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Mircea Eliade and loan Petru Culianu .
Two Different Paradigms in the Study ofReligious Facts

Ramona MATEI,
Al exandru |l oan Cuza Unive

Keywords: history, history of religions, hermeneutics, method, mind games, Mircea
Eliade, loan Petru Culianu

Abstract: In the fAreading, 06 meEuiau onthe malster di s ¢
Mi rcea EIliadebdbs work and 1|if e, we actual
and the need of a sedhlightenment regarding the role of the discipline that he practices
(history of religions) and the significance of the rmagictable succession of the

hi storical event s. iYoung Culianu, 0 who
understands the history of religions as a discipline of the existential implications, capable

of offering a profound cognition of the humanrgeand of his relations with the world

(history) in which he lives. In the last period of his creation, exceeding the modern
hermeneutics of the sense, practiced by the master, Culianu interrogates history from an
interdisciplinary and systemic positiom his attempt to learn the universal method, a

true clavis universalis applicable to any field of knowledge, loan Petru Culianu
gradually detaches himself from EIliadebs
the religious facts.

E-mail: ramonamatei78@yahoo.com

. Introduction

ASubject EIliaded (the man, the scholar a
Culianuds constant i nt e MiecsatESadeipublishedis wor k
1978, in ltaly, in Cittadella Editrice, Assisi, the study entitMidcea Eliade, the

Unknown which should have represented the introduction to a planned book of
conversations between the two httQutesrtidoans
run by Paul Goma at the Hachette Publishing House), the correspondence between
Culianu and other acquaintances or friends (for instance, the letter exchange with his
Italian friend, Gianpaolo Romanato), the studies, the essays, the reviews wouhtipe

schol arés conferences that have as targ
political articles published by Culianu in his exile press (especially in the waakiga
l'ibert riomONews Xbr k, in the coluna fAScoy
bel ong to the disciple and that have, at
work and personality (sometimes even Cul

" This article was written for the following proje&thD Studies: Portal for an Eminent Career in
Research and Knowledge Sociéityanced by the Functional Domain Programme for the Human
Resources Management 260713 (grant POSDRU /88/1.5/S/47646).

9


mailto:ramonamatei78@yahoo.com

Philobibloni Vol. XIX (2014) No. 1

of certain expected references gpauificEl i ad:¢
complex relationship) all these form an interpretatiyeizzle a labyrinth whose centre
is nothing but the same story of the finding of the Self.

Culianu, who is most of the times encomiastic, sometimes distant and ironic,
alludes, in his writh g s , to the nmodel ElIi aded i n a
identity; although he credits his achievement to the master, he is aware that the personal
Aipatho can only be pr op-paférmanceThus,Calianut hr o u

wi || gradually detach himself from EIiad

fageo of studying the religious facts.

2. Mircea Eli ade i n fyoungo Culianubs
implications of the history of religions

Inthefirststageofhiscreatidn,oan Petru Culianu, truly ir

thinking, had not yet been detached from the modern hermeneutics of the meaning. This
attitude of constancy towards the profound signification of the world is mogeratel
expressed through the medium of some studies where the exegete describes and
elucidates the essential data of work belonging to the one who was meant to become his
master. Thearticle 6 ant hr op ol o gpuldishedliri d © s@agphii qrue de
number 33/1978 (as well as its variarExperience, Knowledge, Initiation. An Essay
about Mircea Eliadé July-Au g u st  Tinohis 4toriestAd8 an incomplete text),

Mi rcea El i ade 6s (approxengtelyr dated Um 19vVER79) sMircea

El i a d enfophodi@ubleshed irLimite, Paris, 28/9, 1979Mircea Eliade and the

Flying Turtle (written at the beginning of 1981, but published in the German version in

H. P. Duerr (ed.)Die Mitte der WeltFrankfurt, Suhrkamp, 1984), the monograph study
Mircea Eliade (drafted between 1978977 and published by Cittadella Editrice, Assisi,
1978)i1 all these become conspicuous for the manner in which Culianu understands the
role of the History of Religions in the first stage of his activity.

