csupan itteni széfajara (ami az én olva-
satomban hatdrozész6 kozépfokban, az 6vében melléknév kozépfok-
ban), hanem egytttal mondattani helyére és funkciéjara. En gy gon-
dolom, hogy a ,lacerare nequit”-re vonatkozik, vagyis az igei allitmany
hatarozo6ja, mégpedig id6- vagy/és mddhatarozoja (a felhaborodas
tovdbb mar nem marcangolhatja a szivet), s ezaltal valtast jelez, azaz
szembeallitja a multat a jelennel és a jov6vel. Hovanyi értelmezésében
viszont a kozvetleniil utdna kovetkezo6 ,Cor”-ra vonatkozik, vagyis a
mondat targyanak jelz6jeként szolgal, térbeli viszonyt jelol, eszerint
tehat a mondat 6sszes allitasa (az ellentétezd visszautalas hijan) mar
eleve a jelenben, a temetés utdn, a sir egyidejliségében jatszodik.

Mas kontextusban nem zarhatnank ki e sz6 ilyen alkalmazasat,
hiszen a semleges nemi cor fénévnek éppenséggel lehetne jelzdje az
egykor feltehet6leg 1étezett *ulter, *ultra, *ultrum melléknév (,,valamin
tuli”, ,taloldali”) kozépfokanak (ulterior, ulterius) nemben megfelel6
ulterius alak ,messzebbi”, ,tavolabbi” értelemben. fgy szerepel az ul-
terior példaul Cicerénal, megkiilonboztetendd a tavolabbi (az Alpokon
tuli), illetve a kozelebbi Galliat: ,quorum alter ulteriorem Galliam de-
cernit cum Syria, alter citeriorem”, Ferenczi Attila forditdsaban: ,akik
koziil az egyik Gallia Ulterior-rél és Syriardl nyujtott be javaslatot, a
masik Gallia Citerior-rél” (De Provinciis Consularibus, 15. 36.). Swift
sirfeliratan azonban tébb okbél is kizarhatjuk ezt a lehet6séget. Ha
a helyszinen vagy fényképen olvassuk, mar sortordelése figyelmez-
tet, hogy az ,Ulterius” itt nem a ,Cor”-ral alkot k6zds szintagmat.
Bevezetémben ferde vonalakkal elvalasztva, de folyamatosan idéztem
a sirfelirat sorait, most érdemes megtekinteni a szoveg térbeli elren-
dezését és tipografiajat a dublini marvanytabla szerint. Egy ennyire jol
atgondolt szerkezetben a ,Cor” elkiilonitése is nyilvan a sugallt jelen-
tést hivatott szolgalni, s nem tekinthetjiik esetlegesnek, véletlenszerii-
nek, vagy merd sziikségmegoldasnak:
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Hic depositum est Corpus
IONATHAN SWIFT S. T. D.
Hujus Ecclesize Cathedralis
Decani,

Ubi szeva Indignatio
Ulterius
Cor lacerare nequit.
Abi Viator
Et imitare, si poteris,
Strenuum pro virili
Libertatis Vindicatorem.

Obiit 19 Die Mensis Octobris
A.D. 1745. Anno Atatis 78.

Ez az igényes, kozépre zart, gondos kdzpontozassal és tipografiaval
is kiemelt elrendezés nemcsak aranyos szépségii alakzatra torekszik,
hanem lathatolag a sirfelirat korabeli m{ifajmintajanak, a tizenhetedik-
tizennyolcadik szazadban jol ismert carmen lapidariumnak hagyoma-
nyos szabdlyat koveti, azaz a szoveg egészének jelentéséhez igazodik,
nem pedig a prozai mondatfiizés altaldnos szokasaihoz vagy (itt a pré-
zan helyenként atsejl6) metrikai formakhoz.” Ha a szandékolt jelen-
tés azt kivanta volna, hogy ,Ulterius” és ,,Cor” 6sszetartozzanak, akkor
béven lett volna hely az ,Ulterius” mellett a ,,Cor” szamara, ahogy ma-
sutt (néhany sorral foljebb vagy lejjebb) harom-négy szd is kifért egy
sorban. Tudatos elrendezés mive tehat, hogy az ,Ulterius” egymaga
képez sort; sét, mivel végrendeletében Swift rendkiviil aproélékos
utasitasban rogzitette a marvanytabla elkészitésének és vésetésének
paramétereit,® az autograf kézirat elpusztulasa ellenére feltételezhet-
jik, hogy e sortordelés is az 6 tervét kovette. Azonban akar igy volt,
akdr nem, az ,Ulterius” ilyetén elhelyezése mindenképpen, a (végsé

7. Joshua Scodel, The English Poetic Epitaph: Commemoration and Conflict
from Jonson to Wordsworth (Ithaca és London: Cornell University Press, 1991),
p- 257; John Sparrow, Visible Words: A Study of Inscriptions in and as Books and
Works of Art (Cambridge: Cambridge University Press, 1969), pp. 2-5, 24-5,
132-3; a prézan atsejlé metrikai formakra Vince Maté hivta fel a figyelmemet,
ezuton kdszonom.

8. Jonathan Swift, The Last Will and Testament of the Revd Dr Jonathan
Swift, bev. Vincent Kinane (Dublin: The Ussher Press, 1984).
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soron bizonyithatatlan) szerz6i szandéktdl fiiggetleniil is ellentmond
annak, hogy e sz6 az utana kovetkez6, de Uj sort kezd6 ,Cor” jelzbje
akarna lenni. Mivel a sortordelés itt mindvégig a mi jelentésének vi-
zudlis szerkezeti kiemelésére szolgal, az ,Ulterius” kiilon sorra 6nal-
l6sitasa is a megfelel6 értelmezést jelezve, sugallva, mintegy ajanlva
hatarolja el a sz0 jelentését és lehetséges vonatkoztatasait a kovetkez6
sorra halasztott ,Cor” fénévtol, s teszi egyuttal hozzaférhet6vé mas
kapcsolodasok szamara. S6t, ez a szd a sirfelirat kolteményszerii els6
nagy tombjének, vagyis els6 két mondatanak sorai kell6s kozepén,
e nagy tomb Osszesen tizenegy soranak hatodik soraként (az els6 ot
utan és a masodik ot el6tt) kiemelve, mar elsd pillantasra tobbletjelen-
tést sejtet.

S ahogy a sortordeléssel, a temetkezési helyzettel sem férne dssze
az ,Ulterius” és a ,Cor” Osszekapcsolasa ’tavolabb levd szivet' érte-
lemben. Mivel a mondatban el6tte sorkezd6 hellyel és délt betiivel is
kiemelt Hic és Ubi egyarant a lehet6 legkozvetlenebb és legkézzelfog-
hat6obb értelemben allitja a ,Corpus” itteni jelenlétét, ha melléknév-
ként és jelz6ként probalnank érteni az ,Ulterius”-t, legfoljebb arra
utalhatna, hogy a sziv nem kozvetleniil a marvany falitdbla mogott
nyugszik, hanem néhany méterrel odébb, valamivel tehat tavolabb, a
képadloval egy szintre siillyesztett sirko alatt, ami igaz is - csakhogy a
test egészével egylitt van oda temetve. Ezt a lehet6séget kizarvan mit
jelenthetne az allitas egésze, ha az ,Ulterius”-t a ,Cor” jelz6jeként mint
‘tavolabb levd'-t, azaz térben messzebbit probalnank érteni? Elvégre
ez a mondat nem lélekrdl beszél, aminek sorsa a testt6l elvalhatna,
hanem szivrél, ami a mondatban kordbban emlitett corpus jelenté-
sének vonzaskorében (,Hic Corpus ... Ubi ... Cor”) egyszerre jelenti
a szivet mint testrészt, illetve atvittebb értelemben mint az érzések
székhelyét, megfeleléen a cor, cordis f6bb 6kori jelentéseinek. Bar a
melléknév kozépfokanak hasznalatat bajosan indokolnd, legf6ljebb
egy olyan 0sszjelentést feltételezhetnénk, hogy ,a tavolabb 1évé szivet”
csakugyan tavolabb, azaz mashova temették, mint a test itt nyugvd
tobbi részét. llyesmire persze szamos példat ismeriink; a magyar ol-
vasdénak eszébe juthat, hogy alig tiz évvel azel6tt, 1735-ban éppen ez
tortént II. RAkdczi Ferenc haldla utdn: a Rodostoban elhunyt fejedelem
tetemét Mikes Kelemen Konstantinapolyban, a galatai jezsuita temp-
lomban a fejedelem édesanyja, Zrinyi llona mellé temettette, de be-
balzsamozott szivét végakarata szerint a Parizs kornyéki Grosbois-ba
kildte, a kamalduli szerzetesek &rizetére bizva. Mivel a sziv kés6bb
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a francia forradalom alatt elt(int, a kassai domban térténé djrateme-
tés (1906-ban) mar eleve csak enélkiil mehetett végbe. Ime egy sir,
amelyre illenék a ,tavolabb 1évé szivet” formula - Swift sirjara azon-
ban nem.

Mas kérdés, hogy a ,Hic depositum est Corpus ... Decani, / Ubi
seeva Indignatio / Ulterius / Cor lacerare nequit” szerkezet mondat-
beli targya az én értelmezésemben is legalabb kétértelmi, de mindkét
jelentés illik a mondat nyelvtanahoz és a felidézett helyzethez. Ugyanis
a ,Cor” sz egyszerre utal a megnevezett Jonathan Swift érzésvilagara
és az egyetemes emberi sorstapasztalatra, s ezaltal a sirfelirat élet-
rajzi adatokban bévelked6 kontextusaban e mondat egyszerre konk-
rétan személyes és egyetemesen filozoéfiai jelentésii, egyszerre szol
eqy emberrdl és az emberi léthelyzetrsl. Eppen a forditok valasztasi
kényszere vilagit ra a latin sz6 hasznalatanak tobbértelmiiségére.
Swift szévegében a ,corpus ... decani” és a ,Cor” viszonya annyiban
sejtelmes marad, hogy nem tudhatjuk kizar6lagosan eldonteni, csak a
névvel, foglalkozassal, titulusokkal (s6t végiil sziiletési és elhalalozasi
datummal) megkiilonboztetett egyén szivérdl van-e sz, vagy altala-
ban az emberi szivrél. Ezzel szemben a fordit6 valasztasra kényszertil,
s értelmezési kovetkezményekkel jar, hogy a ,szivét” vagy a ,szivet”
alakot hasznalja. Ezért mindenképp sziikit az a régrél ismerds életrajzi
olvasat, amely kifejezetten Swift szivére (,,his heart”) utal mint a szen-
ved6 maganember és a miivekben megszdlalé szerz6 ugyancsak dult
érzelmeinek k6zos helyére. Mar Thackeray parafrazisadban ezzel talal-
kozunk: , The »saeva indignatio« of which he spoke as lacerating his
heart ... breaks out from him in a thousand pages of his writing, and
tears and rends him.”® De ugyanigy sziikit a fordit6, ha barmelyik meg-
oldast valasztja; mindkett6t kiprobaltam, egyiket angol forditdsomban
(,where savage indignation cannot lacerate the heart any more”), ma-
sikat a magyarban (,,ahol vad felhdborodas tobbé nem marcangolhatja
szivét”). Igaz, a ,szivet” alak, amelyet Hovanyi is elényben részesitett,
latszatra szorosabb olvasata volna a ,Cor”-nak, mint a ,szivét” de el-
lene szo6lhat, hogy talan csak betii szerint vesz egy latinizmust és igy
foloslegesen pedans, ugyanis a birtokos névmas nélkiili latin fénév az
adott, sziikszavusagra toré kontextusban (funkcidja szerint) aligha-
nem csupan a ,szivét” rovidebb, lapidaris megvaldsitasa akar lenni,

9. W. M. Thackeray, The English Humourists of the Eighteenth Century:
A Series of Lectures, Delivered in England, Scotland, and the United States of
America (Leipzig: Bernhard Tauchnitz, 1853), p. 31.
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s ezért indokolt lehet birtokos névmassal forditani, mint Angus Ross
tette: ,where savage indignation can no longer tear his heart”.1?

De hibas és félrevezetd volna a funkciondlis ekvivalencia néven is-
mert forditas-modszertani elvben biznunk, mert a ,szivet” és ,szivét”
nem lehet egyenértéki, azaz felcserélésiik jelentésvaltozashoz vezet.
Ugyanis a ,szivet”, akar a latin sz6 hasznalatanak eredeti kétértelmiisé-
gébdl, akar a fordité valasztasi kényszerébdl szarmazik, mindenképp
egyetemesebb jelentés(i: a sziv, az emberi sziv, bArmelyikiinké, itt mar
nem szenvedhet. (A ,Hic” ebben az altalanos emberi vonatkozasban
nemcsak a halal utani allapotra, a sirbeli 1étre utalhat, hanem esetleg
a katedralisra is, a templomra mint hagyomanyosan, évszazadokon 4t
hasznalt menedékre, jollehet ennek kicsit ellentmond, hogy az a sze-
mély, akirdl a sirfelirat beszél, épp ennek a katedralisnak volt esperese,
vagyis élete nagy részét ugyanezen falak kozt toltotte, és vad felhabo-
rodasa az els6 mondat hallgat6lagosan beleértett allitasa szerint mégis
bejutott ide, elérte 6t és gyotdrni tudta.) Magyar valtozatban a ,szivet”
nem rovidebb (ugyanannyi szo, szétag, s6t betli, mint a ,szivét”), de
altalanositobb, ezaltal meditativabb szoveget ad, noha kdzvetve ez is
a mar megnevezett Jonathan Swift szivére utal. Némileg sarkitva: a
»Szivet” az egyetemes emberi sors korébe utalja Swift kinzé felhabo-
rodasat és annak okait, koztiik (a kovetkez6 mondatbdl sejthet6en) a
szabadsag hianyat, klasszicista 1étértelmezésre valléan, ezzel szem-
ben a ,szivét” egyénibb tragédiat sejtet, romantikus mellékzongékkel;
ugyanakkor e mi kontextusdban mégis van koztiik atfedés: a ,szivét”
jelentése elsédlegesen egyedi, masodlagosan (kozvetve) altaldnos, a
»Szivet”-é épp forditva. Mindkét olvasat jogos, de sziikit6 hatadsuk mas-
mas problémakat vet fel; példaul ha a ,szivet” alak arra célozna, hogy
itt mar senki szivét nem marcangolhatja a vad felhdborodas, vagyis ha
a ,Cor” altalaban az emberi szivre vonatkozna, akkor miért épp (és
csak) a ,seeva Indignatio”-t emlitené a széveg mint a halal utani allapot
jellemz6jét? Tul esetlegesnek hatna ez az érzelem, ha az emberi érze-
lemvilag pars pro toto metonimiaja akarna lenni. Ha nem Swift szivérol
és fajdalmarol volna sz6, akkor miért épp ezt az érzelmet emlitené a
szoveg példaként arra, hogy az emberi sziv mar semmit sem érez a
halal utan? Hiszen az emberiség annyi mas érzéstdl is szenved, s annyi
mastdl is megszabadul a halalban.

10. Angus Ross és David Woollen, szerk., Jonathan Swift, The Oxford
Authors (Oxford, New York: Oxford University Press, 1984), p. 694.
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Kifogasolt, de klasszikus latinsag:
carmen lapidarium mint ,id6szembesitd” verstipus

Megkeriilhetetlen kérdés, hogy az ulterius mondatbeli helyének mér-
legelésekor szamithatunk-e a klasszikus vagy akar csak egy okvetle-
niil helyes széhasznalatra. John Boyle, Orrery gréfja 1751-ben hiivo-
sen nyilatkozott Swift két latin koélteményérdl (,Carberiae Rupes in
Comitatu Corgagensi apud Hybernicos”, ,Az irorszagi Carbery szik-
14irol”; ,Ad Amicum Eruditum Thomam Sheridan”, ,Episztola Thomas
Sheridan tudds baratomhoz”), s bar elismerte, hogy Swift tokéletesen
értett latinul, nem tartotta vérbeli latin koltdnek, sirfelirata nyelve-
zetét pedig kezdetlegesnek, csiszolatlannak, szinte érthetetlennek
itélte, alkalmatlannak arra, hogy szerzéje tetteit ill6 médon bemutassa
utékoranak. Egy feltételezés szerint e kifogasok részben az ellip-
tikus ,pro virili” (,teljes erejébdl”, ,erejéhez képest”) szokapcsolatra
utalhattak (pro virili parte helyett), részben a ,vindicatorem”-re, s az
itélet mindenképp tul szigoru.!? Swift sirfeliratanak székincse egyéb-
ként sem férhetett volna be a klasszikus latinsag keretei k6zé, hiszen
doktori cimének ,S. T. D.” roviditésében sziikség volt az utobb képzett
theologia sz6ra, hivatasanak megjel6léséhez meg harom kései szokép-
z6dményre (,Corpus ... Ecclesiae Cathedralis Decani”); tovabbi kérdés
volna, hogy melyik egykori latin nyelveszményhez képest itélhetiink,?
és miért éppen az ,aranykori”, azaz els6 szazadi nyelvhasznalatot kér-
nénk szamon egy tizennyolcadik szazadi szovegen, ezaltal voltaképpen
tagadva a kozben eltelt hosszi idészak jogat az érvényes nyelvforma-
lasra.'* S mint minden kései feliratos szévegnél, itt is megfontolandé,
amit 1641-ben Aloysius Juglar a Christus Jesus cimmel kiadott, epig-
rafikus stilusu elogium-gy(ijteménye el6szavaban a maga mentségéiil
irt: ebben a miifajban sokszor nem lehet a tiszta latinsagot megval6si-
tani.’®

11. John Boyle, Fifth Earl of Cork and Orrery, Remarks on the Life and
Writings of Dr. Jonathan Swift, szerk. Jodo Froes (Newark: University of
Delaware Press; London: Associated University Presses, 2000), pp. 169, 270.

12.]. V. Luce, ,A Note on the Composition of Swift’s Epitaph,” Hermathena:
A Dublin University Review, Swift Number, 104 (1967) 78-81, pp. 78-9.

13. V6. John Monfasani, ,Renaissance Humanism and Language,” el6adas a
Magyar Tudomanyos Akadémian 2008. majus 19-én, kézirat.

14. Erre Ferenczi Attila hivta fel a figyelmemet, akinek értékes észrevéte-
leiért és dolgozatom lektoralasaért eziiton mondok kdszonetet.

