» THE
| OXFORD HISTORY OF
| HUNGARIAN
; LITERATURE
;_
From the
é_' ' Earliest Times to the
] { Present
i
LORANT CZIGANY

i

{

s

CLARENDON PRESS - OXFORD
1984

%




OARIIYAY UL J13M SIOUDLIIAXD POOYPIY SIH *woo[d pue ssauyd)
M2aq pajewd)e 3sIaA sy Jo uo) [eI3UdF oyJ, ‘190d Funof e Jo ssau
13 33 pakedsip uayo Lay) y3noyje 'Ss3fme]y Apeal[e a1om SWn|oA Is1Iy
»swa0d 3y, pjaom apisino ays jo Aufeinuq ayi 1surege dUJJ B SB PIAIDS
3143 "awin duses dyY1 e Inq ssauiyd| pue a5uedals Yum ool pawnsse-jjas
12Aejd pue anasod e Bulaq Lofus o1 pawsaas 3y ‘wsiApuep [njyinoA
B2A21 3so1d pue souf] Apres sty yiog “(LO6T ‘Stom 4noy uynm ) 10od
NQap Aresayy siy spew SY “wsifeusnof ui 19315 B 10} pauopueqe uoos
ym *Ausiaalun 1sadepng 10y 39y 1Augjorzsoy] ‘wmzpuung [eo0] ayy
ISEWpPEay ay) Jo AJiwe) ayl uf USIXD Pa13y13ys e pakolus Suiaey pue
unH uisyinog ul A1 331e| B ‘epeqRZS Ul 68]T YOIBpN 6C uo ulog
“Japew st 1auuews £1320d ul 1eyy mata )
12ype A|uwiy oy ‘uoi3yas sty sem sonYISIY "PHOM U3NILIM 3Y] JO 3010}
042 21 Aq pareald a1Sew oy ‘paroadsas pue ‘Jo snosuod Ajpwanxa
{ugjoizsoyy 105 *Aunsap yum Aed oy sem sp1om yum Aeyd o3 1ey) aaarjaq
U P3] PIOMm Usnum 341 Yiim UOISSISQO SIH ,35]3 2134MOU 31 pul} p[nos
junum ut ssouiddey punoj pue Y3NOS | 1343 104 "M O} pamojje we
193q pue aim | asnedaq Addey we [, :wiry yim 351 Jo Kem e sem Sunum
€245 dNSHIE iy JO saImes) Judurwold a1am uonInIul pue uorsiaid
LLIOJ 10 Jiey s,s)iqed pey 1Aug[01Zso)] *101e|sues) pue 1911IMm J1IBSIIA
Y 01 1ejiws spoadsal Auew ui sem s1eak ANis1aa1un wouy pusiy s.suqegq

16upjo1250y] 0523 :snoyayisav owoyy ‘7

1 10j jeadde [ewads pey ‘suopendse [euoneu Aq paplaIp jou ‘aInjesan|
[EASIPSW je1) “UdY *ISpUoM [[EWS "UONEZIIIAID UBWINY JO dpeuurd
uasaidai suoje adoing ey Suiranaq Ajuuny ‘saxmerayn (asauryy) 1o
der -3-2) 3110x, 3u3 10 W01 Ou SB 3y *pulw uewIny ay) Jo sUORE}SIy
[ESISAIUN J1e S3INJBIAYY 2IBALISP S PUE 2INIRIA| ueadoiny ‘suqeq
‘a1mie1aly o 1daduod siy sfesras spn sy ‘uonezifiap ueadosnyg ayj jo
9A118312 18213 343 uo Kessa Suisodun ue (bE61) 24nivaong uvadoing
ISIH v S amelay] udialog uy ysa1aul siy jo onpoid-Aq v ‘JlqeyIeWwal
te sappoydog pue *ay1aon ‘a1eadsayeys woij suonejsuel) siy y3noye
e [e1ads s3A13s53p *Ansod onoss udpow pue anbnue jo jooq e
"BUUSIA ) 0047 *suwdy uije-] [easipaw Jo uonoajjoo e *(gepl) smoung
Sy 03 uonippe u] "aueq jo uonejsuen ufiaio) 1saq Y se gpsl
uwiaA03 ueifel] sy3 Aq papseme ozug oway ueg ay} Wiy uom sty ‘e
pauonusw aq pmoys (€261 ‘0z6T ‘€161 ‘IT1~] SHed) pipauno) vuiaiq
J ‘suonejsue) siy JO “aInjesan] uo sKesss lueljjugq siy 4q inq ‘suone|
Snosawnu sty 4q A[uo 10u pasape st dinjeIal uelfel] pue ‘uedLIdWY
d "UBWIRY ‘Youal Jo pue ‘sdIssel) ay jo a8paimouy uadxs siy
1un s1 Aineaq tpareasd ssam Aoy yarym ur a3en3ue| ay) uf paydoj aq
'0Ys san(ea fermynd :A1np [eroads sty se Jojejsuer) Jo yse) a1 SuipaeSal
U 1310 Jo saImmyeray] ay1 ur pajsataul uaaq sAemfe pey siuqeg