In both EWl aded®sanwdewds, this privil
medium of which they will elaborate contemplations that will transcend the field of
religion, cannot be reduced to a simple chronological order and inventory of the
researched deeds. The history difyiens is not an autistic discipline whose research is
exclusively historical, but an expansive manner of interpreting religious deeds. This
i mplicit Afopennessodo in the research of
epistemology and it also presemntological effects. Investigating the religious ideas

! HorieRoman Patapievici el aborates the theory
appeared inetters, Arts, Idegsa cultural supplement for th@otidianul newspaper (1V, nr. 27

(161), 18th July, 1994), which subsequently would be modifiedifisgntly. The article is

specifically meant to be included in a volume coordinated by Sorin Antohi and dotitteBetru

Culianu. The Man andthe Wogkl aki : Pol i r om P u #39); atérwardg theHo u s e ,
article is entirely revised in ordéo become the nucleus of a book entitte last Culianu

(Bucharest: Humanitas Publishing House, 2010), in which the exegete suggests the following
division, making reference to the years of the writing or rewriting of the pardstighs from

everystage A 00Oy ounigcariCsarigi alnu7i9i) ;( 0 0t Bres affdiMagictin Cul i a
Renaissange 1981); tr ansiThdDua Grfogiso mh 9®B®t) h & of iGr0g thield | |
(The Gnosis Tree 1990) ; 0 0t Ouw of TassWorld €990; tkeaarticled in thé
Incognitamagazine, 1082990; books projects, 199099 1) 6 (annotation nr . 2

1C
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that are shaped in time in human mentality, the historian of religions tends, in fact, to
answer questions related to the beémtheworld condition and to offer a more

profound understanding ofuman being. Young Culianu will insist on these exact
aspects in order to establ i shthatappearsinar t i c
Eliadebs work. Being influenced by the
concerned with the perceptiontbk religious essence, Eliade introduces the concept of
hierophanyin order to designate the manner in which the sacred manifests itself in the
world, and it appears to be something different and superior. The -pacfaoke

di chot omy, fi t mgdn the svarld, evo existenfial situations assumed by

man i n hitsechinsetsoray, ®entr al theme in the
sacred can manifest itself everywhere, there are privileged hierophanies which Eliade
inventories, establishing the niasignificant categories (the firmament, the earth, the

water, the stone, the tree etc.). Together with the sacred experience of time aiid space
rendered by the archaic mands riitheseal pa
hierophanies become the abje of a oOcreativebo interpr
understanding of the significances of religious forms. Excelling the pure historic
religious morphology (that depicts and ¢
research |l eads damt ha ogiplhoaody,sophihaal i s t
hierophanies in relation to the question about the meaning of the being placed besides
the deeds an d Relijiaus hermeneutice, hsatrisiurearsiood by Eliade,
reveals the principles of archaictology and, through a rebound, it can indicate the
specific manner of placing the modern man in the walt.i adeés entire
scientific and literary) questions, in fact, the meaning of the western civilization, and the
solutions through whichther esent exi stenti al Acrisiso
the history of religions transgresses the intentions of an exclusively historic discipline,
becoming a fAcreative hermeneuticso that
meetings withhie sacred, fromplei st ory t o & liis aberoeckrdynt t i
significations that otherwise would remain indistinguishable, setting it up for being a

saving fspiritual techni que, 0°thtolga the i s s |
qualtymali fi cati on of his existence. Explica
believes that its humanitarian message i

the being through the rediscovery (anamnesis) of archaic ontology. Although he no
longerr ecogni zes the fAsignso of the sacrec
unconsciously and depending on the same categories as the archaic nam ttiel.

other hand, the profound structure of his psychic life is ordered by the same symbols of

'!One of the most significant reviews on the n
scientific methodol ogyt mefhdl] buthe ieimpicdlyecennestedtto h a v e
the phenomenology of religions as well as to the morphologic and structuralist trends that were
active inside or outside the history of religions. (loan Petru Cullditaga Eliade,2nd Edition,
translatedb¥ | or i n Chiri Sescu and Dan Petrescu (Buch
% Mircea Eliade,The Sacred and the Profane 3r d Edi ti on, transl ated
(Bucharest: Humanitas Publishing House, 2007), 15.