15. V6. Sparrow, pp. 122-3.
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De az ,Ulterius” alkalmazasa itt 6sszhangban all az 6kori klasszi-
kusok nyelvhasznalataval. Igaz, azzal 6sszhangban a sz6 elvileg (mas
szovegosszefiiggésben) melléknév is lehetne és utalhatna térbeli ta-
volsagra, azaz kozépfokban all6 melléknévként jelenthetné, hogy ,ta-
volabbi”, ,messzebbi”, ,félrees6bb” vagy akar ,taloldali”. Ezt jelenti pél-
daul Ovidiusnal a Metamorphoses masodik konyvének 417. soraban:
»2Ulterius medio spatium sol altus habebat”, Devecseri Gabor fordita-
saban: ,Tualjart mar régen delel§jén Phoebus az égen”. S6t el6fordul,
hogy az ,ulterius” mint adverbium tisztan térbeli viszonyt jeldlt, mint
Ovidiusnal egy tajleiras végén: ,Ulterius nihil est, nisi non habitabile
frigus” (Tristia 3, 4, 51.), prozai nyersforditdsban: azon tul semmi
nincs, csak lakhatatlan hideg. De ugyanezen szerzéknél gyakran fel-
bukkant atvitt értelemben is (,tovabb”, ,nagyobb mértékben”) pél-
daul Vergiliusnal az Aeneis végén Turnus konyorgésében Aeneashoz:
,Ulterius ne tende odiis” (V. 12, 938), Borzsak Istvan proézai forditasa-
ban: "Ezen tdl ne menj a gytiloletben!”, illetve Kartal Zsuzsa mifordi-
tasaban ,Gytiloleted messzebbre ne menjen!” Legfontosabb azonban,
hogy Swift sz6hasznalatanak k6zvetlen 6kori mintajaként béven talal-
hatunk olyan klasszikus szoveghelyeket, amelyekben a sz6 kifejezet-
ten id6tartamra utal, mégpedig szintén tagadassal parositva, a ,tovabb
mar nem” jelentés részeként. Két példa Ovidius Metamorphosesébol:
»nec ulterius dare corpus inutile leto” (12, 344), Devecseri forditasa-
ban: ,s mar a haszontalanult testet nem akarja mego6lni”; ,Non tulit
ulterius” (3, 487), Devecserinél: ,nem tlirhette tovabb”. Ugyanebben
az értelemben irja Swift, hogy ,Ubi sava Indignatio / Ulterius / Cor
lacerare nequit”: ahol a vad felhdborodas / tovabb / szivét marcan-
golni nem tudja.

S itt mar latni, hogy a sirfelirat grammatikaja és sortordelése el-
valaszthatatlan a carmen lapidarium egyszerre nyelvi és vizualis kol-
tészetétdl. A mondatfizéssel és elrendezéssel tizenegy koziil éppen
hatodik sorra és formai kozéppontta avatott sz6 fontos hatarkévé
valik, szimbolikus fordulépontt], s jelentése is éppen ezt hivatott su-
gallni: ami eddig folytonosan szenvedett, innentdl, ettdl fogva mar nem
szenved a sziv, nem éri el a gyotrd felhaborodas. Kozépfokban 1évén,
az ,Ulterius” eleve valamihez, valami alapfokihoz képest jelzi, hogy
tovdbb (mar nem); azaz egy viszonyitasi pontot jeldl ki, ahol valami
véget ér, illetve ahonnan valami mas kezdd6dik, s ehhez képest beszél
egy azon tuli tartomanyrol. Mindehhez a ,lacerare nequit” 6nmagaban
kevés volna: éppen (és csakis) az ,Ulterius”-nak koszonhet6 az egy-
mashoz viszonyitott és egymassal szembeallitott mult, illetve jelen (és
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jovd) ellentéte, kiillonbségiik biztos megmaradasa, az egész helyzetkép
tavlatossaga. Igaz, a mondat nélkiile is azt sejtetné, hogy a sziv masutt
(azaz nem ,Hic ... Ubi") ki lehetne téve a ,sava Indignatio”-nak, de az
sUlterius” egyértelmiien arra utal, hogy a sziv el6z6leg, azaz eddig ki
volt téve neki, s6t, dllanddan szenvedett téle. Amikor a sirfelirat élére
helyezett Hic és a sorkezd6 Ubi egyarant dolt betiis vésete kiemelte a
sir mint térbeli hatarpont fontossagat, utdnuk a kozponti helyre tett
»Ulterius”-ra maradt a ki nem mondott nunc mint idébeli hatarpont
érzékeltetése, ami egykor a temetés idépontjat jelentette, de egyuttal
épp a ,sxva Indignatio” végleges megsziintetésével ezt a pillanatot ki
is nyitotta a jovo felé: a szivnek e védett allapotban nincs tobbé szen-
vedése. Itt deriil ki, mennyire elszegényitené a szoveg mélyvilagat, ha
(feltéve, de meg nem engedve) le kellene mondanunk az ,Ulterius” id6-
hatarozoi értelmezésérol s vele az ,Ulterius ... nequit” ,tovabb ... nem
tudja” jelentésérdl.

Mint koltemény tehat ez a szoveg épp az ,Ulterius” jovoltabol utal
az élet és holtlét idGszakait elvalaszto pillanatra, s ezaltal tartozik
ahhoz a miifajhoz, amelyet egy emlékezetes tanulmany ,idészembe-
sit6” verstipusnak nevezett, s a ,még”, ,mar”, ,most” szavak idéviszo-
nyité hasznalataval, valamint ,létosszegz6” funkcioval jellemzett.'®
Ugyanakkor e verstipus altaldnos jellemzdihez hasonlitva jobban ki-
rajzolédnak Swift szovegének egyes vonatkozasokban eltérd sajatos-
sagai. Swift onalkotta sirfelirata egyes szam harmadik személyben
beszél az elhunytrol, de féként alighanem azért, mert a sirban fekvé
holttest kozvetlen, elsé személyli megszoélaltatdsdnak hagyomanyat
mar talsdgosan naivnak tartotta volna, s az egyébként sem illett bele a
korabeli jelentds személyek sirfelirati retorikdjaba. Ennek ellenére ez
a sirfelirat nyilvdnvaléan és koztudottan 6énmegnyilatkozas, ennyiben
tehat 6sszhangban van az idészembesitd verstipus onelbeszélési ha-
gyomanyaval:

Selbsterzdhlung, 6nmagunk elbeszélése, ahol a Selbst a tudato-
sult, egyedi torténelemre, autondmiara igényt tarté emberi 1é-
tiinkkel egyenld. Elbeszélése lerogzitése annak, ami vagyunk, s
ami az altal vagyunk, hogy azzd lettiink. Nem a mulanddsag e
versek targya, hanem ellenkezéleg, az: tudott-e az ember a mu-

16. Németh G. Béla, ,Még, mar, most: J6zsef Attila egy kései verstipusa-
rél,” in M és személyiség: Irodalmi tanulmdnyok (Budapest: Magvetd, 1970),
671-699.
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landdsaggal szembedllitani valamit, tudta-e életét dnértelmi
létegésszé alkotni ... .Y

Persze nem mindegy, hogy erre az o6nelbeszélésre mikor kertil
sor, s ebbdl a szempontb6l Swift szovegére csak nagy vonalakban illik
az id6szembesitd verstipus 1étosszegzésének szokasos beszédhely-
zete, vagyis hogy ez ,az egyéni 1ét egy alanyi beteljesiilési, lezarulasi,
illetve elzarulasi helyzetébdl, allapotabdl s tavlatabol megy végbe”.'
Swiftnél ugyanis ez az elzarulasi helyzet nem egy a sok lehetséges
koziil, hanem maga a megel6legezett haldl, illetve az utana kovetkez6
sirbeli 1ét, s innen visszanézve 0sszegz6dik mind a ,seeva Indignatio”,
mind az utdnzandé példanak Allitott kiizdelem a szabadsagért.
Ugyancsak fontos kiilonbség, hogy a tanulmany szerint e verstipus
romantika utan el8térbe keriilt valtozatanak lirai alanya a végesnek
érzett jové szempontjabol 0sszegzi 1étét egy immar transzcenden-
cia nélkiili, ,emberkézponta vilagkép” keretében,' Swift sirfelirata
pedig egy halal utani perspektivabdl pillant vissza, hogy a korabbi
véges életidé szenvedésével egy behatarolatlan, ha tetszik, végtelen
idejl sérthetetlenséget allitson szembe. (Ezért is lehet az ,Ulterius ...
nequit” forditasa ,tovabb ... nem tudja” mellett ,tobbé ... nem tudja”.)
A sirfelirat ugyanakkor nem utal kézvetleniil transzcendenciara, leg-
foljebb a kétsoros adatszer(i zaradék jelzi, hogy ,A.D. 1745”, azaz az Ur
esztendejében vagyunk. Kozvetve ugyanakkor Swift sirfelirata tobb
szallal kotédik a ,seeva Indignatio” hitbéli kérdéseihez, visszavezetve
azok egyik bibliai forrasvidékéhez, a Swift szdmara kiemelten fontos
Job kényvéhez.

»Ulterius ... nequit”, ,no more”, ,nem ... tobbé”:
a végso hatar Job konyve fényében

Konyvemben féként a hagyomdanyrétegz6dés szempontjabdl probal-
tam képet adni e sirfelirat és a Job kdnyve érintkezéseir6l.?° Feltlint,
hogy mar Swift emlékmiivének terve, s f6ként a marvanytablaba vé-
sendd felirat tartdossaganak végrendeleti biztositasa?' hasonlit Job
kivadnsagahoz, amely J6b 19,23-24-ben fohdszként szakad ki beldle.

17. Németh, p. 676.

18. Németh, p. 676.

19. Németh, p. 682.

20. Davidhazi Péter, Menj vdndor: Swift sirfelirata és a hagyomdnyrétegzo-
dés (Pécs: Pro Pannonia, 2009), pp. 100-6.

21. Swift, The Prose, pp. 404-5.
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Bar a Swift szdmadra legismerdsebb King James Bible forditdsaa 19,23-
ban anakronisztikusan modernizalja a felidézett vagyképet, s elsza-
kitja a kébe vésés képzetétdl, a hasonlésag még igy is szembeotld.
(A 19,23-ban a King James Bible nagyvonaltian kdnyvbe nyomtatasroél
beszél, a miiveletet érzékeltetd héber pim [vejuhaqu] ige bevésésre
vagy metszésre utal, igy a 1oo [széfer]| fénév az adott szovegosszefiig-
gésben nem konyvet vagy akar tekercset jelent, hanem valdszintileg
kébol készilt emléktablat, sztélét,?? ami szorosabb 6sszhangban allna
a 19,24-ben emlitett késziklaba metszéssel, s egylitt még jobban ha-
sonlitandnak a Swift tervezte emléktablahoz.)

Swift végrendelete

Job 19,23-24
(King James)

Jéb 19,23-24
(Karoli)

[ desire ... that a black
marble may be
erected, with the fol-
lowing inscription in
large letters, deeply
cut, and strongly gil-
ded.

Oh that my words
were now written! oh
that they were prin-
ted in a book! That
they were graven with
an iron pen and lead
in the rock for ever!

Oh, vajha az én beszé-
deim leirattatnanak,
oh, vajha konyvbe
feljegyeztetnének!
Vasvesszovel és on-
nal orokre késziklaba
metszetnének!

Eppen a vésett emlékm( utani ahitozasra kovetkezé jobi monda-
tokra, azaz Job 19,25-26-ra emlékeztet a sirfelirat szovegének végén
rendkiviil hangsulyos vindicator szerepe. Itt az eredeti héber termi-
nus (783 [goél]) kontextualis jelentése mindmaig heves vitak targya,
s a King James Biblia szovegvaltozata e kulcsszot ,vindicator” helyett
Jredeemer”’-nek forditja, azt sugallva, hogy a szé istenségre akart
utalni, mégpedig az Gjszovetségi nagybetlis ,Redeemer”, azaz Megvalto
el6képeként, de a modern forditok mar el-elszakadnak ettdl, s egyikiik
éppen a "vindicator”-t valasztotta (,I know that my vindicator lives, A
guarantor upon the dust will stand: Even after my skin is flayed, with-
out my flesh I shall see God”), azzal érvelve, hogy e sz6 itt nem Istenre
vonatkozik, hanem egy emberre, a J6b haldla utan életben marado leg-
id6sebb férfirokonra, akinek vallalnia kell a goél hagyomanyos kotele-
zettségeit, azaz sziikség esetén bosszut allni az elhunytért, magahoz
valtani foldjét, feleségiil venni 6zvegyét és utédot nemzeni.”® Habar az
tigyet nem lehet eldonteni, mert a szoveg kétértelm és egyarant vonat-

22. Job, Introduction, bev. ford. és jegyz. Marvin H. Pope, The Anchor Bible
(Garden City, NY: Doubleday & Company, 1965), pp. 143-4.
23. Job, p. 146.

215



kozhat a legid6sebb férfirokonra mint szokasos goélre, illetve Istenre
mint Izrael népének metaforikus értelemben vett goéljara, a szerep-
kor alapjelentése mindkét esetben kozel all a Swift sirfelirata végén
megjelend vindicatoréhoz. Ugyancsak szorosan kot6dik a sirfelirat,
ahogy Swift egész életmtive is, a Job konyve rendkiviil keserii harmadik
fejezetéhez, amely Swift szokdsos olvasmanya volt sziiletésnapjan,®* s
ilyenkor kiilondsen illett hangulatdhoz, hogy ,Veszszen el az a nap, a
melyen sziilettem, és az az éjszaka, a melyen azt mondtak: fiu foganta-
tott” (Jéb 3,3).]6b itteni életundora és halalvagya egyarant kifejezédik
a swifti sirfelirat egyik sugallt jelentésében, miszerint az elhunyt szivét
a halal szabaditotta meg tovabbi gyotrelmeit6l.

Most azonban az ,ulterius ... lacerare nequit” motivuma nyoma-
ban mindezeken tul Gjabb kapcsol6dasokra bukkanunk. Még a konyv
meghasonlott és keser(i harmadik fejezete is, amelyben J6b megat-
kozza szliletése napjat, Osszefligg a végleges korszakhatar mozza-
nataval, amely kiemeli a halal mint szabadit6 jotéteményét. Ahogy a
sirfelirat els6 mondata jelzi, hogy innent6l az elhunyt szamara meg-
szlinik minden szenvedés, J6b arra a haldl el6tti vagy utdni, szerinte
irigylésre méltd allapotra vagyik, amelyben nem érziink semmit,
ugyanis még vagy mar nincs, aki érezzen. Ismétlédik itt a halal mint
pihenés gondolata (Job 3,13; 3,17; 14,13), s6t J6b 3,17-19 a kiilon-
b6z6 embertipusok halal utani felszabadulasarél ad korképet,> ami
felfoghat6 agy is, mint a swifti nyitbmondat alapgondolatanak harom-
szori megjelenitése:

Swift sirfelirata Job 3,17-19
Hic depositum est Corpus Ott a gonoszok megsziinnek a fe-

nyegetéstdl, és ott megnyugosz-
nak, a kiknek erejok ellankadt.
A foglyok ott mind megnyugosz-
nak, nem halljdk a szorongato-
nak szavat. Kicsiny és nagy ott
egyenld, és a szolga az 6 uratol
szabad.

Ubi szeva Indignatio
Ulterius

Cor lacerare nequit.

24. Jonathan Swift, ,Jonathan Swift Mrs. Whiteway-hoz, 1738. november
27.” in The Correspondence of Jonathan Swift, szerk. Harold Williams, vols
1-5. (Oxford: Clarendon Press, 1963-1965), vol. 5, p. 128.

25. Vo. Robert Alter, The Wisdom Books: Job, Proverbs, and Ecclesiastes: A
Translation with Commentary (New York, London: W. W. Norton & Company,
2011), p. 21.
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Ugyanigy érintkezik az ,Ulterius / Cor lacerare nequit” altal
multbeli, tobbé nem folytatod6 allapotként leirt ,saeva Indignatio”
a J6b kényve harmadik fejezetével. Habar a fejezet zaréverse (3,26)
végén a feldultsagot jelenté héber 17 forditasaként a King James
Biblia nem hasznalja az angol ,indignation” szét, a Vulgataban a
Swift szamara kulcsfontossagu fejezet a swifti sirfelirat latin kulcsz-
szavaval zarodik:

natio Ulterius

venit super me

ther was [ quiet;

Swift Iob 3,26 Job 3,26 Job 3,26
sirfelirata (Vulgata)
Hic depositum | nonne dissimu- |1 was not in | Nincs békessé-
est Corpus lavi nonne silui | safety, neither | gem, sem nyug-
Ubi seeva Indig- | nonne quievi et | had I rest, nei- | tom, sem pihe-

nésem, mert

nyomorusag
tamadt redm.

Cor lacerare
nequit.

indignatio yet trouble

came.

Itt is a sz6haszndlat s vele a jelentésvildgok érintkezését figyelhetjiik
meg, de talan nem fliggetlentl a Biblia esetleges (végs6 soron bizonyit-
hatatlan) hatasatoél. A sirfelirat , Indignatio” szavanak lehetséges forra-
sairdl a szakirodalom megallapitotta, hogy Dryden a szatirardl irott
tanulmanyaban (1693), melyet Swift jél ismert, azt irja [uvenalisroél,
hogy ,his [Juvenal’s] indignation against vice is more vehement”®
Ugyanigy ismeretes, hogy maga luvenalis is hasznalta a szot, els6
szatiradjanak 79. soraban: ,si natura negat, facit indignatio versum”;
Murakozy Gyula forditasaban: ,Hogyha a természet szlikmarku, az
indulat ihlet / versre.”?” Tudvan azonban, hogy Swift mennyire von-
z6dott a J6b kényve harmadik fejezetéhez, s mennyit olvasta, nincs ki-
zarva, hogy a sirfelirat els6 mondatat tobbek kozt ennek zaréverse is
ihlette.

Azért is jogos mind Job 3,17-19, mind J6b 3,26 parhuzamba al-
litdsa a swifti sirfelirattal, mert az ,ulterius ... nequit” az 1j, szenve-
désmentes id6tartamnak ugyanugy csak a kezd6pontjara utal, vég-
pontjara nem, ahogy Job szerint is a halaltol fogva mar 6rokké tart ez a

26. John Dryden, Selected Criticism, szerk. James Kinslay és George Parfitt
(Oxford: Clarendon Press, 1970), p. 258.

27. D. lunius Iuvenalis, D. Iuni luvenalis Saturae / Decimus lunius Iuvenalis
Szatirai latinul és magyarul, ford. és jegyz. Murakozy Gyula, bev. Horvath
Istvan Karoly (Budapest: Akadémiai Kiado, 1964), pp. 58-9.
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minden foldi baj al6l mentesit6 allapot, hiszen szerinte nem ébrediink
fel tobbé. Tobbszor hangsulyozza a bajokkal teli emberi élet végleges
hataroltsagat. ,Az asszonytol sziiletett ember rovid életi és habo-
rusdgokkal bévelkedd. Mint a virag, kinyilik és elhervad, és eltiinik,
mint az arnyék és nem allandé” (Job 14,1-2).? Az utdbbi szintagma
a King James Bible szovegezésében hatarozottabb, igei allitmany, s
ezért véglegesebb megszakitast jelez (,and continueth not”), sét J6b
ilyen gondolatait ez a Biblia masutt az ,ulterius ... nequit’-hez igen
kozeli jelentésii ,no more” kifejezéssel tolmacsolja. ,,0 remember that
my life is wind: mine eye shall no more see good” (Job 7,7). (Karoli
ilyenkor a ,tdbbé” sz6t hasznalja: ,Emlékezzél meg, hogy az én életem
csak egy lehellet, és az én szemem nem lat tobbé jot.”) ,As the cloud
is consumed and vanisheth away: so he that goeth down to the grave
shall come up no more” (Job 7,9). Itt a ,more” délt betiije jelzi, hogy a
héberben erre nem volt kiilon szd, azonban ott a tagaddsz6 utani ige
(793> X9) ideje utal a meg nem torténd cselekvés jov6beli érvényessé-
gére is, igy az angol valtozat betoldasa gondolatilag hiteles, és Karoli
is jogosan él hasonl6 kiegészitéssel: ,A felhd eltlinik és elmegy, igy a
ki leszall a sirba, nem j6 fel tébbé.” A mozzanat vilagképi jelent6ségét
hangsulyozza, hogy a kdvetkez6 versben még kétszer helyet kap. ,He
shall return no more to his house, neither shall his place know him
any more.” ,Nem tér vissza tobbé az & hajlékaba, és az 6 helye nem
ismeri 6t tobbé” (Job 7,10). Swiftnek hinnie kellett a feltAmadasban,
de az ,ulterius ... nequit” ugyanugy a halal utani megszabadult allapot
id6beli végtelenségét sugallja, ahogy J6b kényve idevago szovegrésze-
inek ,no more”-ja, amely mogott azonban masféle vilagnézet huzodik:
a test varhato feltAmadasanak meggy6z6déses kizarasa. Nem véletlen,
hogy a King James Biblia szerinti J6b 14,2-ben (,So man lieth down,
and riseth not: Till the heavens be no more, they shall not awake, Nor
be roused out of their sleep”) ugyanez a ,no more” utal arra, hogy az
ember halal utan csak akkor ébredne fel, ha mar az egek sem lennének
tobbé, ami persze az allitas beleértett el6feltevése szerint sohasem fog
megtorténni, hiszen az egeket az Ur 6rok idSkre teremtette (1M6z 1,1;
1,6-8; Zsolt 89,30).