(D LVDNAN FHL 40 SYALNMM THL

"UozLoY 3y uo Jurwoo[ Apesije s10110y 213 ursuss siy
1u3431d 10U PIp L1 JO 19MO1 K10AI 542, UT UOHIE|OSI uasoyo-jjas siy ‘adoy apy|
Pa19JO plIOM 211 JO M3A WG s snqeq ‘uoisnyp Jo 3nd ay) 0) aAnewId}fE
ue sy ‘s3uipoqaio} Awoojd siy woy adesss jou P[noo siiqeq ey sarold
A[uo [2A0u 3y, *,yisea aImewuw, ays 19e) ul S1 yurea [ear ay) aq 03 3A31[2q
oM JeyMm 1BY3 10 *, yared aametuiw, siy) uo 2deid saxes [saou s ut Suipjojun
£101s ay3 1eyy uosssardun 3y daey Aew Iapeal 9y ‘poads pajerajasde ue
1e 3daox> ‘ureSe aoeid saye) yireq uo aoejd udyes sey 1eyy SunpAiaas a1oym
" yurea axmeutu, e s3onpoid oym 1snusds sy jo siuswadxs 3y ui uondy
JIUILDS JO Yanoy e st 313y, “sTey sif uo ssa1doud, yim Iay10 oy pue ‘uedo[s
SH Se WSHEeAISSUOd, gim auo ‘sdureds oM} U9ImMISQ SIBLIEA SNONUNUOD
& st A101STH " Ansnpur Kreyjw oy jo SaLIolde) 3y ul parnjoeynuew Suraq
Apeaife a1e yoIym 1oy swue ay) ‘apprns 2A13[j0s andAjesode ue jo umoia
Auos pue yomb e 3q [is 981 uewny pnoxd ay1 1ey3 uaddey 1ySnw 1 aseo
Aue uj, :skess3 s snqeq Jo suo u Ajuniq Ind St [2A0U 33 JO sisayy 3y -auids
943 UMOP [[1YD B JnoyIm 31 peal o3 3]qissod AjpIey st 21nIng 3y) JO UOISIA B SB
‘SS3[aYHIaAaN ‘sanrenb ojqepusurwiod M3J SeY bS] Joj1d ‘[PAOU B SY ‘(EE61)
Q00§ 12f124 ay1 10 ‘vsy 10114 ur e ‘aInny 9y} 0} SUIN} 9Y USYM USAI
‘lIam SE S[2A0U S1Yy Inq ‘sOUIA] s1y A[uo jou sayesuuad wooj|3 Jo asuas e ‘sieak
1em 31} JO uU3LAX? [NYPEIIP SYI WOIJ PAIIA0III A[jOyM I9A3U suqeq