®loan Petru Culianwlircea Eliadg 99.

* Mircea Eliade,The Nostalgia of the Origins. History and Meaning in Religioanslated by

Cezar Baltag (Bucharest: Humanitas Publishing House, 1994), 97.

® Ibid., 109.
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initiation tha used to constitute fAthe pragmati
patterns have lost their traditional meaning and now they exist in the imaginary and

il lusory 1ife, and they can be recogni ze
oOobst aatéesemptso and sufferings that the
living a genuine existenc€€ul i anuds conclusion is that,

complete being can only be formed through a double action that suggests the escape
from the hstoric present, from the profane contingent (through dreams, music, reading,
artistic imagination) and through the pa
destinyo). The second situation is for me
the judgment of history, and he is unconsciously initiated in the sensible existence
through his ‘ireother wordssbeirgrin theiwsrlth diving in history)
represents an experience of suffering that is necessary for man in order to frieely evo
to the sacred. Hi story itseltf pl ays the
Asigns, 0 the o p-bistanclgealitytachaia in dadure.aNVhdraasatimes
traditional society man used to transform every historical event in acoeravith the
myt hical categories, rendering a fdAreal it
is overwhelmed by the arbitrary sequence of events in the profane world. The linear and
irreversible time, which was introduced by the Judicistiansleads to the abolition
of the temporal cycle, and makes impossible the intermittent recovery of mythical
origins. Thus, the modern man loses all transcendental motifs of existence and misses all
attempts of finding truegé,jbentyiyologetCh
interpretation, is optimistic. In order for our existence to become meaningful again and
to stand up the #Aterror of history, o one
and history are a si maplytat sometimes bréaksogmmo o f
the ordinary life. One must rediscover and interpret the hierophanies that have remained
unrecogni zable for a long time in order
literary works have this functionofsavg man, connecting him to
origins. The narration becomes, as psychoanalysis does, a technique of anamnesis that
reestabl i shes tshiegnfiHiieradp maaniocf torbajnesct s,
miracle in ther pfegai notfiNlgi rsethoirtyh @ lkeac omes
Afsaving, 0 and the |literary symbolism reprt
the paradoxical nature (abseficé e senc e) of the sacred. T
00t rueld i margaens cae nvceehnitcdle toedxtaurte, 0 an A
that OOGpainting on t hfei ncdaragned *uinid e rhsatta nedvo
This first reading of EIliadebés work r
the Ohumanitar idoamed imavuasge ,t hchede bley ongs t
his fellow menés destiny and tries to aw:
wi s e Tao or a chodédan master, order s t he
attaining liberty. In order toustain his thesis, Culianu adopts the example of a Buddhist
story (The Scripture of the Lotuys, wher e it is narrated that
to attain liberty is as rare as that of a half blind turtle, that reaches the surface of the

Yloan Petru CulianuRomanian Studies I. The lllusions of tdé hi | i s m. Doctor EIl i
2nd Edition, translated by Corina Popescu an
2006), 221; 243.
2 |bid., 247; 253.

12
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waterintt exact moment when a holed | og appe
chbéan ma$§ staes Guianirooilse 6t o pl ace holed | ogs o
half blind turtles many apds <ilbialdietdise sh utn

attempt is, without a shadow of a doubt, can be compared to this action.

Aleksandra ChaushovaThe Yard of Feeling2011,
pencil on paper, 46,4 x 32,6 cm

o0Young Culianudo reflects upon the mas
for example, in the belief in those existential implications of the study of the religious
phenomenon. Educated in the intellectual climate of Romania of the 60s, the young
scholar is disappointed by the arid manner in which this discipline is practiced in the
western worl d, and expresses his regrets
oO0bGheretdu, in 00the West U0uU, t he ithsiinst or y
Romania: it isnot the result of an individual evolution towards a form if ontological
perspective (as it was, | believe, in our case), but a philological and archeological
discipline with no existential implicatiomhe possibilityof its cultivation leads to the
defeating of any intention of?Duinghis edge
entire career, the history of religions represents a privileged discipline, meant to
transgress the historical limits of the research and to generate pewpdiot
meditations in the fields of efiust amawldéc@®
view, everything may be rendered in termsrond gamesreligion remains the most

!bid., 334.
2 The letter is available in a volume coordinated by Sorin Antohi Petru Clianu.The Man
and the Work93.
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i ficant opatterno of society, whose
ging of humanityés future.