28. Mivel ennek nem lehgt ha‘gésa Swift szovegére, egy mai kiadast idézek:
Szent Biblia azaz Istennek O és Uj Testamentomdban foglaltatott egész Szent
Irds, ford. Karoli Gaspar (Budapest: Magyar Biblia-Tanacs, 1992).
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Mit érdemel a ,,saeva Indignatio”:
egykori megitélésektdl a rejtett modalitas
koltészetéig

Job els6 és harmadik fejezetének eltéré magatartasformai alapjan azt
is jobban megérthetjiik, hogy a nyitdmondat hatarozott allitdsa ho-
gyan valik tobbértelmlvé. Kiindulhatunk az ellentétbdl a szenvedésre
és veszteségekre adott els6, megad6 jobi valasz Isten nevét dldo foha-
sza (Job 1,20-21) és a Swiftet személyében mélyen érinté6 harmadik
fejezet szlletést eldtkozo kifakadasa kozott (Job 3,3-9), s megprobal-
hatunk valaszt keresni arra, hogyan is kellene a sirfelirat els6 monda-
tanak ,saeva Indignatio”-jat értékelni a beszéld alany modalitasa sze-
rint. Mivel itt modalitason a beszélének a mondottak (s az éppen adott
mondat) tartalmahoz f{iz6d6 viszonyat értjiik, elvileg sem volna mérv-
add, de gyakorlatilag sem segit a szerz6i életrajz, vagyis az életrajzi
személy kikovetkeztethet6 maganvéleménye. Swift kiilonds szokasa,
hogy sziiletése napjan a harmadik fejezet, azaz épp a sziiletésnapjat
megsemmisiteni vagyo Jéb indulatkitérése volt az olvasmanya, ugyan-
arra vall, amire 4lmaibdl és 6vatlan elszo6lasaibol kovetkeztettek, azaz
hogy kedélye nem mindig volt 6sszhangban egyhazi hivatasa kovetel-
ményeivel, kétely gyotorte és hite ingadozott,?® ebbdl azonban nem ka-
punk tAmpontot arra nézvést, hogy a sirfelirat rejt6zk6d6é modalitasu
alanya miként itéli meg (vagyis az olvaséval miként itéltetné meg),
amird] beszél. Ertelmezhetjiik Gigy a nyitémondatot, hogy az ellenté-
tet képez a ,Corpus ... Decani” és a ,saeva Indignatio” kozott, amit6l
mar csak egy gondolati 1épés a hallgatélagos itélet, miszerint egy ka-
tedralis espereséhez nem illett volna az itt neki tulajdonitott indulat.
Szovegszerlien azonban a nyitdmondat csak allit, azaz nem mind&siti
az allitottat, s nem tudjuk, biiszkén utal-e az elhunyt egykori, utélag és
kiviilrél is jogosnak tartott ,seeva Indignatio”-jara, vagy csak egyiittér-
z6en (talan erre utal a ,lacerare” ige), vagy egyenesen mint sajnalatos
érzelemre, mely mindenképp csak megrovando lehet.

Job konyvében is megtalaljuk e végleteket, de ott az egyik annyira
egyértelmiien dicséré mindsitéssel jar egyiitt, hogy ahhoz képest az
ellentéte (akdr mindsitve, akar mindsitetlentil hagyva) csak rossz szin-
ben tlinhet fel, s legfdljebb a szenved6nek kijaro egyiittérzésiinkre sza-
mithat. Amikor J6b még megadodan reagal nagy sorscsapasaira és aldja

29. Michael DePorte, ,The Road to St Patrick’s: Swift and the Problem of
Belief,” Swift Studies 8 (1993) 5-17.
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értiik is az Urat: ,Az Ur adta, az Ur vette el. Aldott legyen az Urnak
neve!” (Job 1,21), akkor a bibliai narrator kommentarja ezt azon-
nal feddhetetlennek nyilvanitja: ,Mindezekben nem vétkezék Job, és
Isten ellen illetlent nem cselekedék” (Job 1,22). Ezzel szemben, ami-
kor Jobot felesége arra dsztokéli, hogy atkozza meg az Urat, J6b azt
valaszolja neki, hogy csak a bolondok beszélnek igy, hiszen ha a jot
elvettiik, el kell venniink a rosszat is, mire a narrator ezt is ugyanugy
megerositi: ,Mindezekben sem vétkezék J6b az 6 ajkaival” (2,10). Job
keserd indulatkitorése a harmadik fejezetben nem Isten ellen irdnyul,
csak sajat sziiletése ellen, s itt talan a szenvedd iranti narratori tapintat
is kozrejatszik abban, hogy a megrovas elmarad, de még feltinébben
és sokatmondébban elmarad a kordbban megszokott megerdsité kom-
mentdr is, vagyis nincs szé arrol, hogy Job ezzel sem vétkezett volna.
Nyilvanvalo, hogy a Job konyve (kifejtett és hallgatélagos) értékrendje
szerint a ,s@va Indignatio” ellentétben allna azzal, ahogy a vilag baja-
ira reagalnunk kell. Ehhez képest azonban a swifti sirfelirat nyitémon-
datanak modalitasa (az elbeszélének az elbeszélthez fliz6d6 viszonya)
kifiirkészhetetlentil enigmatikus, a mondatban semmi nem helyesli, de
nem is biralja a felhaborodast, amit az ,ulterius ... nequit” az elhunyt
életére visszavetitett.

Ami azonban egy mai szoros olvasas szamara elkotelezetlen mi-
nésités, az a kortarsaknak nem okvetlentil volt az, s6t Swift egyes kor-
tars olvasdi valdsziniileg ugyanolyan karhoztatandd ellentétet lattak
a ,seva Indignatio” és a kévetendé magatartaseszmény kozott, mint
a Job konyve narratora. Akadt koztiik, aki Swift ilyesféle indulatainak
mar korabbi megnyilvanuldsait sem nézte j6 szemmel. Pope, akinek
Swift 1725-ben biiszkén hangoztatta, hogy 6 minden munkajaban leg-
foként bosszantani akarja a vilagot,*° ilyesféle érzelmeire valaszul azt
irta neki, hogy 6 mindig ugy képzelte, minden korabbi szenvedélytdl
megtisztulva kellene egykor majd talalkozniuk, de sajnos e helyett azt
latja, hogy Swift inkabb a bosszuallas angyalaként felhdborodasa fiola-
jat akarja széttorni e vildg szanalmas nyomorultjainak fején. Erdemes
az eredetit is felidézni, a sirfelirat egyik kulcsszavat mintegy megsejt6
JIndignation” miatt: ,But I find you would rather be employ’d as an
Avenging Angel of wrath, to break your Vial of Indignation over the
heads of the wretched pitiful creatures of this World”3! Swiftnek nem
volt kifogadsa e neki tulajdonitott indulatok ellen, s6t azt valaszolta,

30. ,Jonathan Swift Alexander Pope-hoz, 1725. szeptember 29.” in The
Correspondence of Jonathan Swift, vol. 3, p. 102.

31. ,Alexander Pope Jonathan Swifthez, 1725. oktéber 15.” in The
Correspondence of Jonathan Swift, vol. 3, p. 108.
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hogy vesszen a vilag, s hogy 6 nem csupan megveti, hanem dihiteni
szeretné;*? ebbdl is lathato, hogy Pope jdl érzékelte a kiillonbséget ket-
tejiikk szemlélete kozott. Mivel azonban Pope 1844-ben, masfél évvel
Swift el6tt halt meg, a sirfeliratot el6zetes tervként sem ismerte, s leg-
foljebb az ilyen korabbi, elitélé véleményei alapjan sejthetjiik, hogyan
fogadta volna. Azok koziil, akik késébbi korokban mar olvashattak a
sirfeliratot, Thackeray arrogans gesztusnak, végsd soron Isten ellen
valénak tartotta a ,szeva Indignatio” kirakatba tételét, szerinte ugyanis
a sirban Isten {téletére varé nyomorultnak semmiképp nem lehetett
joga dithongeni. Pope-hoz hasonldan, aki azért rotta meg Swiftet, hogy
a vildg amugy is szanand6 nyomorultjait (wretched) mintegy feliilrol
(mert folébiik képzelve magat) ostorozza, Thackeray magat Swiftet
nevezi minden mas elhunyttal egyiitt nyomorultnak (wretch), arra
figyelmeztetvén, hogy jogait illetéen 6 sem képzelhette volna tobb-
nek magat barki masnal. , The »saeva indignatio« ... which he dares to
ascribe on his tombstone - as if the wretch who lay under that stone
waiting God’s judgment had a right to be angry ... .”3® Ezaltal Jobbal
szemben mintha Thackeray is bedllna Bildad, Czéfar és Eliphaz kozé,
mikoézben tudjuk, hogy Swift masutt is szenvedélyesen kiallt a feljaj-
dulas joga mellett,?* s még prédikacioban is fejtegette, hogy becstiletes
embereket dnhibajukon kiviil érhetnek szorny( sorscsapasok.®
Mindezekhez képest azonban kifejtetlen marad a sirkévon olvas-
haté nyitdomondat allitasanak 6nmindsitése, az ,Ulterius” elGttre, az
életre vonatkozd ,sava Indignatio” megitélése. Taldnyossagat fokozza,
hogy azt sem tudjuk meg, mi okozta a ,seeva Indignatio”-t, ki vagy mi
a felel6s érte; a mondat csak magardl az érzésrdl tudosit, arrol is csak
az ,Ulterius ... nequit” altal, azaz kozvetve és visszamendleg, mar a ha-
lalban bekoévetkezett megsziinését allitva ad hirt. Legfoljebb mashon-
nan, élettapasztalatainkbo6l tudhatjuk, hogy a felhaborodas valamilyen
kiils6 okra szokott reagalni; maga a széveg nem beszél arroél, hogy ez
az indulat itt sziikségszerd vagy indokolt-e; a ,saeva” és a ,lacerare”
csupan annyit érzékeltet, hogy fajdalmas. Csak majd a kovetkezd mon-
datbdl tudjuk meg, hogy a szabadsag egykori védelmezdjének sirjanal
vagyunk, aki utanzasra méltd, s legfoljebb ebbdl kovetkeztethetnénk

32. ,Jonathan Swift Alexander Pope-hoz, 1725. november 26.” in The
Correspondence of Jonathan Swift, vol. 3, p. 117.

33. Thackeray, p. 31.

34. M. B. Drapier [Jonathan Swift], A Letter to the Whole People of Ireland”
[,Drapier’s Letters IV”] in Jonathan Swift, 441-442.

35. Jonathan Swift, Irish Tracts 1720 - 1723; Sermons, szerk. Herbert Davis
és Louis Landa (Oxford: Basil Blackwell, 1963), pp. 190-1.
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vissza arra, hogy felhdboroddsanak emlitése felteheten egyiittérzo
akart lenni, nem birald, s az igy beleértett mindsités szerint utdlag
akar még jogosnak is tekinthetnénk a felhdborodast. De maga a szoveg
erre sem ad eligazitast, s az értelmezhetdség problémajabol kibom-
lik az enigmatikus sirfelirat sokértelmii koltészete. Amint Arany Janos
bamulta Vergiliusnal, hogy az Aeneisben minden szénak fontos helye
van,3¢ Swift klasszikus tomorségii szovegében egyetlen sz6 a maga vi-
zudlisan is kiemelt k6zponti helyérdl kapcsolatot tart a sirfelirat mint
carmen lapidarium egészével, megvilagitva, amit lathatunk, s még rej-
telmesebbé téve, amit nem.

36. Arany Janos, ,Betulia holgye,” in Arany Jdnos dsszes miivei, szerk.
Keresztury Dezs6, vol. 11, Prézai miivek 2, 1860-1882, s. a. r. Németh G. Béla
(Budapest: Akadémiai, 1968), pp- 29-30.
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Katalin G. Kallay

The Map of Ireland on Their Faces

Allusions to Irish Identity in Eugene O’Neill’s
Long Day’s Journey into Night

“And keep your dirty tongue off Ireland! You're a fine one to sneer, with
the map of it on your face!” - says James Tyrone to his elder son, Jamie,
in Act 11, Scene 2 of Long Day’s Journey into Night. The play abounds in
allusions of this kind, in terms of facial and verbal expressions, habits,
jokes, inhibitions and obsessions. Is it possible to map out the imprints
of Irish identity while following the events of a tragic day of a family in
a basically American domestic landscape? In what ways does the heri-
tage that these traces testify to become a burden or a blessing? Does
the humor, the tone, the lilt, the accent accentuate a sense of doom or
a sense of belonging? How can the map of the old country be helpful
if one is about to get lost on another continent? And if the map hap-
pens to be on one’s face, it can only be seen through a mirror. My paper
wishes to examine the possible mirrors that O’Neill holds to himself, to
his characters and to the reader.

The deliberately autobiographic play was written between 1939
and 1941, mirroring the author’s own ill-fortuned family: his mother,
Mary Ellen, who, like Mary in the play, was addicted to morphine; his
father, James, who, like Tyrone in the play, came from Ireland as a
child, lived in poverty and became an actor; his elder brother, Jamie,
a diabolic, self-destructive, yet most loveable character and himself,
who, like Edmund in the play, had aspirations for writing and suffered
from consumption in his early twenties. Only a few changes of names
occur: the author portrays himself under the name of his dead brother,
Edmund - and gives his own name, Eugene, to the baby who died in
infancy. The family name is changed from O’Neill to Tyrone - not at all
by accident: in Irish history, Conn O’Neill (1480-1559) was the first
Earl of Tyrone, who got the title from Henry VIII for submitting and
converting to Protestantism. However, Conn’s grandson, Hugh O’Neill
(c. 1550-1616), also an Earl of Tyrone, (often referred to as “The Great
Earl” or “The O Néill”) was best known for leading the resistance during
the Nine Years’ War, one of the strongest threats to English authority in
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Ireland.! The fame of the family is thus slightly controversial - never-
theless, both grandfather and grandson are remembered with dignity
as outstanding historical figures and strong rulers. Eugene O’Neill was
well aware of this. As John Patrick Diggins observes,

The playwright took pride in his Irish ancestry and often would
remind friends that in Gaelic, the name O’Neill meant “cham-
pion.” He suggested to the novelist James T. Farrel that he read
Sean O’Faolain’s The Great O’Neill, a historical biography of Hugh
O’Neill, the legendary Gaelic Chief who ruled Northern Ulster in
the Elizabethan age.?

When writing about allusions to Irish (or, for that matter, any kind of
national) identity, one has to be very careful to avoid generalizations
that can easily lead to stereotypical or excessively sentimental observa-
tions. What is at stake is whether something not of general but of uni-
versal significance might come through while focusing on the concrete,
particular details. I would go as far as to suggest that the more meticu-
lously and elaborately something seemingly marginal and idiosyncratic
is described and examined in a work of art, the more the reader can
feel how the scope of personal identity emerges to a universal height,
resisting the ballast of generalizations. As Virginia Floyd admits,

Long Day’s Journey Into Night is an Everyman play. Each person
can make a similar journey into the night of his past to deter-
mine the facts that shaped his individual destiny. Each family
harbors its own love-hate relationships and secrets. They may
not be as riveting as those dramatized in the play, but they can
be as painful and memorable.?

And yet, O’Neill felt that his Irish identity was essential to emphasize:
“The critics have missed the most important thing about me and my
work,” he remarked to his son, Eugene Jr, in 1946: “the fact that [ am
Irish.”* Steven F. Bloom mentions that Sean O’Casey once told O’Neill:
“You write like an Irishman, not like an American” - a remark that

1. See “Nine Years’ War (Ireland),” Wikipedia <http://en.wikipedia.org/
wiki/Nine_Years%27_War_%28Ireland%29>.

2. John Patrick Diggins, Eugene O’Neill’s America: Desire under Democracy
(Chicago: University of Chicago Press, 2007), p. 11.

3. Virginia Floyd, The Plays of Eugene O’Neill: A New Assessment (New York:

Frederick Ungar Publishing Co., 1985), p. 83.
4. Diggins, p. 11.
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O’Neill took as a great compliment.®* When asked about his own family,
the author said:

My family’s quarrels and tragedy were within. To the outer
world, we maintained an indomitably united front and lied and
lied for each other. A typical, pure Irish family. The same loyalty
occurs, of course, in all kinds of families, but there is, I think,
among Irish still close to, or born in Ireland, a strange mixture of
fight and hate and forgive, a clannish pride before the world, that
is particularly its own.®

This pride is inseparable from the feeling of pain and distress. Diggins
points out the following:

As with many Irish immigrants of the nineteenth century, the
older O’Neill family was haunted by memories of the potato
famine of the 1840s, and like other Irish-Americans, the father
James O’Neill saw the Irish as victims of British policy and all but
defeated and dispossessed by history.”

The title of Eugene O’Neill’'s planned but unfinished eleven-play
cycle reflects this in a slightly modified way: A Tale of Possessors Self-
Dispossessed. The word “self-dispossessed” is an expression of self-
criticism, as well as of self-irony, both of which are desperately needed
in the process of discovering and presenting problems and character-
istics of identity. Furthermore, being historically defeated together as
a group can, more often than not, result in a stronger sense of belong-
ing than common victory.

The work was given as a gift to O’Neill’s wife, Carlotta, for their
twelfth wedding anniversary, with the following dedication:

Dearest: [ give you the original script of this play of old sorrow,
written in tears and blood. A sadly inappropriate gift, it would
seem, for a day celebrating happiness. But you will understand.
[ mean it as a tribute to your love and tenderness which gave
me the faith in love that enabled me to face my dead at last and

5. Steven F. Bloom, Student Companion to Eugene O’Neill (Westport, CT:
Greenwood Press, 2007), p. 34.

6. Qtd in Diggins, p. 12.

7. Diggins, p. 11.
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write this play - write it with deep pity and understanding and
forgiveness for all the four haunted Tyrones.®

The play was not to be published or put on stage in the author’s life-
time. It appeared and was first performed in 1956, three years after
O’Neill’s death. It seems that tears and blood, together with pity, un-
derstanding, forgiveness and love provide the writer with the authen-
ticity and courage to present Irish (as well as American) identity both
on the personal and the universal level.