*Anusd uewreduny oy jo aaesd oy 3e yooads K1op1parea feouoyoys
JEYM3UIOS € Uey) 210Ul 3q 0} S[Iej [240u Y3 (Woop djqeLreaut oy yoeoidde
Appeaw “yuads £313u2 [[e ‘oym s1adeIRYd J9YI0 ST YA [[oM ISBIIUO0D WIS
-eurdexd snondniosun pue sapminge asussuou-ou asoYm ‘10U BUrRWPURIL)
"3-3) sa1n3g umesp Aprpuajds swos o ayds uj *onuoorden Afreanayed ing ‘i
U39S pey IPZSHIA St ‘sno[ndIpL1 133uo] ou st uone3ajuIsip asoym sse[d sIy3
Joj uoissedwoo s,s1iqeg Jo awoaNo Iy St [9A0U SYL "SSB[D J|ppiul ‘YsIMaf
Apa81e ‘mau a3y jo suonique [eamnd 3y Jou ‘Anuesead ay; jo Aena
S Joyau sey yolym ‘sse[d a[ppru ueueduny [euonipen ayy jo Aesap
sy sfexuod siqeq ‘preiop [esydesSoiqoine JO Yifeam e pue seaues 381g|
e 3uis) "(LZ61) ywaq fo suog ayy ‘1aaamoy ‘Sl [2A0U SNONIQUIE JSOW SIE]
*AImuso yusstauiu sy1 Jo wred Jane oy ut [9A0u ueLreSuny
U3 JO 3IMESJ JUBITES B SEA YOIYM WISIRLD [B100S JO UORIPEI} 3y) sanupuod
SUQEY [9A0U SIYI YUAM "UMOIMIN SNONNOY Y} JO AINPINIS [RIDOS ) Wi
safjewoue Jo Jaquinu 331e] € ‘(sinoy 3ySra-A1105) sum jo ueds uoys A[aane[al
€ Ulipim “SISO[ISIP SHQRE YDIYm Ul [9A0U [eoLIES € ST (£Z761) $pav) Jo apsv)
"suoneAtasqo [evtdojoydAsd ajeonap ssuqeq woddns 9j43s Jo Awouods ayy
pue 10{d 31 JO sanRpQNSs Y I, “siskjeue Ko1sew e wi syuasard sliqeq sounsul
PUE S3pmyne 3uiorjuod asoym ‘SIs)oeeyd urew i) jo winuqiinba feuonows
Jeanap ayy spasdn 1ayiey [ear oYy Jo wnyar Ay 'pooOyIaYIe} I0] SIISIP
passaxddns sty 3no Sunoe ‘s1ayoea sty jo auo £q paumsse S19[01 ISOYM “IaYIE]
siy Aq pauasap Aoq paueydio-jley & jo K101 3y SI J] ‘UOSES] oM Jou
pue ‘[2A0u 153q s, snqeg 2q 01 (ZZ61) v ] 1181 fo uog 2y 13p1suod SonUd

() LVONAN FHL 40 SYALNM THL 0lg




.
2
{
¥
§
1
k

312 THE WRITERS OF THE NYUGAT {)]

source of his inspiration; his melancholic broodings over the passing of
youth, however. created the occasional masterpiece (‘The Trees of Ullbi
Street’). Nevertheless, even the early poems contained traces of an irrational
and vague uneasiness, an awareness of death which in his fecund imagination
later became almost an obsession with necrophobia.

The elegiac treatment of his childhood recollections is continued in his
second volume (Complaints of a Poor Litle Child, 1910). Kosztolanyi
captures the moods of childhood with a sure touch; tiny pleasures, dis-
appointments, affectionate attachments or wounding maladjustments are
all convincingly recorded, people whom he knew personally—the family
doctor, his father playing chess, or schoolfriends are all portrayed in delicate
sketches—but again, in the course of the volume. he con jures up death; the
poet relives his past with the sudden vividness of ‘The Man Who Has Fallen
Under The Train’. His playful treatment of childhood daydreams is innocent
and often subtle (‘I Dream About Many-Coloured Inks’), yet occasional
allusions to nursery rhymes (‘Twine. Twine, Intertwine’) can grow into
petrified expressions of unaccountable bewilderment, fear. and terror which
dwell in the subconscious of every adult. The cult of an uncanny fear of
night, darkness, and death is partly a sincere expression of Kosztoldnyi’s
own innermost feelings, but might also have been a directSresult of his
interest in psychoanalysis and his friendship with Sdndor Ferenczi, the
talented disciple of Freud (cf. Chapter XV1 p. 266).