3. AThe Lasto Culianu armcdmes he Theory of
As the scholar adapted to the new postmodern tendencies, Culianu will become more

and more interested in the cognitive mat
Culianudéso view can be found in the in
December the ¥, 1990 in Chicago. In this conversation, Culianu emphasizes the fact
that contemporary philosophy doestheno | ot
being and the beingto-deatl), but it rather concentrates on the investigation of the
aterna i ve worl ds and on the parallel uni verl

tradition that experiences the worst dimension of the Christian thebloggmento
mori, the meditation on death which does not represent the fascinating part of the
Chrisian theology, that is thenultiplication of the worlds t he expl or ati o
known possibilities, in whidh man does nc

For the nl ast Culianu, o the multiplic
of the unique realityartificially imposed by the modern positivism, represent a necessity
both epistemological and ontological. If, at the beginning, Culianu seems enthusiastic
about the possibilities of the fAphilosopl
he will consider this process obsolete and he will aspire to a cognitive perspective in the
study of religion. Thus, the fAnew phil os
longer a mystic of the being and of the intellect, but an enchanter of the creative
becoming and J¢f the action itself. o

Soon after the publication of the studies after 188 ¢ cea EI| ijaade | 6
unique text written between 198183, that represents the introduction of a planned
book of dialogues with Mircea Eliade, and which wdtohave been published at
Hachette Publ i sBDupgt &oaWwibr|ceetahielmBEdte et
0OGLOhi stoireil9d3dMi etéadi&l mptdbeet | 6ii d®al
1984; Mircea Eliade at the Crossroad of Anthropologhyl985 Mi r cea EIl i ade
recherche du Graal 1987; The Secret of Doctor Eliade 1988;L 6 Al ber o del
conoscenza. Invito alla lettura di Mircea Eliad#989), there appear the first symptoms
of this transformation of perspectives: the master who was onpe sees a fAsai |
becomes the image of the fAimystery pries
by himself. Excelling the stage dominated by Eliade, Culianu neither believes in the
Otrue storyo of the myt h, enenticsofconndgctingg f un
man to the archaic realities. Nevertheless, in the 1978 monograph, the exegete observed
the semantic variations of the usage of
not trust the practi cahluisloi tiyn otfh ed uniged sd co
religions. This new interpretation demon
that of expressing, at the right moment, the needed message. The mystery priest, the
conscious creator and player of enigmas wantsatee the bewildered humanity,

! Talking with loan Petru Culianu an i ntervi ew by TS agaimstitte Ada m
Spirit. Political Writings( | aki : Polirom Publishing House, 20
2 Aurel CodobanT he Phil osopher (nafeimBaih Anghi (@oord.Joanas fien
Petru Culianu.The Man and the Wp869.

14



Philobibloni Vol. XIX (2014) No. 1

providing o0holed |l ogsd in order to help
gesture is different. Commenting upon the fantastic stories after136&( t r i,0s Gr «
Incognito la BuchenwaldNineteen Rose, Endle¥®uth, etg, Culianu believes that
El'iadeds third cycle, callegdr @phieccyc!| €o |
the clues of an intention to hide the ultimate truth, which, if it had been known, it would
convict us to an existence where thes no possibility of salvation: far from
representing an oOexemplar story, o0 the myt
interpreting' Tthhiee herotmeinergnéssacti vity onl
and settles a boundary betweenmaham ot hi ngness. I n this ne
suggests that Eliadeb6s hermeneutics keep
end of the interpretation stage it would get to agmistent meaning, but because it is
the only dimension thatna cr eat e and buil't ceasel essl|
human exi st en cEemneanndgdoags te man, whd caneot livefunless
he has it. ag0Li beratingidid means to find
function that establishes aema ni n g . [ €] The daafirstod EI
miracle that breaks into the world, believed that the meaning is transcendental to
her meneutics itself. The 0GO0seconduld EI i
looked for and encountered @ré& U U , b ethei necanng is estaldished by
hermenedtics itself [ é ] Now, the entire EIliadebds n
follows: we must practise hermeneutics in order to sut¥ivehe Graal is a symbol for
spiritual evolution as long as iteeking (interpretation) lasts; hermeneutics, a creative
dimension, is, eventually, the seeking of a seeking.