In this paper, I will restrict myself to concrete occurrences of the
words “Irish” or “Ireland” in the text of the play, and follow them in the
course of the four acts, in the course of the painful “long day,” a day in
August, 1912. This is the day when the family has to face Mary’s re-
lapse into her addiction and Edmund’s consumption. The fact that the
plot is set exactly one hundred years ago is, of course, a stimulating co-
incidence. The linearity of the text is an arbitrary path when I want to
“map out the imprints” - but perhaps the order in which the allusions
follow one another can also become significant in the end.

Actl

The first time Ireland is mentioned is at the end of the first set of stage
directions. After the meticulous description of the scene, the summer
home in Connecticut (mirroring the O’Neill family’s Monte Christo
Cottage), the author presents the reader of the play with a long list of
books “read and reread” (it would obviously be impossible for a theater
audience to see the titles of these books on a bookcase on the stage).
The last item on this list, preceded by classics of English and world
literature, as well as history books, is “several histories of Ireland”
(1290).° The plural form and the word “several,” together with the fact
that these books have been “reread,” may imply that indeed, there are
several ways to read the history of Ireland. At this early point, the sig-
nificance of the word lies only in its ultimate position on the list.

8. Qtd. in Christine Dymowski, “Introduction,” in Eugene O’Neill, Long
Day’s Journey into Night (London: Royal National Theatre & Nick Hern Books
Ltd, 1991), p. xix.

9. Long Day’s Journey. Throughout this paper, [ will refer (in parentheses)
to the following edition of the play: Nina Baum, ed., The Norton Anthology
of American Literature, 5th ed., vol. 2 (New York: W. W. Norton & Company,
1998), 1289-1367.
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It is important, however, that the introduction of each of the char-
acters (including the “second girl,” the maid, Cathleen) contains the
word “Irish.” Mary’s “face is distinctly Irish in type,” which would sound
like a blunt generalization if the author had not given more exact de-
tails. But he explains: “Itis thin and pale with the bone structure prom-
inent. Her nose is long and straight, her mouth wide with full, sensi-
tive lips” (1290). There is no telling to what extent these are typically
Irish, or rather, idiosyncratic individual characteristics. Mary’s voice is
described next, which is “soft and attractive” and “when she is merry,
there is a touch of Irish lilt in it” (1291). The charm of intonation adds
to her beauty - the mother in her fifties is, in fact, made younger by such
a gallant remark. Still in the stage directions, in Tyrone’s introduction
we find an allusion to his “Irish farmer forebears” (1291), and after
the parents’ first, quite playful and pleasantly teasing conversation,
the two young men, Jamie and Edmund, are introduced. After men-
tioning Jamie’s cynicism and “Mephistophelian cast,” we read: “But on
the rare occasions when he smiles without sneering, his personality
possesses the remnant of a humorous, romantic, irresponsible Irish
charm - that of the beguiling ne’er-do-well, with a strain of the senti-
mentally poetic, attractive to women and popular with men” (1294).
And Edmund “looks like both his parents, but is more like his mother.
Her big, dark eyes are the dominant feature in his long, narrow Irish
face” (1294). It seems from these stage directions that being Irish is a
blissful and captivating bond between the family members. (It must be
mentioned, though, that O’Neill’s stage directions are so detailed that
they are practically impossible to follow. As if the only people who had
the right to perform this play were the members of the O’Neill family
themselves.)

The next allusion that comes up in the after-breakfast family
conversation focuses on the tenant of one of Tyrone’s estates, Mr.
Shaughnessy. His typical Irish cunning is seen with humor, dread and
admiration by the family. He is referred to as a “Shanty Mick” (1295),
a frequently used degrading nickname for Irish-American immigrants,
so he is, in a sense, alienated from the more Americanized Tyrones,
but his comic story amuses all of them. Shaughnessy’s pigs had gone
over the neighboring fence to the ice pond of Harker, the millionaire,
and when Harker complained about this, Shaughnessy had the upper
hand, telling the “king of America” to keep off from the premises, ac-
cusing him of deliberately ruining the fence and enticing the pigs into
the ice pond for them to catch pneumonia. In Edmund’s words, “[h]e
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was a king of Ireland, if he had his rights, and scum was scum to him,
no matter how much money it had stolen from the poor” (1296). When
Tyrone starts worrying about the possible consequences of this im-
pertinence, Edmund adds: “I told him you’d be tickled to death over
the great Irish victory and so you are. Stop faking, Papa” (1296). But
Tyrone would not admit being amused; instead, he turns on both his
sons: “What are you laughing at? There’s nothing funny - A fine son
you are to help that blackguard get me into a lawsuit!” (1297).

Now the tone gets bitter in the play, which evokes the characters’
vulnerability. A remark is made on Edmund’s illness, though it is im-
mediately taken back, and Mary’s nervous gestures smoothing her
hair are mentioned. To ease the tension, Tyrone returns to the hearty
way of addressing her: “There’s nothing wrong with your hair. The
healthier and fatter you get, the vainer you become. You’ll soon spend
half the day primping before the mirror” (1297). This is the first time
the word “mirror” is uttered, and Tyrone, in spite of himself, is fore-
telling what Mary is about to do on a figurative level: under the influ-
ence of the drug, she will try to examine and identify herself through
the mirror of her past. At this moment, however, the couple seems to
be in perfect harmony. To Mary’s complaint about her poor eyesight,
Tyrone replies “with Irish blarney”: “Your eyes are beautiful, and well
you know it” (1297). He gives her a kiss. After the compliments she
gets both from her husband and her son, Jamie, she “laughs and an
Irish lilt comes to her voice”: “Go along with both of you!” (1298).

So far, all the Irish allusions have been contributing to a somewhat
playful atmosphere, but it is still in the first act that the way of talk-
ing about Ireland significantly changes. In the private conversation be-
tween Tyrone and Jamie about Edmund’s illness, Jamie says, “I know
it's an Irish peasant idea consumption is fatal. It probably is when
you live in a hovel on a bog, but over here, with modern treatment
-” (1300), but here the father interrupts him with irritation: “Don’t I
know that! What are you gabbing about, anyway?” and he utters the
words that will be exactly repeated in Act 1], Scene 2: “And keep your
dirty tongue off Ireland, with your sneers about peasants and bogs and
hovels!” Then, “accusingly,” he adds: “The less you say about Edmund’s
sickness, the better for your conscience! You're more responsible than
anyone!” (1300).

Although Act I gives an impression of a “normal” morning in the
life of a “normal” family, we see that there is a fear of taboo topics,
as well as an inclination not to acknowledge or bluntly deny certain
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character traits in their behavior. The accusations and the search for
responsibility show a desperate attempt at finding out what has gone
wrong and why, when the affection towards one another and the bond
between them are unmistakably and undeniably strong. The accusa-
tions seem to follow a complicated choreography of offense and apol-
ogy: the characters take turns in hurting each other and taking back
the insult in pairs.

The portrayal of Ireland seems to be much more sentimental in
the stage directions (when the allusions serve to ease the tension and
strengthen the bond in the family) than in the conversations, where
“the Irish character” is more criticized, creating tension especially be-
tween the father and his sons.

Actll

Itis in the second act of the play that Cathleen, the maid, is introduced,
as “a buxom Irish peasant in her early twenties, with a red-cheeked
comely face, black hair and blue eyes - amiable, ignorant, clumsy, and
possessed by a dense, well-meaning stupidity” (1308). From the tone
of this description it seems obvious that the critical undertone has
moved into the stage directions - there is nothing sentimental about
Cathleen’s portrayal. She is the first one to talk about Ireland as “the
0ld Country,” and to connect being Irish with the topic of drinking alco-
hol: “I'd never suggest a man or a woman touch drink, Mister Edmund.
Sure, didn’t it kill an uncle of mine in the old country. Still, a drop now
and then is no harm when you are in low spirits or have a bad cold”
(1308). When she calls out loud for Tyrone to come to the table for
lunch, Edmund sighs, “God, what a wench!” - and Jamie remarks, “Our
wild Irish lark!” (1309), full of irony. Drinking becomes more and more
important in the first scene of Act I, as the boys fill the whiskey bottle
up to the level with water so that their father would not notice that
they had taken the drinks.

There are more and more warning signs of trouble in the family:
Mary can no longer conceal her deep sadness brought to the surface
by the drug. In one of her detached contemplations, she says: “None
of us can help the things life has done to us. They’'re done before you
realize it, and once they’re done, they make you do other things until
at last everything comes between you and what you’d like to be, and
you've lost your true self forever” (1312). She also gives voice to a feel-
ing of homelessness, and talks about her husband the following way:

229



“He doesn’t understand a home. He doesn’t feel at home in it. And yet,
he wants a home. He’s even proud of this shabby place” (1313). It is
debatable whether the feeling of existential homelessness is more
characteristic of the Irish or the Americans - or of the Irish-Americans
in particular. O’Neill does not explicitly connect this feeling with any
national identity, but being hopeless and homeless is sometimes seen
as a national doom in the case of countries that have experienced op-
pression in history.

It is towards the end of Scene 1 that Jamie understands that her
mother hasrelapsed into her addiction and makes an attemptat forcing
her to face it: “Take a look at your eyes in the mirror!” (1313). But Mary
can no longer react to this, as the scene is interrupted by Edmund’s
entrance. Soon all the three men learn what has happened and they try
to escape from their deep sadness through drinking. “Here’s how!” and
“Here’s health and happiness!” sound like a bad joke.

In the second scene of Act 1., a telephone call from the doctor in-
forms Tyrone about Edmund’s consumption. As the secrets and taboo
topics become facts, there are less and less allusions to Ireland, and
these can by no means ease the tension any longer.

The play is repetitious, and the recurrence of certain scenes and
sentences might sound like variations of a musical theme. When Tyrone
and Jamie discuss Edmund’s illness again, the topic of the father’s stin-
giness also comes to the foreground: “JAMIE: What I'm afraid of is,
with your Irish bog-trotter idea that consumption is fatal, you’ll figure
it should be a waste of money to spend any more than you can help.”
This sentence triggers Tyrone’s already quoted words: “And keep your
dirty tongue off Ireland. You're a fine one to sneer, with the map of it on
your face!” Jamie’s raw answer is: “Not after | wash my face” (1321). As
the stage directions comment, this is an “insult to the Old Sod,” and this
wording again shows the critical tone. The map on the face is blurred
and not acknowledged by Jamie - even the possibility of finding one’s
home or identity by following it is washed away.

Act III

It is in Act III that Mary remains alone, separated from the men, and
her separation upsets the balance that had been kept up in the play’s
choreography so far. Cathleen, however, is with her, quite talkative
after a drink of whiskey, and when talking about the foghorn (another
symbolically recurring motif throughout the drama), she says: “It’s like
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a banshee” (1328). With this word, she brings Irish folklore and super-
stition into the play, since a banshee is a female spirit believed to wail
outside as a warning that a death will occur in the family. “Bad cess
to it!”, she says - and the dialect may, to some extent, ease the gloomy
atmosphere.

When the men return, it is Mary who talks about Ireland while
explaining Tyrone’s behavior to Edmund. She connects the old country
with the notions of poverty and alcoholism, and in her words, being
Irish sounds like an excuse: “His people were the most ignorant kind
of poverty-stricken Irish. I'm sure they honestly believed whiskey is
the healthiest medicine for a child” (1335). Later on, we first hear the
immigration story of the Tyrone family from Mary as well:

His father deserted his mother and their six children a year or so
after they came to America. He told them he had a premonition
he would die soon, and he was homesick for Ireland, and wanted
to go back there to die. So he went and he did die. He must have
been a peculiar man, too. Your father had to go to work in a ma-
chine shop when he was only ten years old (1338).

This story is told in Act IV by Tyrone himself, when he explains to
Edmund how he had learned the value of a dollar.

ActlV

The final act of the play is famous for the frequent allusions to litera-
ture learned by heart and quoted by the men under the influence of
alcohol. It is significant, however, that no Irish poet or writer is quoted
or referred to, while the term “Irish” comes up only ironically. Edmund
says to his father: “What you want to believe, that’s the only truth!
Shakespeare was an Irish Catholic, for example” (1342). And when
Tyrone says: “So he was. The proof is in his plays”, Edmund sneers
back: “Well, he wasn’t, and there’s no proof of it in his plays, except to
you! The Duke of Wellington, there was another good Irish Catholic!
... You just want to believe no one but an Irish Catholic general could
defeat Napoleon!” (1342).

This sounds like nothing but whiskey-talk; however, in the geneal-
ogy of the Duke of Wellington, Arthur Wellesley - | was astonished to
see that, in fact -, he had been a direct descendent of the legendary
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Hugh O’Neill!*® The playwright must have known about this coinci-
dence and deliberately played a joke on his audience: if the Duke of
Wellington is proved to be Irish, perhaps this can be proved of anyone!
Maybe everybody is Irish, except they do not know it?

Apart from Tyrone’s already mentioned monologue about learn-
ing the value of a dollar, there is only one more allusion to Ireland in
the play: when Tyrone tells the story of how he had made his career
as an actor and how he had squandered his talent by playing the same
romantic role over and over,!! he says “I got rid of an Irish brogue you
could cut with a knife” (1353). Here Tyrone also speaks as if the Irish
background was only something to get rid of — and the words “Irish” or
“Ireland” come up no more in the remaining fifteen pages of the play.
One must admit, though, that when Jamie comes home drunk, he slips
into an Irish accent, saying things like “unneshessary,” “lash drink” and
“shatisfied” (1356).

It seems that the explicit reference to the old country becomes ir-
relevant with the emergence of tragedy. Is it because the familiarity
that it would evoke is incompatible with the piercing pain of alienation
present in the last scene of the play? Or is it rather the case that the
touch, the flavor, the attitude with which they relate to each other and
to the world is inseparable from the pain, and thus need not even be
mentioned?

As John Patrick Diggins observes, “The play is indeed an open
wound that raises one of the most intriguing questions in the history
of culture: Is there a connection between pain and creativity?”!? The
answer must be “yes,” so much so that it is only the talent (whether
Irish or American) that can present the heartbreaking last scene in
a cathartic way. It shows a mirror to the audience and becomes an
Everyman play at the cost of facing the open wound - the wound of
being, whether American, Hungarian or Irish.

10. John Sevem, Architects of Empire: The Duke of Wellington and His
Brothers (Norman: University of Oklahoma Press, 2007); “Pedigree for
Richard Wellesley Marquess Wellesley, 2nd Earl of Mornington,” Genealogics.
org, accessed 23 Nov. 2011 <http://www.genealogics.org/ultraped.php?pe-
rsonlD=100004777&tree=LEO&parentset=0&display=compact&generati
ons=6>.

11. O’Neill does not mention it in the text, but this role of his father was
that of Count Monte Cristo, after whom the family summer home was named.

12. Diggins, p. 19.
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Eglantina Remport
Celtic Pre-Raphaelitism

W. B. Yeats’s The Green Helmet and Deirdre

The first sentiment of this essay, written for the Festschrift for
Dr Ferenc Takdcs, Head of the Irish Studies Program at E6tvéds
Lordnd University, is one of gratitude. Many of us who had com-
pleted the Irish Program at ELTE feel thankful for his support
over the years. As our professor, he has nurtured our interest in
Anglo-Irish literature and conveyed through his teaching one
of the most distinctive characteristics of the Irish people: their
spirit of fun. I sincerely hope that he will enjoy this piece on
Sandro Botticelli, Edward Burne-Jones, George Bernard Shaw
and William Butler Yeats, which is dedicated to him.

At the turn of the twentieth century Shaw sarcastically commented
that the Gaelic movement in Ireland was a “quaint offshoot of English
Pre-Raphaelitism.”* Sarcasm aside, Shaw’s comments indicated the
extent of the influence of the Pre-Raphaelite movement in Ireland at
the fin de siecle. Writers of the period, including George Moore, George
Russell, William Butler Yeats, Lady Augusta Gregory and indeed Shaw
himself, were greatly influenced by the early religious Pre-Raphaelite
paintings of Dante Gabriel Rossetti, Holman Hunt, John Everett Millais
and by the more sensuous and otherworldly pictures of later gen-
erations of Pre-Raphaelites, such as Edward Burne-Jones, George
Frederick Watts and William Morris. Yeats’s biographer, R. F. Foster,
explains that the young poet was much exposed to the new artistic
trends of fin-de-siécle London as, in search of work and inspiration,
his father frequently moved from one art commune in Dublin to an-
other in London.? The frequency of the moves was a great burden on
the Yeats family; yet it allowed the father, John B. Yeats, to study the
Pre-Raphaelites in England while maintaining a connection to the art
circles in Ireland. His dedication to Pre-Raphaelite art earned him the

1. George Bernard Shaw, "Preface for Politicians," in John Bull's Other
Island (London: Penguin, 1984), 7-51, p. 31.

2. R. F. Foster, W. B. Yeats: A Life, vol. 1 (Oxford: Oxford University Press,
1998), pp. 59-60.
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respect of Dante Rossetti, who was known to have praised John B.
Yeats’s picture of 1871, Pippa Passes.?

Foster writes that the influence of these years on William Butler
Yeats was such that “[iln WBY’s memories of this period, nearly
everything is ‘peacock blue’, and Pre-Raphaelitism rules.”* The refer-
ence here is to the ‘peacock blue’ house in Bedford Park in London,
which the Yeats family rented for a considerable period in the late
1880s. “For years,” writes Yeats in his Autobiographies, “Bedford Park
was a Romantic excitement. ... My father’s friends were painters who
had been influenced by the Pre-Raphaelite movement but had lost
their confidence.”> Near this house, which was run by two sisters and
one of those self-proclaimed, yet insecure, Pre-Raphaelite painters,
was a red-brick clubhouse with a small theatre, which, Yeats confesses,
“began to stir my imagination.”® It was this theatre house that inspired
Yeats to stage John Todhunter’s Pre-Raphaelite pastoral play, Sicilian
Idyll. On the opening night of 5th May in 1890, a celebrated Pre-
Raphaelite actress, Florence Farr, played the role of Amaryllis, along-
side Lily Linfield as Thestylis, H. M. Paget as Alcander and E. Heron
Allen as Daphnis.’

While in London, Yeats went to see William Shakespeare’s
Hamlet, performed by Henry Irving’s renowned theatre company at
the Lyceum.? This performance had all the elements of a truly magical
Pre-Raphaelite experience. Hamlet, played by Irving himself, appeared
on stage as a Medieval English knight, an appearance which called to
mind the painted figures of Ford Maddox Brown, Edward Burne-Jones
and William Morris. So did Ophelia’s white dress, which reminded au-
diences of John Everett Millais’s painting of the tragic heroine from
1852. Her hairstyle recalled the sensuously beautiful women of Dante
Rossetti’s highly acclaimed later paintings. Irving’s wife, Ellen Terry,
who played Ophelia, was one of the first actresses of the London stage
to model her stage appearance on famous Pre-Raphaelite paintings.
Florence Farr, Olivia Shakespear and Maud Gonne were amongst those
young actresses who followed this new fashion in the theatre en-

3. Terence Brown, The Life of W. B. Yeats (Dublin: Gill and Macmillan, 1999),
p. 13, and Elizabeth Bergmann Loiseaux, Yeats and the Visual Arts (Syracuse:
Syracuse University Press), p. 7.