His subsequent volumes display his mature style, his love of intricate
poetic devices and occasional erotic allusions, his constant wrestling with the
puzzling transience of human life, and above all, a recognition of man’s
hopelessness in the pursuit of happiness. This last motif is best expounded in
‘Happy, Sad Song’ (Bread and Wine, 1920), a poem of exquisite lyrical
beauty and construction. Kosztoldnyi never participated in politics, nor had
he any desire to be a committed poet, but the events of 1919 shocked him
deeply and he wrote a number of poems expressing his abhorrence of
upheavals (‘A Cry by Hungarian Poets to the Poets of Europe’). He had a
personal loss: Szabadka, his hometown, was ceded to the newly-created
state of Yugoslavia, and he could no longer freely visit his birthplace, which
constantly haunted his memory.

His volumes published in the inter-war period (Laments of a Sorrowful
Man, 1924; Naked, 1928; and Reckoning, 1935) show that pure art and
human compassion are not incompatible. The volumes contained no new
themes: Kosztolanyi, like Babits, wrote no genuine love poetry, and nature
played a negligible part in his imagery. He tried his hand at new poetic
forms, including free verse; a good example of this almost expressionistic
throbbing of words is to be found in ‘Flag’. He still loved iambics and rich
rhyme-schemes (as testified by many fragments built from unexpected
rhymes). he produced virtuoso forms based on the tonality of the vowels
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(‘llona’). but behind the omamental edifice of technique. texture
atmosphere, there are almost always intense emotional undercurrents
is a recurrent motive, the grief over the transitoriness of human exis
‘Funeral Sermon’, which starts off as an allusion to the first known Huny
poem (cf. Chapter I pp. 16-7) is broadened into an expression ¢
irreparable loss felt for the unrepeatable uniqueness of each human t
and claims that even the average man has something, a feature or a ma
ism, that no one else will ever possess.

His poetry also reveals a lack of religious feeling and/or exper
Kosztoldnyi’s basic attitude to life is that of a non-believer:

I believe in nothing,

If 1 die, I shall be nothing

Even as before I was born

Upon this sunlit earth. Monstrous!

Soon I shall call you for the last time.

Be my good mother, O eternal darkness!*

(‘Last Cry’)

Critics have often accused Kosztoldnyi of poetic lamentations, and «
ingly they were right, for grief is indeed his main theme; yet he under
the principle of restraint as very few poets have ever done. He knev
man cannot find consolation in platitudes even if they are disguised as
principles. Once in a rare moment of inspiration he experienced the me
of existence, and the totality of this experience made him aware ¢
eternal harmony between mind and matter, which, in that mome
illumination, human reason could do nothing to destroy:

Look, I know there is nothing for me to believe in,
and [ also know that I have to depart from here,

yet I had stretched my breaking heart to be a string
then I started to sing to the azure,

to the one whom nobody knows where to find,

to.the one whom I don’t find either now or when dead.
But indeed, today, as my muscles get softer,

I have a feeling, my friend, that in the dust

where [ was stumbling over clods of earth and souls

I was the guest of a grand and unknown Lord.

(‘Daybreak Drunkenness')

In one of his last, posthumously-published poems, ‘Piety in Septen
Kosztolanyi’s neurotic fears of the unknown and his restless searc
certainty finally ceased, giving way to an overwhelming desire to drz
unwilling world into his heart with pagan piety and feverish greed:
victory of faith in a poet whose lifelong struggle with the diabolical ch:

* Translated by Watson Kirkconnell.
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human existence ultimately brought him inner peace, ecstasy, and perhaps
Christian humility. This magnificent poem is a fitting conclusion to a poetic
career whose inspiration never lacked profundity or insight into the essence
of existence.

While Babits was definitely a better poet than he was a prose-writer, it is
arguable whether Kosztoldnyi’s poetry or his fiction was his more significant
contribution to literature. Of his novels, perhaps The Bloody Poet (1922) is
the most remarkable. Its hero is Nero—not the tyrant, but the dilettante
poet who lived by flattery, lacking any self-knowledge; a sure sign of
dilettantism. The Bloody Poet is not a historical novel in the ordinary sense;
Kosztoldnyi is preoccupied with frustration and the psychological factors
responsible for it. Both Nero and the other characters are drawn with
masterly skill and, at the same time, indicate Kosztoldnyi’s fundamental
approach to human existence—only pity can lighten the burden of living.

" Nero, with his childish vanity and his reckless jealousy of the superior
poetical ability of his half-brother, is a pitiful creature who has always lacked
true human relationships. Thomas Mann, who read the manuscript, claimed
in the preface to the German edition of the novel that Kosztolanyi’s work
‘affects our senses with a humanity that is so true that it hurts’.