According to this changing in vision, the sequence of events is no longer referred
to with a transcendental meaning, and it is no longer situratad initial field that could

insure a justification for human tragedi €
deci phered, but it is recommended a new |
everything can be idedi gadhesnotEhenscofhsdd
approach indicates the fact that humanit

beliefs, nor in the continuity of some unconscious archetypes, but simply in the unity of
those procedures with which humaimds function regardless of time and space. Humans
think, and in similar situations, their minds always produce similar results. The universality
of some symbols or the astonishing similitudes among different religious beliefs in distinct
geographical arsaare no longer explained through conventional origins and mutual

influences, but rather through Aintertext
new experience in antigue expressive pat:t
mannerofl i f f usi on, understood as an Aactive r

of rul @hé)distance between the disciple a
contexts.

Considering the new acquisitions of cognitive sciences, as wellaeslfr
mathematics and quantum physics, the savant conceives, in the last part of his life, a
universal method, a truelavis universalis that can be applied to any domain of

oan Petru CulianuThe unknown Mircea Eliagdén Mircea Eliade 247.
2 .
Ibid., 256.
% |Jdem, Introductionto Out of This World transl ated by Gabriela an
Polirom Publishing House , 2007),-86.
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knowledge. Thus, Culianu will start a border research that implies the intestionne

and the synthesis of various disciplines. Dissatisfied with the possibilities implied by the
morphology of religious deeds, a method that does not involve historical transformations

of phenomena (a subtle blame for Eliade inserted in the monogrdjgatdd to his

master), Culianu elaborates his own theoretical mbdebrphedynamicsi able to
reconcile synchronicity and diachronicit
study of events in a spacing andadttt empor
include diachronicity as a'nomphogyoamissor y di
studies nAideal o I pfehinking thai aret ektrerhely complex, farel s y s
whose heterogeneous development is generated by the dualgapties, appliedroa

isi mple set of ruleso (elementary ontol
existence, soul, gods etc.). According to this cognitive approach, religion, philosophy,
science, literature are no longer understood as distinct domains, but ratleptesgnt

systems of ideas originated by the same
fact, until all connective and reordering possibilities are consumed. The existence of

t hese i deal objects, o t hat havmt ba n i nf
perceived through the limited dimension of reality, but it becomes perfectly intelligible

in Atheir |l ogic dimension, o0 in the multi
presents fiHi Nt onds soupo -tojpsxidadn @e thait n ge
i mpossibility of perceiving an object th

that lives on the surface of the soup which | am about to eat will perceive (painfully, |
think) the spoon that crosses its space as a simple inedtiosee nsi on % ari es
The dwellers of such a flat Realm can only understand an object that belongs to another
dimension if that object appears as a series of events that happen in time. Similarly, ideal
systems cross the surface of history calletieti and generate an apparently
unforeseeable sequence of temporal events. If we succeeded in exiting our limited space,
and looked in it from the outside, we would understand that history is a singadke

ithe sequential , i regreatimerabtibonyofsone mgaduental r e s u |
systems 64 f Ltohoiknekdi nugpbpon t hrough the narrov
ideal systems seem fragmented and inscrutable, though, in their logic dimension, they
form a wholeness similar to the ramiticas of a tree. Furthermore, the one who knew

! ldem, Introductionto The Tree of Gnosis. Gnostic Mythology from Early Christianity to Modern

Nihilism, Second Edition, translated by Corina Po
8-9.

2The systemicpes pecti ve refers to the fact that oal
interconnected and integrated in a complex s
Ament al processes, 0 and they foll@w(Iltdhan ORetnr
Culianu,Religion as systermtroduction Il for Eliade/Culianictionary of Religionstranslated

by Dan Petrescu (laki: Polirom Publishing Hou

to the American edition for a dictionargtéled Eliade Guide to World Religior{dlew York-San

Francisco: HarperCollins, 1992).