4. Foster, p. 26.

5. W. B. Yeats, Autobiographies (London: Macmillan, 1955), pp. 42, 44.

6. Yeats, Autobiographies, p. 119.

7. Original cast list in John Todhunter, A Sicilian Idyll (London: Elkin
Mathews, 1890).

8. Yeats, Autobiographies, p. 47.
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thusiastically. Their theatrical performance brought the paintings of
Rossetti, Burne-Jones and Watts into life.

As much as Pre-Raphaelitism connected Yeats with his father dur-
ing the early teenage years of his life, as time went on, it became a
source of disagreement between father and son. Naturally, as Yeats’s
interests widened to embrace the study of the occult and theosophy,
he began to feel the confinement of his father’s aesthetic ideals. The
developing artistic difference between father and son began to endan-
ger their personal relationship but the intervention of an enthusiastic
English actress helped bring the two men together again. Yeats re-
membered that he had first met Maud Gonne when the young woman
came to deliver a letter of introduction from the Irish nationalist, John
O’Leary, to the father. Yeats was mesmerised by Gonne’s beauty and
her enthusiasm for the Irish cause. He depicts her appearance as fol-
lows:

[i]n that day she seemed a classical impersonation of the Spring,
the Virgilian commendation “She walks like a goddess” made for
her alone. Her complexion was luminous, like that of apple-blos-
som through which the light falls, and [ remember her standing
that first day by a great heap of such blossom in the window.’

In Yeats’s eyes she was the real, living personification of the Pre-
Raphaelite ideal, of which he had learned so extensively. Her first
appearance under the blossoming apple-tree reminded him of the
beauty of the coming of Spring, evoking in him a fusion of the sensual
images of Rossetti and Watts and the famous painting of the Italian
Renaissance painter, Sandro Botticelli. In Botticelli’'s La Primavera
(1477-78) the central female figure of Spring stands in the middle of a
beautifully lush, flourishing garden, full of flowers and ripe fruit. She is
accompanied by the carelessly dancing figures of the Three Graces, the
more contemplative figure of Mercury, and a wind god, who is chasing
a lightly clad young nymph towards the centre of the picture.

One of the first critics to write extensively on Botticelli’s art was
Walter Pater, whose book The Renaissance became the “daily bread” of
art lovers. Pater gave a glowing commendation to Botticelli’s works.
The Victorian art critic wrote that in Botticelli’s paintings the charm
of poetry and sentiment was blended with the magical use of line and

9. Yeats, Autobiographies, p. 123.
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colour.’® He was especially taken with Botticelli's The Birth of Venus
(c. 1485), exhibited in the Uffizi Gallery in Florence. In Pater’s view,
Botticelli's art was to be celebrated for the painter’s ability to bring
back the old spirit of the Greeks. Discussing the painter’s use of dra-
pery and imaginative colouring, he claimed that “that quaint design of
Botticelli’s a more direct inlet into the Greek temper than the works
of the Greeks themselves even of the finest period.”*! As avid reader of
The Renaissance, Burne-Jones was deeply influenced by Pater’s words
and travelled to Italy to see the paintings of the Florentine master, and
he later painted his own version of the mythological story as Venus
Rising from the Sea (c. 1870).**

Shaw, too, was captivated by Burne-Jones’s indebtedness to the
Botticelli heritage. In the 1898 preface to his new collection of plays,
entitled Plays Pleasant, he gave an account of his discovery of Burne-
Jones’s paintings and its effect on his own work as a dramatist:

In the autumn of 1894 I spent a few weeks in Florence, where
[ occupied myself with the religious art of the Middle Ages and
its destruction by the Renaissance. From a former visit to Italy
on the same business [ had hurried back to Birmingham to dis-
charge my duties as musical critic at the Festival there. On that
occasion a very remarkable collection of the works of our British
“pre-Raphaelite” painters was on view. I looked at these, and
then went into the Birmingham churches to see the windows of
William Morris and Burne-Jones. On the whole, Birmingham was
more hopeful than the Italian cities; for the art it had to shew me
was the work of living men, whereas modern Italy had, as far as
I could see, no more connection with Giotto than Port Said with
Ptolemy. ... When my subsequent visit to Italy found me practic-
ing the playwright’s craft, the time was ripe for a modern Pre-
Raphaelite play.’?

10. Walter Pater, The Renaissance (London: Gill and Macmillan, 1973), p.
54.

11. Pater, p. 61.

12. The author of the latest Burne-Jones biography, Fiona MacCarthy,
quotes Burne-Jones’s thoughts on Botticelli. MacCarthy discloses that in a pri-
vate letter Burne-Jones confessed the following: “no one is like him [Botticelli]
and never will be again.” Fiona MacCarthy, The Last Pre-Raphaelite: Edward
Burne-Jones and the Victorian Imagination (London: Faber and Faber, 2011),
p. 101.

13. George Bernard Shaw, Plays Pleasant (London: Penguin Classics,
2003), pp. 7-8.
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As a disciple of Ruskin, Shaw studied the work of Cimabue and Giotto
withadmiration. As part ofthe collection at the Uffizi Gallery of Florence,
Cimabue’s Madonna and Child Enthroned with Angels and Prophets
(Maesta, after 1285) and Giotto’s famous Enthroned Madonna with
Saints (Ognissanti Madonna, 1305-1310), masterpieces of Medieval
religious art, were housed in the same building as Botticelli’s grand
scale and more corporal, fifteenth-century paintings. The collection
of British Pre-Raphaelite pictures from the nineteenth century, which
Shaw visited subsequent to the [talian journey, called back to his mind
the memories of his stay in Tuscany and of his studies of Florentine
art. He was to discover the echoes of Botticelli’s Florentine art on the
Burne-Jones stained glass window of St Martin in the Bullring, which
he went to see after the exhibition. The glass window, erected in 1875
and designed by Burne-Jones and William Morris, illustrates several
events of Jesus’s life, including the Annunciation, the Coming of the
Magi, the Crucifixion and Jesus’s Burial. In the centre, at the top of
the design, lies the figure of the Risen Christ, surrounded by the four
Evangelists (Mark, Matthew, Luke and John) and the figures of proph-
ets and Kings from the Old Testament (Moses, Elijah, Melchizedek,
David and Solomon). Religious in idea and Medieval in design, the fig-
ures were clad with draperies in a manner that was reminiscent of
the work of the great masters of Italian Renaissance: Botticelli and
Leonardo da Vinci.

Like Shaw, Yeats was moved by Burne-Jones’s Botticellian artistry,
as the Helmet plays illustrate. The first of these, The Golden Helmet,
was conceived after Yeats'’s first travel to Florence in 1907. This trip
was Yeats’s Grand Tour to Italy, an educational journey through which
the poet deepened his knowledge of Italian art. Little is known of this
trip or of the locations visited, but critics today refer to it as the com-
mencement of Yeats’s fascination with Byzantine art that lead to the
writing of some of the finest poems of the twentieth century, amongst
them “Sailing to Byzantium” and “Byzantium.” Apart from shaping his
ideas on the artists’ duties in society, the visit to Italy allowed him to
familiarise himself with Botticelli’s paintings. Gregory herself was very
familiar with the holdings of Italian museums, having visited them
during her numerous travels in Italy.'* She was, no doubt, discussing
the famous paintings with the poet. Through their extensive readings

e

14. See, the present author, “I usually first see a play as a picture’: Lady
Gregory and the Visual Arts,” Irish University Review 41.2 (2011), 42-58, p.
52.
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on art, both of them were aware of the significance Victorian art critics
attributed to Cimabue’s, Giotto’s and Botticelli's paintings.

The Golden Helmet was written following this trip to Italy, in the
summer of 1907. The story of the play recounts the return of Cuchulain,
the great Ulster warrior, to his tribesmen. The dominant colours of the
original stage set were black and red, the latter referring to the colour
of the Red Branch of Ulster, an army of warriors for whom Cuchulain
went to battle. Unsatisfied with this first, prose version of the story,
Yeats re-wrote it as a verse play. During the re-writing process, the col-
our scheme of the costumes and the scenery were altered. In the new
version - re-titled as The Green Helmet - green, purple and black were
used for the main scene of the play.’® The sea in the background was
green, which harmonised with the green robes of the tribesmen filling
the foreground of the stage. The objects in the house were of purple-
black to match the dark purple clothes of the Black Man. The interior
of the wooden cottage was painted orange-red in order to correspond
in tone to the wardrobe of the main character, Cuchulain of the Red
Branch.!

The minimised aspect of the colour scheme pointed to the influ-
ence of the American painter, ]. M. Whistler, who became infamous in
late-Victorian art circles for his pictures using no more than two or
three complementary colours. This said, the staging of the play also
brings to mind some of the almost monotone paintings of Burne-Jones.
His 1868 work, Green Summer is evoked by Yeats’s play. The painting
depicts eight young women sitting on a meadow surrounded by trees.
They are gathered on the grass in their green Greek-style robes. Only
the complexion of their faces and the orange-brown of the inside lining
of their clothes break the colour monotony of this study in green. Their
robes are akin to those that clothed the female figures of Botticelli and
da Vinci. The composition of the figures suggests a certain air of se-
crecy and of female comradeship that is not inviting to any visitor. This
air of secrecy and the magic of bonding were what characterised the
performance of Yeats’s The Green Helmet in 1910. The required effects
were perfectly achieved by the play’s colour scheme that re-evoked the
green reverie of other Pre-Raphaelite pictures, such as Burne-Jones’s
Cinderella and Spring, as well as Dante Rossetti’s Proserpine, The Day
Dream, Veronica Veronese and Beata Beatrix.

15. For the depiction of the stage picture see W. B. Yeats, The Green Helmet
and Other Poems (Churchtown, Dundrum: Cuala Press, 1910), p. 13.
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It has also been suggested that this play was born out of Yeats’s
fascination with Victorian versions of Sir Gawain and the Green Night,
an old, English legend.'® William P. Hogan, the editor of the latest edi-
tion of the Helmet plays, argues that Yeats’s use of the head-cutting
game in the play can be traced back to the stories of Sir Gawain, as well
as to Lady Augusta Gregory’s Cuchulain of Muirthemne, published in
1902:

So the antecedents for the play establish its roots in both Celtic
and English mythology, and they allow Yeats to trace his dra-
matic lineage to sources predating Elizabethan drama, which
had inspired his earlier thinking about the medium.’

David R. Clarke examines in detail Yeats’s indebtedness to the Arthurian
tradition. He claims that Yeats’s early play, Vivien and Time, written
sometimes between the end of 1882 and beginning of 1884, owed
much to the popularity of the Arthurian legend in Victorian literature
and art. Sir Thomas Malory’s Le Morte dArthur (from the fifteenth
century), Lord Alfred Tennyson’s “The Lady of Shallot” (1832) and
“Morte d’Arthur” (written about 1835), Matthew Arnold’s “Tristram
and Iseult” (1852) and Richard Wagner’s Lohengrin (1850) became
sources of inspiration for the new generation of artists. From the
1850s onwards the story of King Arthur, Queen Guinevere, Sir Galahad
and Sir Gawain were illustrated by the most popular Victorian artists.
Rossetti, who believed that “the two greatest books in the world were
the Bible and the Morte dArthur,” was so taken with the legends that
he joined Burne-Jones and Morris to decorate the new Union Society
of Oxford with scenes from Malory’s book.®

At the turn of the century Yeats was familiar with the work of
Malory, Tennyson, Swinburne, Arnold, Rossetti, Burne-Jones and
Morris, and assisted Gregory in compiling the Irish mythological cycles.

16. William P. Hogan, “Introduction,” in “The Golden Helmet” and “The
Green Helmet” Manuscript Materials, ed. William P. Hogan (Ithaca and London:
Cornell University Press, 2009), xvii—xxix, p. xviii. Burne-Jones, Morris and
John Henry Dearla, too, were inspired to design a series of tapestries based
on the legend of the quest for the Holy Grail, which included the figure of Sir
Gawain, amongst others.

17. Hogan, p. xviil.

18. For Yeats, the influence of the Arthurian legend and the quote from
Rossetti see David R. Clarke, W. B. Yeats and the Theatre of Desolate Reality,
2nd revised ed. (Washington: Catholic University of America Press, 1993), pp.
67-8.
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When Gregory’s Cuchulain of Muirthemne was finally published, Yeats
heralded it as a book on a par with Lady Charlotte Guest’s Mabinogion
and Malory’s Morte dArthur® In fact, as Declan Kiberd argues,
Gregory’s book recovered the “old-fashioned respect for the young”
through a “magnificent story extolling the energies of youth from the
dawn of the world.”? Kiberd even argues that “Augusta Gregory had
managed to be both the Irish Shakespeare and the Irish Tennyson.”!
Traces of Shakespeare’s Elizabethan idiom and Tennyson’s Romantic
sentiment are discernible in Gregory’s version of the Cuchulain leg-
end and Yeats was deeply inspired to provide a theatrical version of
the tales. Throughout his life he worked on a Cuchulain cycle of plays
which connected his earlier Pre-Raphaelite phase with his later, mod-
ernist experiments in the theatre.

His 1906 play Deirdre was a theatrical adaptation of the legend
of Deirdre and Naoise of the Ulster cycle. The 1906 staging of the
play suggests Yeats’s renewed interest in the relationship between
the old Celtic and the ancient Greek literary tradition.?? The figures
were placed in front of large wooden plates, hammered together to
resemble the interior of the High King’s court room. These plates were
decorated with circular patterns reminiscent of old Celtic and Greek
designs. This blend of design was repeated in the clothes of the char-
acters. The style of Conchubar’s, Deirdre’s and Naoise’s robes as much
resembled that of old Celtic designs as of that of the ancient Greeks.
It is significant that this performance was more in line with Yeats’s
original design for the play as one which depicts Deirdre as the Helen
of Troy than later renderings.?®* This performance also signified Yeats’s
desire to achieve a rapprochement between the new Irish literature
and the literature of the Greeks, in an effort to reflect upon Matthew
Arnold’s dictum about the “philosophical and anti-materialist side of
‘Celticism.”*

Unsatisfied, once again, with the production of his play, Yeats em-
barked on a long rewriting process that lasted nearly two years. Judith

19. Yeats, Autobiographies, p. 381.

20. Declan Kiberd, Irish Classics (Cambridge, MASS: Harvard University
Press, 2001), p. 405.

21. Kiberd, p. 417.

22. Photographic records of various stage pictures of Deirdre are repro-
duced in James Flannery, W. B. Yeats and the Idea of a Theatre (New Haven:
Yale University, 1976). For the 1906 production see plate 14 and for the 1908
production see plate 12.

23. On Yeats’s intention to stage “Troy’s Helen,” see Foster, p. 321.

24. For the interpretation of Arnold’s work, see Foster, p. 131.
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Hill explains that the year 1907 was particularly wearisome for both
Yeats and Gregory. The Playboy riots left a mark on the Abbey, the thea-
tre was falling behind in revenue, Annie Horniman threatened the com-
pany with withdrawing the subsidy from 1910, the planned English
tour fell through due to fears of further public disturbances and the
Fays were waging a war with Yeats and Gregory over the directorship
of the company.”® An Englishman, Ben Iden Payne was appointed as a
new manager, on Horniman’s demand.?® He resigned after a relatively
short time. With things rather uncertain in Ireland and Payne flop-
ping Deirdre in April 1907, Yeats was determined to get a warmer wel-
come for the play in London. He engaged a famous actress, Mrs Patrick
Campbell, to play the title role for the English performance. The stage
picture of the London production of Deirdre in 1908 reveals Yeats’s
renewed engagement with Pre-Raphaelite art. Photographic records
of the performance reveal a relief-life composition of figures, dressed
in robes resembling, once again, Burne-Jones’s and Morris’s Greco-
Renaissance designs. The dark, monotone colours of clothes worn by
the main characters were held together by Celtic brooches, a reference
to the origin of the Cuchulain legend. Traces of Greco-Romanism were
still visible, though in a much more subdued fashion than in the 1906
version of the play.

Interestingly, the Deirdre plays were put on at a time when Yeats’s
theatrical collaboration with Edward Gordon Craig was strengthen-
ing. Craig, Yeats’s long-time friend and revolutionary stage designer,
reformed Victorian theatrical practices with new methods of staging.
His movable screens were first tried and tested on stage at the Abbey
Theatre in Dublin in 1911 during a double-bill of Yeats’s The Hour
Glass and Gregory’s The Deliverer. Yeats started working on the new
version of The Hour Glass amidst talk of staging Deirdre in Dublin with
Florence Darragh.?”” Charles Ricketts, designer of the Abbey at the time
and a fellow-Pre-Raphaelite, heartily embraced the idea of Darragh’s
visit to Dublin to play the role, in spite of the difficulties her rather
temperamental personality might cause for the company. Under pres-
sure, Yeats had to reconsider his position. With Mrs Patrick Campbell
in the title-role, the reworked Deirdre was finally staged in Dublin on
8 November, 1908. The play was a genuine success and it hit the note

25. Judith Hill, Lady Gregory: An lIrish Life (Stroud: Sutton, 2005), pp.
214-7.

26. Flannery, p. 223.

27. Foster, p. 370.

241



with London audiences when it was performed there a few weeks
later, on 27th November in 1908.%8

Yeats’s renewed interest in the Pre-Raphaelite ideal at this time
deserves more attention. Loiseaux mentions that Yeats received
Chaucer’s Canterbury Tales, illustrated by Burne-Jones, for his fortieth
birthday in 1905.% Loiseaux’s disclosure of the present is significant
as it explains Yeats’s renewed preoccupation with Pre-Raphaelite art
at the time of writing Deirdre. The signs of this were visible in both
the Dublin and the London productions. By that stage, Burne-Jones’s
female figures had conquered the Victorian stage and it seems that
Yeats deliberately summoned Irving’ and Burne-Jones’s spirit for the
Deirdre plays. The female figure, painted on a wooden panel at the back
of the 1906 set, was a stylised version of the Florentine design, which
inspired late-Pre-Raphaelite artists. The practice of using a painted
picture at the back of the stage was also reminiscent of Yeats’s earlier
staging practice of using tapestries, akin to those of Morris and Burne-
Jones, as part of the stage picture. The staging of The Countess Cathleen
in the 1890s proves this point.3° The success of the 1908 performance
of Deirdre owed as much to Yeats’s renewal of the Pre-Raphaelite con-
cept for the staging - which reminded audiences of Victorian inter-
pretations of the old Arthurian legend - as to the lyrical quality of the
reworked lines of the dramatic text.

The painted wooden figure at the back of the more Grecian produc-
tion of 1906 is worthy of more attention. It shows a striking similarity
with Craig’s later character sketches, as revealed by Christopher Innes
in his book on Craig’s stage designs.*' The figure on Craig’s sketch for
Shakespeare’s Hamlet is similar in design to the one painted on the
wooden panel for Deirdre, which inadvertently emphasises a link be-
tween Shakespeare’s and Yeats’s work. Throughout much of his early
career as dramatist, Yeats wished to establish a certain degree of con-
tinuity between the work of the English bard and his own. He was of
the view that Shakespeare’s beautiful poetic theatre needed to be re-
invented for the contemporary stage. No doubt, anything that helped
strengthen this connection was greatly appreciated at a time when
talks were held in London about the opening of an English National
Theatre to stage Shakespeare’s plays. Yeats’s friend, William Archer,

28. Foster, pp. 392-3.

29. Loiseaux, p. 121.

30. Loiseaux, p. 58.

31. See Craig’s stage models in Christopher Innes, Edward Gordon Craig
(Cambridge: Cambridge University Press, 1983).
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intended the opening of the new theatre house to coincide with the
tercentenary of the playwright’s death in 1916. Yeats’s generous sprin-
kling of his verse plays with Elizabethan idioms was a clear indication
of his desire to build a literary bridge between contemporary audi-
ences and Shakespeare. He discussed Shakespeare’s art in his 1902
essay, entitled History Plays at Stratford-Upon-Avon, written after his
visit to England to see the plays. The Pre-Raphaelites’ unceasing inter-
est in the work of the English bard throughout the nineteenth century
only deepened Yeats’s interest in their work.