His next novel, Skylark (1924), is rather a long short story in which
Kosztolanyi continues the tradition of exploring the blind alleys of small-town
existence with its looming boredom. The simple plot concerns the departure
on a summer holiday of the unmarried daughter of middle-class, ageing
parents. Her absence relieves them of the burden of the daily routine; their
sense of duty suddenly vanishes when they discover that they hate their only
child. When she returns, monotonous duty also returns to their lives, and
affections become tedious responsibility once more. In spite of the slightness
of its plot, the novel is kept alive by Kosztolanyi's inside knowledge of
small-town pettiness, his economy of construction, and his sympathetic
character-drawing. The same is true of Golden Dragon (1925). another
small-town story—this time about the tragedy of a high school teacher who is
persecuted until his death—with the moral, so characteristic of Kosztolanyi’s
philosophy, that crime is not always followed by punishment, and that
honesty is an inadequate protection against the unscrupulous machinations
of those who possess power in society.

Wonder Maid (1926) is the story of a servant girl, Anna Edes, whose
respect for and devotion to her mistress are unquestionable; yet inexplicably,
tension grows in their relationship. and she brutally murders her employers.
Itis a masterly presentation of accumulated repression in a simple, innocent
country girl. In a sense, it is in Wonder Maid that Kosztolanyi, besides
showing his fascination with psychological problems, assumes social res-
ponsibility, pointing out that the lower classes should also be treated as
human beings by their superiors. In addition, Kosztoldnyi metes out poetic
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justice; the maid’s death sentence is commuted to life imprisonment, tha
to her passionate defence by a physician, who blames her mistress for
tragedy. The courage of Dr Moviszter to speak up is obviously strengthe
by the social conscience of the writer who, in spite of his unwillingnes
reveal his emotional commitment to moral values, is always on the sid:
the meek.

Kosztoldnyi was a prolific short story writer, or rather he wrote a g
number of short pieces, including sketches, essays, and lyrical reminiscen:
which were all part of his journalistic activity—feature articles in Pest N
and other quality papers. Of his short stories, the Kornél Esti stories (19
are the best, and it is in these stories that Kosztoldnyi’s keen sense of hum
finds an outlet, but their subtlety extends far beyond their humour ((
‘Freshers’, or “The Bulgarian Conductor’). Esti is the alter ego of Kosztold
and a symbol of forbidden thoughts and feelings to which the moral se
objects,—he represents the hidden desires of the ego, in a sense he is
embodiment of all those human impulses: senseless revolts, irresponsibil
or latent cruelty—the existence of which everybody is reluctant to adr.
yet, at the same time, Esti is also Kosztolanyi's better self; he revolts agai
hypocrisy: ‘It was he who compelled me to champion the cause of ail th.
people who are rejected, imprisoned or hanged with the consent of
majority of society.’ Esti does not believe in world-saving ideas, he knc
that truth is relative, and that heroic actions can be ridiculous; he reali
that man can only experience tiny segments of life, and that humanitar
intentions manifest themselves best in small deeds.

Kosztoldnyi was also a prolific translator. Translating the best of otl
literatures was a particular aspiration of the writers of the Nyugar generati
they established and maintained a highly individual attitude to fore
literature. They absorbed both the message and the style-ideals of fore:
writers, who, in translation, became part of the Hungarian literary herit:
to an extent unprecedented in earlier times. True, this intensive at*ention
foreign works did not preclude leaving the translators’ artistic hallmarks
each translation; no great creative artist can discard his own personal
when translating, as is particularly clear with Babits, Kosztolanyi, a
Arpad Téth. Of Kosztoldnyi’s translations, the following should be m¢
tioned: Modern Poets (3 volumes, 1914), Romeo and Juliet (1930), a
Chinese and Japanese Poems (1931).

3. A Poet of Loneliness: Gyula Juhdsz

The third member of the outstanding triad at Professor Négyesy’s* semir

in the University of Budapest, Gyula Juhdsz, was the odd man out amo

them, not only in temperament and personality but also in the developme
* L. Négyesy (1861-1933) was a noted teacher of aesthetics.