]ldemThe Historianods SetinOitoffThistvérl@58Four t h Di mensi
* Idem, System and Histonyjn The Mind Games. The History of Ideas, the Theory of Culture,
Epistemologyedition supervised by Mona Antohi and Sorin Antohi, An Introductive Study by

Sorin Antohi, Translations by Mona Antohi, Sorin Antohi, Claudia Dumitriu, Dan Petrescu,
Catrineki ARhelPope€ou, Anca Vaidesegan, (Il axi:
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all the data of the system would be able to foresee all possible solutions, written on its
ispectrum of | ogic tolerance. 0

In this paradigm of epistemology, historical studies should follow the very
dynamics othe interactions between two systems, and this tendency is still improbable,
by far excelling the nowadays speculations. The historian could achieve a depicting
operation for the systems in their | o0ogic
perceivethe spoon and the superior world, to which it belongs, a mystery, as well as the
manner in which the spoon interacts with other numberless systems from other logic
di mensions to form t he' Altboogh Cdianu doeschet | cal
willingly ma k e met aphysi cs, he promotes spec
met aphysics, 0 because, as ktefan Afl oroa
there is still %thatistheamhgevef sémethimg that exgeeds the
beingbsowi dl bel di scussed, in his case, a
T a noti on t hat | oses I ts traditional |
hermeneutics), and attributed to other meanings according to postmodern mentality.

4. Conclusions
Far leyond the objections on his uncomfortable theories (which are contestable as they
do not have a final form because of the
remembered for stimulating the reader s o6mi
people have absolutely trusted for centuries, and for offering us a new perspective on the
world. The author suggests the unlimited liberation of the mind instead of absolute
certainties and stereotyped thinking.

The young scholar had educated himselfuhgph t he heari ng of
by EIliade, but he was going to transmit
not fall in the trap of selhnni hi |l ati on through the dAdil
process and, being aware of his own post#s| he will direct the study of religious
facts to another position, he will take this discipline out of stagnation by integrating it in
the specific climate of post moTheGnosist hi nk
Tree Out of This Worldthe aticles published inncognitamagazine), there is almost
nothing related to the masterdéds teaching
rare or they are even absent exactly where the reader expects them to be present. Even
The Dictionary of Religns signed Eliade/ Culianu and
death (initially, in a French editian1990, then, in an American oine€l991), does not

remind the reader of Eli adebs religious
illustration of the systric perspective that Culianu will adopt in the last period of his
creation. Should one search for EIliadeds
surprisingly find only Culianu.

AThe new Culianuo is irreversibly pla
this evidence, however, does not mean th
a normal evolution towards a contemporary perspective. Culianu adapted to the new
epistemb ogi e s, and the AEliade model 0 of re

Y 1dem, Introductionto The Tree of Gnosi&7.
2kt ef an load RetuaCuliani. Effects in the Metaphysical FigidSorin Antohi (coord.),
loan Petru Culianu. The Man ariide Work 501.
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methodological differences emphasize the fact Htiade and Culianu represent two

di stinct fAagesod of the history of religi
connectedo the modern cognitive paradigm (although, Culianu himself considered the
master an approaches leader because of the systemic approach to religion, because of his
contribution to the changing attitude towards the irrational or because of the distance set
towards the theory of lineand cumulative progress of cognition), on the other hand,

the disciple, who is in a process of formation, will absorb the new epistemological

tendencies and wil|l adapt a specific po
game s 0 and o f -mihdh ¢he multipligation efr the worlds or the
mul tidi mensi onal reality, the reactivati c

a mathesis universalisa universal principle, able to offer explanations to any spiritual
phenomenon, the interdisciplinary apprdachall these are essential coordinates of
Culianués climax in creation that ma k e
scenery.