This said, despite revisiting fin-de-siécle Pre-Raphaelitism for the
sake of achieving commercial success with Deirdre in 1908, Yeats’s in-
terests were significantly broadening to embrace some of the emerg-
ing modernist trends in the theatre. Soon after the success of Deirdre,
Yeats began to consider the publication of an extended version of his
earlier collection, entitled Plays for an Irish Theatre. This new edition,
including many of his Celtic plays, was to be illustrated by Gordon
Craig.®? Apart from including several textual changes in the re-written
versions of the plays, modernist designs were to be attached to The
Green Helmet, Deirdre and On Baile’s Strand. Yeats was a devotee of
Craig’s modernist designs as he believed they matched perfectly his
own concept of the stage picture as one of ritualistic pattern, which he
first envisaged in the 1890s. He felt that Craig superimposed the dra-
matic text on the stage design as he demolished the old, Victorian con-
cept of the theatre stage as platform for architectural monumentality
and antiquarian historicism. Using Craig’s modernist stage sets, Yeats’s
intention was to move away from the situation in which his plays were
received as theatrical version of Victorian visual art works. From the
1910s onwards, he no longer desired to provide illustrations to the
old legends but intended to create a scenario in which his plays could
be appreciated for their own merit. His success with the modernist
production of The Hour Glass in January 1911 proved him right in his
efforts. This re-production of Yeats’s early play was the debut of Craig’s
theatrical innovation of movable screens. He experimented with vari-
ous stage designs to achieve the perfect balance between production
and performance. The opening night was a great success for both men.
Craig was celebrated as the most daring stage designer of his age, and
Yeats’s poetic plays received a new wave of appraisal in contemporary
journals and art circles. This successful collaboration paved the way for
a new phase of Yeats’s dramatic career. During the 1910s and 1920s,

32. Foster, p. 440.
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Yeats moved away from Celtic Pre-Raphaelitism, characteristic of his
early career, towards a deeper appreciation of European Modernism,
as his later experiments with German Expressionism and the Japanese
No tradition magnificently testified.
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Bényei Tamds

J. G. Farrell melankdliaja’

A majd negyven évvel megjelenése utdn a Zavaros idéknek (Troubles)
itélt posztumusz Booker-dij jelzi . G. Farrell életmiivének, els6sorban
az ugynevezett ,birodalmi trilégianak” maig tarté népszertiségét. Mind
a posztkolonialis kritika, mind az angol-ir irodalom multjat — részben
a posztkolonidlis diskurzuson beliil - vizsgald kritika viszonylag jelen-
t6s erdkkel fordult a trilogia felé, ugyanakkor azonban - noha a Krish-
napur ostroma stabil poziciot vivott ki maganak a posztkolonialis kri-
tikaban - ezek a megkozelitésmodok afféle tematikus gettoba is zartak
a regényeket, kimetszve a f6sodorbdl azok poétikai Gjszeriiségét.? A
Zavaros idék Gjabb értelmezései is jobbara a gyarmati, angol-ir tema-
tikan beliil rekednek.

Pedig a Zavaros idék Gjraolvasasat masféle szempontok is megter-
mékenyithetik, mar csak azért is, mert noha Farrell ugyan sok szem-
pontbol nagyon is ,angol” (avagy angol-ir) ir6 volt, mégis a korszak
egyik legeurdpaibb angol regényiré6ja (erre utal az erds egzisztencia-
lista hatds a trilogia el6tt irt miiveiben), a Zavaros idék pedig ugy is ér-
telmezhetd, mint a torténelem és a torténelmi tapasztalat modernista
szemléletének tjraértése és kritikaja. Farrell monografusai tobbnyire
modernista vagy kés6-modernista angol el6zményekre (Lowry, Con-
rad, Richard Hughes, Bowen) utalnak,® de korantsem csak angolokra:
Ronald Binns Farrell Nabokov-rajongasarol beszél, Spurling pedig az
orosz klasszikusok, els6sorban Tolsztoj mellett Thomas Mannt emeli
ki* (A Vardzshegy és a Zavaros id6k dsszevetése aligha lenne tanulsagok
nélkiili vallalkozas). Ehhez a listdhoz bizonyosan hozzatehetjiik Gon-

1. A publikacié elkészitését a TAMOP-4.2.2/B-10/1-2010-0024 szami
projekt tamogatta. A projekt az Eurépai Unié tdmogatasaval, az Eurdpai Szo-
cialis Alap tarsfinanszirozasaval valosult meg.

2. Ezértlehetséges az, hogy az 1960-as és 70-es évek angol prozajanak két
vildgirodalmi rangu epikai vallalkozasa, Paul Scott A korona ékkdve tetralogi-
4ja és Farrell birodalmi trilégidja regénypoétikai szempontbdl lathatatlanna
valt.

3. Vo. John Spurling, ,As Does the Bishop,” in ]. G. Farrell, The Hill Stati-
on, szerk. John Spurling (London: Flamingo, 1989), 155-177, pp. 157, 168;
Ronald Binns, /. G. Farrell (London: Methuen, 1986), p. 61; Ralph ]. Crane és
Jennifer Livett, Troubled Pleasures: The Fiction of |. G. Farrell (Dublin: Four
Courts Press, 1997), p. 21.

4. Spurling, pp. 167-8.
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csarov Oblomovijat, valamint Csehov szindarabjait és elbeszéléseit (és
a majdnem-kortars Okudzsava Sipovjat); talan odaig is elmerészked-
a legjobb angolul irott francia regényként szokas szamon tartani, a Za-
varos idéket a legjobb angolul irott orosz regénynek nevezziik.

Az ir fliggetlenségi harc éveiben, 1919 és 1921 kozott jatszodo re-
gény egy 6don és hatalmas dél-irorszagi szallodaban jatszodik, ahol
egy a vilaghaborubol visszatért, enyhén granatnyomasos angol kato-
natiszt, a helyet részben érzelmi okokbol, részben tehetetlenségbdl el-
hagyni képtelen Brendan Archer perspektivajabél nézhetjiik végig az
orszagban elharap6dzo er6szakroél jobbara az Gjsagokbdl értesiild, leg-
inkdbb maganyos 6regasszonyokbol all6 protestans angol-ir k6zosség
felbomlasat, a szallodatulajdonos, Edward Spencer egyre bizarrabb
viselkedését, valamint a macskak és patkanyok altal birtokba vett, goé-
tikusan labirintusszerti éptilet lasst pusztuldsat. A regényrdl irott le-
gizgalmasabb kritikai megjegyzések egyikében Margaret Scanlan - Eli-
zabeth Bowen nagyszer( Az utolso szeptemberével egyiitt - olyan szo-
vegnek nevezi Farrell regényét, amely ,a tudatossag kudarcat [failure
of awareness]” dramatizalja.® Brian Appleyard rovid, de szokas szerint
lényeglaté 6sszefoglaléjaban azt irja, hogy Farrell trildgiaja , egy olyan
kultira elemzését nyujtja, amely reménytelentil kevéssé van tudata-
ban sajat torténelmi helyének”® hozzatéve, hogy a tudatossagnak ezt
a hianyat Farrell nem tragédiaként, hanem bohézatként jeleniti meg.
Sok Csehov-szoveghez hasonldan a Zavaros idék valéban egy olyan ko-
z0sség végnapjait mutatja be, amelybdl fajdalmas és nevetséges mo-
don hianyzik mindenfajta tudatossag énmaga torténelmi helyzetét és
szerepét illetéen, s amelynek tehetetlensége egyszerre oka és tiinete
ennek a tudatossaghidnynak. A regényben a torténelem elmulasztasa-
nak ,csehovi” (nem-)tapasztalata azaltal olt egyediilallo jelleget, hogy
Farrell a megjelenitett angol-ir kozosség gigantikus 6ntudatlansagat
és tehetetlenségét a modernizmus regénypoétikajan atsziirve, e poéti-
ka rejtett politikumat is feltdrva dramatizalja. A csehovi helyzet ekként
Henry James és a jamesianus prézairok finomra hangolt elbeszélés- és
nézéponttechnikjan atszilirve jelenik meg (els6sorban Elizabeth Bo-
wen és Henry Green regénynyelve 6tlik fel az olvaséban), s mindezt
egy mindvégig jelenlévd, am irdnyultsagaban korantsem egyértelmi
allegorikus impulzus szinezi at. Ebben az értelemben a fészerepl6 an-

5. Margaret Scanlan, Traces of Another Time: History and Politics in Post-
war British Fiction (Princeton, NJ: Princeton University Press, 1990), p. 41.
6. Brian Appleyard, The Pleasures of Peace (London: Faber, 1990), p. 290.
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gol katonatiszt, Brendan Archer 6rnagy sajat kornyezetét illet6 ontu-
datlansaga és vaksaga példaszeriinek mondhaté: szamtalanszor talalja
magat - cselekv6ként is - olyan események kozéppontjaban, amelye-
ket a legkevésbé sem ért (pl. 67).7 Az itt kovetkez6 értelmezésben ezt a
tudatossaghianyt allitom a kdzéppontba, ugy olvasva a regény allego-
rikus impulzusanak egyes vonatkozasait, hogy kézben a modern(ista)
torténelemszemlélet egyik meghatarozé elméleti 6sszetevijére, Wal-
ter Benjamin allegoriafelfogasara tamaszkodom.

Allegoéria és perspektiva

Amikor a Zavaros idéket allegorikus szovegként mingsitik — amire jé
néhany példa akad -, az allegéria kifejezést tobbnyire reflektalatlanul,
a szokasosnak mondhaté értelemben hasznaljak, olyan elbeszélé szo-
veget értve rajta, amely rogzitett allegorikus jelentéssel rendelkezé
elemekbdl (targyakbol, szerepl6kbdl) épitkezik. A regénynek mintha
valéban szamos eleme rendelkezne allegorikus tobbletjelentéssel: a
feketébe 01t6zott guberalé nék (255); a rothad6 juhkoponya, amelyet
az Ornagy a fiékjaban talal (39), és amelynek jelenléte mindvégig meg-
magyarazatlanul marad; a szobrok (Vénusz és Victoria kiralyné alak-
masai), amelyek id6rél idére megjelennek a torténet soran; Evans, a
halottsapadt hazitanito; a szamtalan allat, koztiik a mindeniitt jelenlé-
v6 macskak, a varangyos béka (285) és a doglott egér (260 — mindket-
t6 Edward groteszk tudomanyos kisérleteinek aldozata) vagy az egyik
angol katona altal értelmetleniil megolt pava (319-20).

Amikor azonban kisérletet tesziink az allegorikus jelentések rog-
zitésére, nehézségekbe titkoziink. A leggyakrabban emlitett példa a
z0ldszemii és narancsszini macska (illetve macskak), amelyet (ame-
lyeket) a szinekbdl kiindulva tobben is az ,irség” megtestesiiléseként
értelmeznek.® Ha azonban kozelebbrdl is megnézziik a vonatkozo jele-
neteket, kivilaglik, hogy a regényszoveg ellenall az efféle egyértelm-
sit6 értelmezéseknek. Az ir szinekben pompaz6 macska legemlékeze-

7.]. G. Farrell, Troubles (Harmondsworth: Penguin, 1989). A zaroéjeles hi-
vatkozasok erre a kiadasra vonatkoznak. A regény magyar cimét Mesterhazy
Moénika megjelenés el6tt all6 forditasa alapjan hasznalom; a regénybdl vett
forditasok ugyanakkor - mivel az 4j forditas egésze még nem hozzaférhet6 - a
sajatjaim.

8. Mint példaul D. ]. Taylor kissé naivul allegorikus olvasataban: D. ]. Taylor,
After the War: The Novel and England since 1945 (London: Flamingo, 1994),
pp. 53-4. Ertelmezését még a regény legjobb olvaséi is hajlamosak megismé-
telni, v6. John McLeod, J. G. Farrell (Tavistock: Northcote House, 2007), p. 43.
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tesebb fellépése alighanem az, amelynek sordn az altalaban Mrs. Rap-
paport 61ében szundikal6 jészag varatlanul raveti magat a hotelben é16
id6s holgyek egyikének kalapjat diszitd, csabitdéan kerekded, kitomott
facanra. Miel6tt megallapitanank, hogy a macska tdmadasa az irek fe-
161 fenyegetd erdszakot testesiti meg, érdemes végiggondolni el§szor
is a jelenet érzelmi bedllitottsdgat (heideggeri szo6val Stimmungjat),
amelyet a Sarah Devlin és Edward kett&sét argus szemmel figyels Or-
nagy lappang6 féltékenysége hataroz meg: az Edward arcat fiirkész6
Ornagy ,hideg tekintete” egyértelmiien megelélegezi a macska ,kese-
rd z6ld szemét”, amelyet az allat ,le sem birt venni a dundi facanrol”
(214). A macska tamadasaban, amelyet annak sajatos célpontja kissé
bizarr hangulativa tesz, van valami homalyos szexualis toltet, kiillono-
sen az Ornagy lappangé félelmeinek és bénité gatlasossaganak fény-
ében. Azaltal, hogy raveti magat vagyanak targyara, a macska bizonyos
értelemben azt teszi meg, amire az Ornagy képtelen raszanni magat.
Az allat szinei altal sugallt ,politikai allegéria” ett6] fliggetleniil is iro-
nikus szinben tiinik fel a tAmadast kovetd események fényében, a jele-
net ugyanis a ,bennsziilott” {r hazitanit6, Evans sokkoldan erdszakos
»megtorlasaval” folytatédik: Evans hirtelen ,el6reszokken” (akarcsak
kordbban a macska), és el6bb lestjt a macskara, majd ,rettenetes eré-
vel”, ,diadalittas szenvedélyességgel” (215) a falhoz csapja azt. Mivel a
tanité belsé vildga mindvégig rejtve marad, az Ornagynak és az olva-
sonak sejtése sem lehet a kegyetlen reakcié valédi inditékait illet&en.
A masik olyan jelenetben, amelyben a macska - pontosabban an-
nak utédja - megjelenik, az Ornagy arra prébalja rabeszélni Mrs. Rap-
paportot, hogy hagyja el a Majestic Hotelt, és térjen vissza Anglidba.
Az id6s holgy, akinek vaksagatdl fliggetleniil is csak nagyon homa-
lyos képzetei vannak a kiilvilagrol, azt hiszi, ifjikoranak szinhelyére,
Kalkuttaba akarjak visszakiildeni, és hevesen tiltakozik, mikézben a
macska sziirés tekintettel méregeti az Ornagyot, tigy gubbasztva Mrs.
Rappaport térdén, mint ,egy bundas bulldog” (367). Bundas vagy sem,
a bulldog aligha nevezhet6 ir szimb6lumnak; ha ragaszkodunk ahhoz,
hogy allegorikus értelmet tulajdonitsunk neki, inkdbb azt mondhat-
nank, hogy a macska az angol Mrs. Rappaport értetlenségét és makacs
harciassagat jeleniti meg. Amikor a macska — megsejtvén, hogy gazda-
jat mar nem fenyegeti veszély - végre megnyugszik, fejét az id6s holgy
masik allandé oOltozékkiegészitGjéhez, a derekara csatolt ,kemény
bér pisztolytaskahoz” dorgoli. Ahelyett tehat, hogy az elnyomott 6s-
lakossag talsagosan is nyilvanvalé allegorikus jeloléjeként szolgalna,
a macska sokkal inkabb a szalloda angol-ir kozosségén beliili elfojtott
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késztetéseket jeleniti meg; a masodik esetben példaul a 1azad6 benn-
sziilottek ellen barmikor harcba indulni kész matriarka merev, gon-
dolkodasra képtelen, s ebben az értelemben allatiasnak is nevezhet6
beallitodasat.

Amennyiben a Zavaros idék valéban allegorikus szoveg, akkor ezt
semmiképpen sem ugy kell érteni, hogy a regényvilag egyes elemeit
valamely elvont fogalommal valé egyértelm(i megfeleltethet6ség alap-
jan értelmezziik (a trikolor macska jelentése ,irség”). Noha az allego-
rikus impulzus mindvégig jelen van a szovegben, miikodése sokkal
kiszamithatatlanabb, s inkabb a modernista proéza talan legismertebb
allegorikus szovegét, Kafka A Kastélyat idézi fel: az épiilet belsé tere - s
itt Kafka mellett Mervyn Peake Gormenghastja is esziinkbe juthat - fel-
mérhetetleniil, bejarhatatlanul hatalmas, ellendllva a totalizal6 pers-
pektivanak. A szallodaba érkezve az Ornagy megszélaltatja a recepciés
pulton talalhaté csengét:

A cseng6 hangja visszhangot verve tavolodott a poros képadlon,
behatolva a félhomalyos, szényeggel boritott folyosdkba, majd
nyitott kétszarnyud ajtékon at tarsalgok, barhelyiségek és do-
hanyzdszobak sokasagaba, ezutan felfelé indult, kovetve a széles
1épcs6 kanyargasat ..., elért a szobalanyok szallasara, hogy végiil
tijra megszolaljon az Ornagy feje f6lotti kupolaban (amely any-
nyira magasan volt, hogy az Ornagy alig tudta szemével kévetni
a kupola aranydiszitésének finom pdkhaldjat); a kupolatetdrol
az emeleteket 6sszekotd sok 1épcsékanyarulat kozepén mérhe-
tetleniil hosszu lancra fiiggesztve kiégett elektromos kortékkel
felszerelt, hatalmas tivegcsillar 16gott. Az egyik livegfityeg6 egy
pillanatra halk csilingeléssel megszoélalt — par hiivelyknyire az
Ornagy fejétdl. Aztan megint minden elcsendesedett, leszamitva
a recepcids pult folott a falra szerelt, rosszul beallitott 6don in-
gaodra tikktakkolasat. (16)

A hosszu nyitémondat, amelynek kanyargé bonyolultsdga a cseng6-
hang elképzelt atjat szimulalja, hangsuilyozottan 6nmagaba zart tér-
ként jeleniti meg a Majestic szallot, ahol minden végteleniil ismétlédik
és megsokszorozodik; a Piranesi fantasztikus borton-metszeteiét idé-
z6 hatas a felmérhetetleniil hatalmas tér képzetét kelti, ahogy az egyes
épitészeti mozzanatokat jelol6 allando tobbes szam, a ,,mérhetetlentil
hosszu” lanc, vagy a kupolatetd is, amely annyira magasan van, hogy
a részletei odalentrdl alig kivehet6ek. A belathatatlan tér azonban -
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paradox modon - egyszersmind radikalisan korlatozott is: mintha épp
a korlatozottsag gerjesztené a végteleniil sokszorozédé ismétléseket,
mint térbeli-architekturalis visszhangokat. Mindez esziinkbe juttat-
hatja Walter Benjamin elmélkedéseit a romantikus reflexié ,végtelen
regresszusarol”, amely ,egyszerre szélesitette az élet terét egyre no-
vekvd korokben és zarta azt egyre szlikebb keretek k6zé”.? Nem meg-
lepd, hogy az idézett passzusban az egyetlen mozgas a felfelé kanyargo
(az angol szévegben haromszor ismétlédik a ,spiral” szd) csengbszoé,
amely mintha minél tavolabb jutna eredetétdl, annal jobban beszorul-
na a tér belsé jarataiba, s amelynek ttja egyszerre koveti és letapogatja
a bensdség egyre mélyiilo szintjeinek ,schlechte Unendlichkeit”-jat.

A fentidézett bekezdést afféle ,trailerként” is olvashatjuk: eléreve-
titi az Ornagy véget nem éré, a szalloda belsé tereiben tett felfedezéit-
jait, amelyeknek kronikaja maga a regény. A tér belsé végtelenségében
sokszorosan visszaver6d6 cseng6sz6 Utja, amely az livegfityegé halk
csilingeléseként jut vissza az Ornagyhoz - anélkiil, hogy kozben mas
szubjektumok hangjat, valaszat, reakci6jat magaba olvasztotta volna -
aztisjelzi, hogy a Majestic nem egyszer(ien az angol-ir kozosség térbeli
szimboluma (a szalloda lakéi képtelenek kapcsolatot teremteni a kiil-
vilaggal, s ekként megtudni valamit 6nmaguk szerepérdl), hanem az
Ornagy zaklatott elméjének kivetiilése is. Ezt az értelmezést tamaszt-
ja ala a kovetkezd jelenet is, amelyben az Ornagy immar erételjesebb
modon adja tudtul érkezését: ,jo er6sen ravag” a mellette all6 gongra,
,mennydorgésszerii zengést” gerjesztve (16): az Ornagy érzi, ahogy ,a
zengés egyre novekedett az épliletben, mint valami roppant méretfire
dagadé gyiimoélcs, amely azzal fenyeget, hogy kitiiremkedik az dsszes
ablakon. Az Ornagy megborzongott, és eszébe jutottak a tiizérségi za-
rétiiz elsé pillanatai, mielStt elkezd6détt volna »a muri«” (17). Az Or-
nagy testének (test-tudatanak) és a szalloda belsé terének 6sszekap-
csolasa, amely az els6 a sok varatlanul felbukkan6 haborts emlékkép
kozott, a Majestic visszhangzé belsé terét az Ornagy traumatizalt pszi-
chéjének objektiv korrelativjava valtoztatja. Az Ornagy Sarah Devlin
irant taplalt érzelmei mellett f6ként ezzel magyarazhaté az a kiilonos
tény, hogy az Ornagy menyasszonyanak (a tulajdonos, Spencer leuké-
mias lanyanak) halala utan sem képes elszakadni a hoteltdl. gy aztan
akarmit ,jelentsen” is allegorikusan a Majestic tere, ez a jelentés min-
dig a fenti korrelacion atszlirve bontakozik ki. Farrellnél az allegoria,

9. Walter Benjamin, The Arcades Project, ford. Howard Eiland és Kevin
McLaughlin (Cambridge, MA: The Belknap Press of Harvard University Press,
1999), p. 348.
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mint a Flaubert-féle ,butasag” (bétise), ,egyszerre érzékelésmadd és a
dolgok sajatossaga”'® Az omladoz6 épiilet és az 6rnagy pszichéje ko-
zotti affinitas arra utal, hogy az allegorikussag forrasa nem egyszerii-
en az épiiletben keresendd, hanem legaldbb annyira abban, ahogyan
az megjelenik, atsziirédik az Ornagy korantsem hétkéznapi elméjén:
Archer egy alkalommal felidézi egy skot orvos szavait, aki arra intette,
hogy a haboru tuléléjeként ezutan az elesettek helyett is neki kell él-
nie. Az orvos ,megprobalta visszacsabitani 6t a bosszusag és a kozony
hideg és huzatos régi6ibél, ahol az Ornagy elméje szivesen kalando-
zott. De persze mindezt kdnnyebb volt mondani, mint megtenni, kii-
16ndsen a Majesticben” (286). Az Ornagy élete bizonyos tekintetben
olyan, mint egy masvilagi, halal utani élet, és ha a Majesticet, valamint
annak emberi és allati lakoit valéban az 6 tekintetén keresztiil atsz{ir-
ve latjuk, akkor ugy is fogalmazhatunk, hogy a Zavaros idék a Walter
Benjamin altal elméleti médon megkonstrualt melankolikus allegéri-
aként is olvashaté.

A Zavaros id6kben az allegorikussag elvalaszthatatlan a perspek-
tivikussagtol, Farrell vildgdban ugyanis, mint Benjaminéban, a tar-
gyakbdl ,elillant minden immanens jelentés; a targyak puszta faktici-
tasként hevernek, kiszolgaltatva az allegorikus szemlélé manipulativ
tevékenységének”.!! Farrell regénye egyediilallé médon képes egymas-
ra vetiteni a személyes, a koz0sségi és a torténelmi perspektivakat, el-
valaszthatatlannak mutatva a perspektiva politikajat a Majestic és al-
talaban Irorszag dbrazolasanak poétikajatol. A torténelem modernista
perspektivikussaganak jragondoldsa révén a Zavaros idék egyetlen
pillanatra sem engedi, hogy elfelejtsiik: a (torténelmi) tapasztalat ki-
zarolag egy (vagy egyszerre tobbféle) perspektivabol hozzaférhetd (a
regényben a torténelem - Margaret Scanlan szavaival - ,fénytorések
és kozvetitettségek eredményeképpen jut el az olvas6hoz”'?). Bizonyos
tekintetben a ,torténelmi tapasztalat” mint olyan puszta lehet4sége is
megkérddjelezédik, hiszen az mintegy elillan a szereplék bizonytala-
nul regisztral6dé kozvetlen (érzéki) benyomasai és az ujsagkivagasok
kozott, mely utébbiak viszont mar értelmezések és politikai szandé-
kok eredményeképpen létrejott szovegek. Mindez vilagosan Kkitiinik
abbél, ahogyan a zavargasok Irorszaga kovetkezetesen félreolvasva,
egy elkeriilhetetleniil 4tpolitizalédott perspektiva (Irorszag mint eg-

10. Jonathan Culler, Flaubert: The Uses of Uncertainty (London: Paul Elek,
1974), p. 178.

11. Terry Eagleton, Walter Benjamin or Towards a Revolutionary Criticism
(London: Verso, 2009 [1981]), p. 6.

12. Scanlan, p. 51.
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zotikus gyarmat, [rorszag mint haborus tér) kettds sziiréjén attorve je-
lenik meg, és ezt a két, nyiltan atpolitizalt nézépontot tovabb szinezi az
Ornagy - privat és nem annyira privat - nézépontja. Az Ornagy kulcsz-
szerepet jatszik abban, ahogyan ez a két félreolvasas hozzaférhetévé
valik szamunkra, hiszen 6 maga is megtestesiti mindkett6t, mikozben
- részben 6ntudatlanul - olyan fénytorésbe helyezi 6ket, amely meg-
kérddjelezi érvényességiiket, kiillondsen a haborus perspektivaét.

Mivel [rorszag (és a Majestic) mindvégig a harctéri sokk utéhata-
saitél szenvedd Ornagy pszichéjének objektiv korrelativiaként jelenik
meg, az {rorszagi zavargasok és a vildghaborua kozotti megfelelések ko-
rantsem szisztematikusak: a haboru ,a hideg és alland6 meglepetés”
méduszaban (42), alegvaratlanabb pillanatokban villan fel. Az Ornagy,
aki moédszeresen kertili mind Edward haborts emlékm{vét az étkez6-
ben (41), mind az Edward altal levezényelt iinnepélyes szertartasokat,
kisértetszer( figura, aki mar azaltal is a habord mementéja, hogy az
elbeszél soha nem névvel, jeldli, hanem mindvégig csak Ornagyként
utal ra. O a kozvetlen folytonossagot testesiti meg (zavart elméjében
még nem fejez6dott be a habort), ellentétben a hdsi halalt halt kato-
nak emlékkonyvbe irt, megnyugtatéan multbéli neveivel. Az é16k pedig
a haborubol visszatéré katonaval szemben inkdbb az emlékmiveket
részesitik elényben.'® Ebben a tekintetben az Ornagy nem egyszerti-
en olyan szerepld, akinek a torténelemhez vald ,hozzaférését” szamos
tényez0 akadalyozza, hanem olyasvalaki, aki a kornyezete szamara en-
nek ellenére a ,torténelem” allegorikus megtestesitéjévé valik, s aki a
haborts perspektivat a sz6 szoros értelmében is elhozza [rorszagba, a
harctéri latcs6 alakjaban, amelyet egy , vértolulasos porosz tiszt széles,
kilyuggatott mellkasarél” (172) csatolt le. Amikor Spencer gabonafold-
jeinek illegalis éjszakai aratasa idején az Ornagy a latcsovén keresztiil
fiirkészi a tajat, 6ntudatlanul is haborus zénava alakitja azt: haboru az,
amit a harctéri latcsén keresztiil néz.

A Zavaros id6k egyébként is szinte rogeszmésen foglalkozik a
perspektivaval, az észlelés és tudas sziikségszeriien anamorfotikus
és kondicionalt természetével, sokféleképpen utalva a nézépont kor-
latozottsagara. A harctéri sokk utéhatasaitél szenvedo és kissé zavart
Ornagy a Henry James-i ,reflektor” iskolapéldaja, akinek ,inadekvat”
nézdépontja néhany roévid epizod kivételével az olvasé szamara a re-
gényvilag egészét atszinezi, s akinek sziikségképpen torz perspektiva-

13. Talan nem véletlen, hogy Sarah szivét végil is a hevesen ir-ellenes
Bolton kapitany nyeri el, aki az Ornagy szerint er6sen emlékeztet a haborus
emlékmiiveken lathat6 ismeretlen katona szimuldkrum-abrazolasaira (157).
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ja ugyanakkor - s ez Jamesnél tobbnyire hidnyzik - olyan politikumot
is megjelenit, amelynek 6 maga nincs is tudataban. A regénynek szinte
nincs olyan epizddja, amely ne utalna valamiképpen a nézépont (tor-
zit6, atlényegitd) jelenlétére, az Ornagy pedig a ,nézépont” két labon
jaré allegériajaként is felfoghato.

Farrell regényének melankolikussaga ekként emlékeztet a rene-
szansz melankdlidra, amely abban a felismerésben gyokerezik, hogy
a transzcendens perspektiva biztonsaga nélkiil immar az egyén eset-
leges és esendd perspektivajanak kell viselnie a jelentésadas roppant
terhét, tudvan, hogy az altala adott jelentések dnkényesek és ideigle-
nesek.!* Ez a felismerés bénult cselekvésképtelenséghez vezet, s ek-
ként az, amit a melankolikus elme a targyak jelentésekkel szembeni
ellenallasaként érzékel, egyuttal az acedianak vagy accidie-nek neve-
zett melankolikus allapot korrelativja is. Elég, ha csak az Ornagy Sa-
rah irdnti tehetetlen szerelmére gondolunk, hogy beldssuk: ,az akarat
engedetlenségétdl szenved [perversion of the will] - akarja a targyat,
am annal kevésbé az ahhoz vezet6 utat, s ekként az akarat egyszerre
vagyik és allit akadalyokat a vagy targyahoz vezetd titon”.’> Az Ornagy
legtobb energiat felemészt6 tevékenysége az élénk dlmodozas, mikoz-
ben mezteleniil hever az dgynemiis szoba tropusi h6ségében (236),
mintha fizikai passzivitdsanak mértéke mentalis tevékenységének in-
tenzitasaval aranyosan novekedne.

Amikor nem a szalloda folyoséit réja, az Ornagy, aki a Benjamin
altal ,,a sziv restségének”!® nevezett betegségtol szenved, altalaban va-
lamelyik ,karosszékbe siippedve iil” (197, 219), ,melankolikus érdek-
16déssel” (149) szemlélddve, vagy ,a szomorusagtol elgyotorve” (197).
A passzivitasra karhoztatott Ornagyot, aki masok életét figyeli, teljes
mértékben a tekintete hatarozza meg, a tekintet legkiilonfélébb médu-
szai a katonai latcs6 hasznalatatdl a kukkolasig.

Haaz 6rnagy arest, szemlél6d6 melankolikus, Edward a maniakus
tipus képviselbje, aki hatalmas lelkesedéssel vag bele befejezetleniil
maradé tervezetekbe (mint Diirer metszetének allegorikus figuraja); a
befejezetlenség egyébként is a szoveg gyakori motivuma, amely az el-
harapott mondatok szintjén (mint aposiopesis) ugyanugy megjelenik

14. Foldényi F. Laszld, Melankdlia (Budapest: Magvetd, 1984), pp. 126,
145-52.

15. Giorgio Agamben, Stanzas: Word and Phantasm in Western Culture,
ford. Ronald L. Martinez (Minneapolis: University of Minnesota Press, 1993),
p. 6.

16. Walter Benjamin, A német szomorujdték eredete, ford. Rajnai Laszl6, in
Angelus Novus (Budapest: Magyar Helikon, 1980), 191-482, p. 353.
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(167,181, 187, 189, 199, 200, 207, 230, 311, 312 stb.), mint a befeje-
zetlen cselekvések sokasagaban.

Az Ornagy legjellemzébb beallitédasa valami zavart leny(igozott-
ségféle: bamulattal ad6zik mindennek, ami életerét és szenvedélyt
igényel, fiiggetleniil a mogotte rejlé szandékoktol és a végeredmény-
t6l: az 6 perspektivajabol minden cselekvés bamulatra mélto, Edward
kiloncségei éppugy, mint amikor Bolton kapitany megeszik egy rézsat
(190). Ezt latjuk abban a jelenetben is, amikor Edward kamasz ikerla-
nyai tancolnak, az Ornagy pedig ,kedvtelve gyényorkodik a kellemes
latvanyban” (174). De mintha még az igazi kukkolas is meghaladna az
erejét: ehhez az 6reg Mr. Norton kell, aki ebben a jelenetben az Ornagy
doppelgdngereként funkciondl, s akit az 6rnagy ,valéban elképeszt6-
nek” talal (175): ,,az ember szinte mar csodalta a kitartasért, amellyel
fiatalsaganak tormelékeihez ragaszkodott” (175).

A regényben tehat ennek a szereplének a feladata, hogy jelentés-
teli mintazatokba rendezze a valdsag részleteit. A regényvilag egysé-
géért az Ornagy buskomor, iires és Kiiiresits tekintete a felel6s, amely
a vilag targyainak jelentéssel val6 elladtasa és atszellemitése helyett
mintha kiszivna a dolgokbdl a jelentés lehetdségét.!” Az Ornagy sok-
ban emlékeztet Benjamin Griibler-figurajara, akinek tekintete rendii-
letlentil a dolgok rendetlen, halott halmat fiirkészi. Harctéri sokkjanak
kovetkeztében csak egy olyan emlékezet égisze alatt képes latni a vila-
got, amely nagyrészt hozzaférhetetlen szamara.

Ha a melankolikus tekintet allegorikussa valtoztatja a targyat,
ha eltiinteti bel6le az életet, ha holtan marad vissza a targy, de
ugyanakkor biztositva van szamara az orokkévaldsag, akkor
kényre-kedvre ki van szolgaltatva az allegoria alkot6janak. Mas
szoval: mostantdl fogva teljesen képtelen arra, hogy valaming
értelmet sugarozzon; azt, hogy mit jelentsen, az allegéria készi-
téje szabja meg.'®

sz

a hétkodznapi 1étezés és valamely 1ényegi szféra kozott megnyil6 szaka-
dékon van a hangsuly, hanem ,a targyai végtelenségében széttoredez6
énen”.? Az Ornagy paradox, 6neltorld kozéppontisaga e tekintetben is
emblematikus. Ahogy Ross Chambers irja a kora-modern melankoli-

17. Benjamin, A német, p. 334.

18. Benjamin, A német, p. 387; vo. Arcades, pp. 368-9.

19. Max Pensky, Melancholy Dialectics: Walter Benjamin and the Play of
Mourning (Amherst: University of Massachusetts Press, 2001), p. 170.
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aval kapcsolatban, ,a modernizmus igazsaga a melankolikus ember
O6nazonossaga lett”?° Noha Farrell regényében ,mindenkit megérint”
a melankolikussag (197), épp elmosédottsaga, a jelentésadasra vald
képtelensége az, ami a vilag adekvat és példaszerii szemlél6jévé te-
szi az Ornagyot: az egyetlen lehetséges vilagszer(iség a harctéri sokk
kovetkeztében fellépd belsd széttoredezettség objektiv korrelativja.
Esziinkbe juthat Freud hires toprengése (,,csupan azt kérdezziik, miért
kell az embernek el6szor megbetegednie ahhoz, hogy ilyen igazsag bir-
tokaba jusson”2), és felmeriil a gondolat, hogy az Ornagy freudi érte-
lemben véve is (mint a sikertelen, befejezhetetlen gyasz szubjektuma)
melankolikus. A harctéri sokk tobbek kozt a gyaszra valo képtelenség
allapota is: ,Emlékezetének bénult ujjaival az Ornagy ismét megpro-
balt behatolni a multba, abban reménykedve, hogy belekapaszkodhat
valami melegségbe vagy érzelembe, netalan egy halott barat nevébe,
ami a gyasz kezdetét, a gyasz végének kezdetét jelenthetné” (42). Az a
teher, amelynek mibenlétét a skdt orvos fogalmazza meg, amikor arra
inti az Ornagyot, hogy ,nemcsak a sajat életét kell élnie, de a tobbiekét
is” (286), elviselhetetleniil nehéznek bizonyul ennek a groteszk és fel-
adatara teljesen alkalmatlan Krisztus-figuranak a szdmara.

Az Ornagy talan legérzelmesebb pillanata az, amelyben 6nmaga
metafizikai otthontalansagardl panaszkodik: ,Hova mehetne immar a
széles vilag sajgo trességében? Miért dontene egyik vagy masik hely
mellett?” (225). Amikor nem karosszékbe stippedve szemlélédik, az
Ornagy ,.céltalanul bolyong” (183), akarcsak Andreas Tscherning, aki-
nek szavait Benjamin idézi: ,Nyugalmat nem lelek, vivnom kell 6nma-
gamban. Allok, fekszem, 116k, s ezt is mind gondolatban.”*? Valodi ko-
t6dés hijan az Ornagy ,a szobarél szobara valé vandorlas nomad élet-
maddjat” (261) koveti, ezaltal ismét olyan késztetésnek engedve, amely
nem fliggetlen a harctéri sokktol: faijdalmas emlékeitdl (izve-hajtva

ugy érezte, muszaj szobarol szobara, folyosérol folyoséra, eme-
letrél emeletre vandorolnia. Csak most jutott eszébe, hogy ez a
késztetés talan abban az irracionalis félelemben gyokerezett,
hogy épp oda csapddik be egy aknavetd-granat, ahol az imént
még ¢ allt; lathatatlan robbanasok sorjaztak a nyomaban, a tar-

20. Ross Chambers, The Writing of Melancholy: Modes of Opposition in Ear-
ly French Modernism (Chicago: University of Chicago Press, 1993), p. 208.

21. Sigmund Freud, ,Gyasz és melankélia,” ford. Berényi Gabor, in Oszténdk
és dszténsorsok: metapszicholdgiai irdsok (Budapest: Filum, 1997), 129-143,
p. 134.

22. Benjamin, A német, p. 333.
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salgobdl a biliardszobaba, és tovabb, vég nélkil lehetévé téve
szamara, hogy egy tizedmasodpercen muljon az élete (266).

A Majestic hotel nem-hierarchikus tere az Ornagy belsé vilaganak és
nomad életmdédjanak is objektiv korrelativja: a szalloda entrépikus
terében mindenki masik szobdba koltozik, ha valami nem miikodik
(196). Mint a nomadsagot mindenhovd magaval hurcolé figura, az
Ornagy fokozatosan atalakul a hely szellemévé (nemcsak kisérteté-
vé), genius lociva: a szalloda egyre inkabb hozza tartozik, nem pedig a
Spencer csaladhoz (271, 274).

A részletek esztétikaja, a részletek politikaja

A regény egyik legfelejthetetlenebb jelenetében az Irorszagba nemré-
giben visszatért Ornagy raakad néhai menyasszonyanak hozza irott
levelére, amelyet Angela nem sokkal halala el6tt irt. A levél, amelybdl
nem tudunk meg semmi tjat, a szokasos aprélékos és préozai megfigye-
lésekkel van tele: csupa semmitmondé részlettel. Az Ornagy egysze-
riien képtelen elolvasni a levelet, mert ,elviselhetetlen a sok részlet”
(142, 143). Feltehet6en nem az alig ismert Angela halala feletti gyasza
miatt gondolja igy, vagyis a részletek nem azért elviselhetetlenek, mert
kettejiik intimitasara emlékeztetnék, hanem mert végtelen felsorola-
suk nem all 6ssze egésszé, mert a részletek sokasaga éppenséggel az
egészhez valo eljutas utjaban all.

A teljes képet megakadalyozé6 részletek motivuma a regény t6bb
szintjén visszatér, és a ,minden részletében tokéletes” (210) arany-
facan nyilvanval6an nem a Majestic szall6 vagy akar a regényszoveg
afféle onreflexiv metaforajaként szolgal. A Majestic végtelen tereinek
ellendrzése és felmérése lehetetlen vallalkozas: a tér nem engedi at
magat a totalizald perspektivanak, és olyan részletekké hasad szét,
amelyek a panoramikus nézépont lehetetlensége miatt nem allnak
0ssze egésszé. A szalloda mind belsé ,politikai” tagoz6dasat, mind ol-
vashatosagat, feltérképezhetdségét tekintve olyan elkiiloniilt, 6nalléan
miikodd zonak halmaza, mint példaul a hazitanité lakrésze: ,elfeledve
élte a sajat életét a haznak ebben a tavoli sarkaban” (254). Spencert, a
tulajdonost, aki pedig mindent elkovet, hogy tavol tartsa birtokarol a
Sinn Feint, mintha nem zavarna ez az anarchikus tértagozédas: hagyja,
hogy minden z6na élje a maga életét.
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A részletek kozéppontba allitasa, az ,allegorikus szétdarabolas”#
gyakran az Ornagy fragmentalt perspektivajanak megfeleléje, mint
példaul abban a jelenetben, amelyben szembesiil a szexudlis szenve-
dély és az erészak vilagaval, amelybdl a jelek szerint 6rokre kizaratott
(341-3). A részlet esztétikajarol irott konyvében Naomi Schor emli-
ti ,a klasszikus felfogast, amely egyenl6ségijelet tesz az Eszmény és a
részletek hianya kozé”?* Mindez nem valaszthat6 el Farrell regényének
melankolikus, benjamini allegorikussagatdl: a regényben a részletek
utjat alljak mind az értelmes, szandékolt cselekvésnek, mind az ér-
telemadasnak, szétroncsolva az elbeszélt torténések folyamatos {vét:
minél tobb részletet halmoz fel egy-egy epizdd, annal jobban sériil a
narrativ folyamatossag. Schor, aki szerint ,az allegéria a részletek par
excellence modern miivészete”,* az allegorikus részletet ,testetlennek
és destabilizaltnak” nevezi, olyan aranytalanul felnagyitott részletnek,
amely - a transzcendencia pecsétjét magan viselve - épp a transzcen-
dentalis jel6ltek modern kori eltiinésérél tantaskodik”.26

»A részleteknek szentelt tiizetes figyelem - irja John Spurling -,
amely a jézan tényszeriiségnél kezd6dik, de kés6bb tisztan sziirrea-
lisztikus jeleneteket eredményezhet, Farrell hdrom torténelmi re-
gényében miivészi szintre emelkedik.”?” Farrell részleteknek szentelt
figyelmét a melankolikus allegdria kontextusaban is értelmezhetjiik.
,Az, amire az allegorikus figyelem raszegezddik, kiszakad az élet meg-
szokott kontextusaib6l” - irja Benjamin, hozzatéve, hogy ,az allegoria
mind a létezést, mind a miivészetet a toredezettség és a romok jegy-
ében szemléli”?® A Zavaros idék benjamini értelemben allegorikus
részletei az esetek tobbségében komikus hatas felkeltésére szolgalnak,
legtobbszor azonban groteszk vagy éppen rémséges elemekkel keve-
redve. Alljon itt egyetlen példa, amely tematikus szinten is felidézi a
melankolikus allegériat: az a jelenet, amelyben az Ornagy meg akarja
adni a végtisztességet a Spencer altal lepuffantott ir ellenallénak, aki-
nek a holttestét Spencer egyszertien ledobta a foldre az egyik mellék-
épiiletben. Mikoézben tudl sokaig és tul aprolékosan nézi a tetemet, az
Ornagy észreveszi a holttest félig nyitott szajat, amit megproébal be-
csukni, de az allkapocs tjra kinyilik. ,Ujra és Gjra megprébalta, és min-

23. Benjamin, Arcades, p. 365.

24. Naomi Schor, Reading in Detail: Aesthetics and the Feminine (London:
Routledge, 1989), p. 3.

25. Schor, p. 60.

26. Schor, p. 61.

27. Spurling, p. 159.

28. Benjamin, Arcades, p. 330.
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dig ugyanaz tortént. Az volt a gond, hogy a fej nem a megfelel6 szogben
allt. Az Ornagy az eziistnemi alatti polcon észrevette a Wisden-féle
Almanach 1911-es kiadasat, amelyet pontosan kell§ vastagsagunak
itélt. Lefajta réla a port, majd a fit feje ala cstsztatta a konyvet. Ezuttal
nem nyilt ki Gjra a szaj.” (382). Mikézben az 6rnagy a halottvirrasztas
ritusai révén probalja visszailleszteni a testet a szimbolikus rendbe, a
test puszta anyagisaga akadallya valik, s ez mintegy megfert6zi a je-
lenet egészét. A konyvtargy redundans részletei elterelik a figyelmet
a gyaszritusrol: a konyv éppenséggel a Wisden-Almanach, krikett-év-
konyv, amely épp oda nem ill6 birodalmi asszocidcidinak kdszoénhetd-
en jut tobbletjelentéshez, s amely éppen olyan ,halott”, vagyis elavult,
mint a holttest, amelynek fejét tAmasztékként tartja. A holttestnek,
ennek a barokk melankdlia-emblémanak a kézponti helyzete kisugar-
zik a kérnyezd targyakra, igy a konyvre is, amelyet az Ornagy nem a
tartalmaért, hanem fizikai tulajdonsagai miatt vesz igénybe. A holttest
fert6z6 anyagisaga azonban ennél is tovabb terjed, s az embereket is
deanimalja. A szokatlanul energiaigényes megprébaltatasokat kdveto-
en az Ornagy egy karosszékbe roskad, és percekig mozdulatlanul iil
(382). De nemcsak az Ornagyra van hatéssal a tetem kozelsége: ami-
kor Edward Spencer belép a helyiségbe, ,félrebillent feje és nyitott
szaja furcsamod a holttest par perccel kordbbi pozici6jara emlékezte-
tett” (382). A ragalyos hullamerevség idészaka utan az Ornagy elkép-
zeli, hogy Edward miképpen szabadulhatott meg a hullatél, elképzeli,
ahogy maga utan vonszolta, és minél tobb részletet idéz fel, a jelenet
annal kegyetlenebbé és lehetetlenebbé valik a képzeletében (384).
Ezutdn visszaemlékszik arra a pillanatra, amikor megbizonyosodott
réla, hogy az ir fit1 valéban halott, felidézve a golyd uitotte kerek lyukat,
amelyre csak hosszas keresés utan bukkant ra (385).

A holttest fizikai részleteire szinte rogeszmésen vissza-visszatérd
szovegrész azzal a latogatassal végzédik, amelyet az Ornagy a hely-
béli katolikus papnal tesz. Az Ornagy szemével koveti a pap tekinte-
tét, amely végiil a falon fliggé kereszten allapodik meg, majd a széveg
rogton ezutan visszatér a holttest emblémajahoz, amelyet részletekre
bont - koziiliikk némelyik, mint példaul a félig kinyilt szaj, az ir hazafi
tetemét idézik: ,A sargas szinli meztelen test, az er6lkodést6l megfe-
sziil6 bordak, a kifordult szem és a félig nyitott szaj, a bagyadtan leomlé
lepellel letakart két kar, a hosszu, leldgé ujjak, a keresztbe tett két 1ab-
fej - igy sporolni lehetett a kormokkel - a test oldalabél el6toré megy-
gyszint folt ...” (387). A részletek katalégusa nem vezet megnyugtatd
zarlathoz vagy 6sszképhez, ugyanakkor azonban a szentségtoré meg-
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jegyzések ellenére épp a halott ir fitit az Ornagy melankolikus tekinte-
te révén Krisztus testével kapcsolatba hoz6 szovegrész utal a melan-
kolikus allegéria kulcsara: a szellem er6tlenségére, hogy atszellemitse
az anyagot, ,az anyagisag és a szellem kozott tatongo6 szakadékra”?® A
regény allegorikus latdsmodjanak - kiilonosen a katolikus bennsziilott
kultira konkrét torténelmi kontextusaban - elé6bb-utébb szembesiil-
nie kell a holttest keresztény képével, amely a tetemre az anyagisag
meghaladasanak és atlényegiilésének szimbdélumaként tekint. A Zava-
ros id6kben nem Krisztus testének latvanya, illetve képe valtja meg -
afféle anti-allegériaként - az ir fit tetemének korabbi latvanyat, amely
a tetem kornyezetét puszta anyagisagga valtoztatta at atszellemitetlen
és anti-epifanikus részletei révén. Masfel6l viszont - és ebben all en-
nek a szovegrésznek és a regény egészének legironikusabb vonatko-
zasa - az Ornagy, aki nyiltan elforditja tekintetét a megvaltas képétél
és reménységétdl, maga is Krisztus-figurava valik, szent bolondd3, az
allegorikus vilag kiiiresedett, melankolikus atlényegit6jévé. A melan-
koélia - irja Benjamin - ,a teremtményi szféranak a mélységeib5l”°
emelkedik fel: a dolgok mélyén rejlé morbiditas épp azért tarulhat fel,
mert a melankolikus szubjektum maga is anyagisagként, teremtmény-
ként-targyként tekint 6nmagara.

Farrell regényében, akarcsak a Benjamin altal teoretikusan meg-
konstrualt barokk allegéridban, a targyak gy6zedelmeskednek a te-
remtményi létébe bortonzott ember folott, épp ugy, ahogyan a szallo-
daépiilet ,érvényesiti akaratat az ott maradt vendégek ellenében”3! Az
emberek, ahogy a megfaradt 6reg Ryan doktor faradhatatlanul ismé-
telgeti, ,illékony” [insubstantial] 1ények (pl. 140, 141, 407), mik6zben
a fizikai vildg mindvégig hangsulyosan jelen van a maga legy&zhetetlen
materialitasaban, amelynek révén a targyak fizikai valdsaga a legval-
tozatosabb, a tragikustdl a groteszken at a bohdzatig terjed6 médo-
kon &ssa ala vagy lehetetleniti el mindegyre a magasroptli eszméket:
az eszmék és az azokat egy-egy pillanatra megtestesiteni t{ing targyak
elszakadnak egymastol, illékony és diszfunkcionalis dialektikus moz-
gast hozva létre.

Mikozben a klasszikus modernista irodalom - legaldbbis Julia
Kristeva és Max Pensky szerint - gy képes a melankélia szublima-
lasara, hogy a jelentés(képzés) attevédik a burjanzé jelek sokasagaba

29. Eagleton, p. 4.

30. Benjamin, A német, p. 342.

31. Neil McEwan, Perspective in British Historical Fiction Today (Basinstoke:
Macmillan, 1987), p. 133.
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és formajaba, 1étrehozva az allegéria ,melankolikus jouissance-at”3?
Farrellnél nincs hasonlé attétel. Ezen a ponton valik lathatéva az al-
legéria poétikajaban rejlé politikum; a modernista szublimacié lehe-
tetlensége ugyanis az allegéria és a torténelem kozotti kapcsolatnak
koszonhetd. ,Maga a melankélia azonban - irta Adorno - nem mas,
mint a torténelmi szellem a maga természetes mélységében.”?® A szub-
limacié elmaradasa, a transzcendencia hidnya azt jelenti, hogy a je-
lentés immanens, kizarélag az események egymasutanjabol épiil fel,
kiils6 biztositék vagy az elemelkedés lehet6sége nélkiil. Csak a torté-
nelem van. ,,A kévé dermedt nyugtalansag képe, amelyet az allegoria
idéz meg, végss soron torténelmi kép” - irja Benjamin.?* Illetve - te-
hetnénk hozza - a torténelem képe. A Zavaros id6kben azonban az ese-
mények egymasutdnjaként elgondolt torténelem képtelen jelentéssel
ellatni az egyes részleteket. A regény soran iddérél idére megjelend
Ujsagkivagasok nyilvanvaléan nem képesek olyasfajta keretet alkotni,
amelyben az események elnyerhetnék jelentéstiket. ,Ugyan mit tudha-
tunk meg a kdosz részleteibs1?” - tiinédik az Ornagy (154). Masfelsl
viszont a regény cselekménye dnmagukba zart epizédokka forgacso-
16dik, ahogy ezt a ,néhany nappal kés6ébb”, ,nem sokkal ezutan”, ,egy
reggel” és tucatnyi hasonl6 id6hataroz6 sokasaga jelzi. Amiképp ezek
az id6hatarozok nem hoznak létre val6di kapcsolatokat a puszta egy-
masutanisagon tul, az események sem illeszkednek az egész kdnyvon
ativel6 cselekménybe: egymast kdvet6 szegmensek ,fél- és alcselekvé-
sek rommezején”,** ahol nem létesiil bels6 kapcsolat az allegorikus da-
rabkak kozott, amelyeknek egymasmelletisége az elbeszél6 szovegben
id6beli egymasutanisagként jelenik meg.

Ronald Binnsnek igaza van, amikor azt irja, hogy Farrell regényében
a torténelem ,homalyosan megértett er6ként jelenik meg, amely lom-
han cammogva kdzeledik a Majestic értetlen és k6zombos lakoi felé, és
csak alegvégén emészti fel a vilagukat, kisemmizve és elizve mindany-
nyiukat”3® Ebben a torténelmi regényben a torténelem nem a jelen-
tés végso6 horizontja vagy teleologikus folyamat (példaul az ir fiigget-
lenséghez vezet6 eseménysor), hanem céltalan, feltartéztathatatlan
pusztulas és erdzid, amelyet nem lényegit 4t semmiféle transzcendens
télosz vagy jelentés. Walter Benjamin allegéridjaban a természet és

32. Pensky, p. 38.

33. Ld. Alexander Garcia Diittmann, The Gift of Language, ford. Arline
Lyons (London: Athlone, 2000), p. 49.

34. Benjamin, Arcades, p. 366.

35. Benjamin, A német, p. 334.

36. Binns, p. 52.
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a torténelem kozotti nem-dialektikus kapcsolat mélységesen kétér-
telm{. Egyrészt, ahogy Carol Jacobs fogalmaz, ,,a barokk szomoruja-
tékban, a Trauerspielben a természet az, ami mar torténelemmé valt
- frott jelekként, amelyek a haland6sagat jelzik annak, amit latszélag
megneveznek”3” Masrészt Benjamin szerint az allegéria alapja nem
mas, mint ,a torténelembdl a természetbe valo atfordulas”,*® amelynek
soran a természet ,mintegy visszaveszi magaba a histériai torténést”°
a vildg anyagisaga diadalt arat a szimbolikus jelentés folott. Benja-
min szamara ennek a folyamatnak a kulcsa a rom: ,,A rom alakjaban
a torténelem érzéki médon beolvad a szin diszletébe.*® Farrell regé-
nyének szinhelye egy hatalmas rom, a regényvilag egyetlen ,fenséges”
[majestic] eleme, amelyben, mint Bernard Bergonzi irja, ,eltorpiilnek
a szerepl6k”, s amely ,nem statikus szimbélum csupan, hanem hanyat-
lasdban rosszindulatian aktivnak bizonyul”.*! Az egyetlen folyamatos
Ltorténet”, amelyet a szoveg elbeszél, az épiilet darabokra hullasanak,
szétporladasanak torténete, amely minden, a jelentésalkotasra iranyu-
16 kisérletet magaba olvaszt: a regény soran a szalloda mintha végiil
odaig novekedne - vagy zsugorodna -, hogy betélti az Ornagy melan-
kolikus elméjét, és eggyé valik melankolikus beallitodasaval. Mintha
az Ornagy elleni tdmadas és az azt kévetd megprébaltatasok is ezt a
melankolikus folyamatot vinnék szinre: a tdmadas az almaraktarban
torténik, ,rothadé és foltos” almak halmai kozott (400), ,rothadé gyii-
moélcs penetrans szagdban” (400), s az Ornagyot maga al4 temeti a rot-
hadé anyagmassza. Amikor az Ornagyot Kiviszik a tengerpartra, a szo-
veg a passziv szerkezetek halmozasaval szinte mesterkéltté valik, hogy
elkeriilje a cselekvd anyagisadgnak még a latszatat is, mintha az Ornagy
kihuny6 tudata egytttal az emberi alanyisag és cselekvéslehetdség vé-
gét is jelentené: ,Ezutan valakik még lejjebb, egészen a sziklakig cipel-
ték az Ornagy tehetetlen testét, s innen - meglehetds nehézségek aran
- tovabbadtak a tengerpartra.” (400). Az Ornagynak szant haldlnem
a sulyos teremtményiség kérlelhetetleniil érvényesiilé diadalat, az
anyagisag sulya alatt formatlan anyagga szétmallé emberi testet idézi
meg: akarcsak a par méterrel kintebb a homokba temetett angol kato-

37. Carol Jacobs, In the Language of Walter Benjamin (Baltimore: Johns
Hopkins University Press, 1999), p. 6.
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39. Benjamin, A német, p. 275.
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41. Bernard Bergonzi, “Fictions of History,” in The Contemporary English
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er, 1979), 41-65, p. 61.
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nat, 6t is ,nyakig a homokba astak, hogy igy varja a kozeled6 dagalyt