!Although he is especially known as a historian of religions, Culianu cannot be placed in the
restrictive limits of a single discipline, and this fact is emphasiezed by his epistemological
manifest published in the first number locognita magazine (initiated by the author at the
famous Publishing House E. J. Brill in 1990). The arietegram of this publication announces

an interdisciplinary orientation through whi ¢
between linguistigshistory, philosophy, literature, archeology, the study of religions in the past
and present <civilizati oCrudd.an(u®ss)Flefacebyriaap wd y So

Petru CulianuMind Gamesquoted ed., p. 53.)
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Imago Mundiand Metaphysical Knowledge
in Japanese Calligrams and Byzantinedons
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Faculty of Letters

Keywords: Japanese calligraphy, Byzantine icon, metaphysical knowledge, written
image, visual image

Abstract: The present study tries to analyze the relation between written and visual
image both in the Japanese calligram and the Byzantine icon, searching the possible
meeting points between the two types of art. On the other hand, our research is meant to
inquire the way in which the global meaning of these iconographic arts can be
instantaneously deciphered through a hermeneutic and cultural semiotics approach, or
whether it reveals itself gradually as the intuitive perception of thergmaced reality
resultss n either a fAspiritual paintingd or a
under a veil of mystery and mystical communion, the Japanese calligram and the
Byzantine icon are open to perpetual discovery. By renouncing the principle of
representationf the visible structure of the world, they become metaphysical spiritual
documents and means which reveal the absolute.

E-mail: rfrentiu@hotmail.com

The tip of the brush turns the sun and
the moon, and the vibrancy of the characters
moves heavemd earth.

Anonymous, Tang Dynasty

In JapaHES@e writing, built on a system of ideographic

characters which are not only a mere support for the sounds of the spoken language,
makes its physical presence strongly felt in poetry, calligraphy andhgaifiiis helping

to create a particular type of image in which various languages oppose and influence
each other.

As presencsigns rather than tosigns! pictograms and ideograms give the
impression that they can access the dynamic laws of transfarmatadligraphy,
pointing out precisely this ability, has therefore become a major art form in this cultural
space, whose signifying process follows the rules of the semiotic stratum of spoken
language: pitch, intonation, gestures. Allowing not only tdrgetcontact with the self,
but also communion with a universal vital rhythm, the art of calligraphy is based on an

!See Fran-Leilan@Qlagreg .po ,indujakKestedn etaleds)loai st r aver s ®c
des signe§Paris: Editions de Seuil, 1975), 46.
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intuitive perception of r eal ithayceases tou s , [
reproduce external aspects of the visible univanseattempts instead the creation of a
particular image, configured according to its own philosophical and aesthetic principles,

in which the subject has been objectified and the object has been subjectified.

Situated at equal distance between concrete and abstract, real and imaginary,
sensitive and intelligible, the image has recently become a centre of interest for a wide
array of approaches in the sebiomanistic as well as in the scientific field, asitrpits
not only the mere preservation of the real due to a material support, but also the
revelation of a secret world in a realm of mystery it can provide with meaning. Defined
as the concrete representation of a material or ideal object (public imagel ihea,
painting / that which can be seen, a description, similarity in form or content),
perceptively present or absent, the image still maintains a relationship with its referent,
thus allowing us to know the latter.

Not merely seen as a culturhéritage, calligraphy still finds its place in
contemporary Japanese society as an art that is permanently being rediscovered without
ever having been forgot t €andobjctdf acaddmic i on a
research, calligraphy is seen &pdn as an integral part of the Japanese spirit. Able to
adapt to the world around it, calligraphy can translate the sensitivity of a new era as,
beyond its ornamental role, a calligraphy work preserves a status and meaning expressed
through images and was as the spiritual testimony of a particular metaphysics.

In Europe, any attempt to define something usually becomes increasingly
remote and abstraétAccording to some researchers, this is probably also due to the
writing system of this geographic ardiais known that humanity had, at its origins, two
types of writing systems: one based on sound, the other based ohEightlifference
between the Western phonographic system and the Eastern logographic one still defines
the cultural contrast betwe¢he two types of writing.

As they are not conventionalized signs, unlike the alphabet, which developed a
linear form of representation, Chinese ideograms are a unique instance of lialdrece
history of writing. T h e yransmiiting amedaegistdring t ur n
t h o U gHile rémaining graphic signs with high imagistic potential. Due to its graphic
quality, a Chinese ideogram activates a rhythmic fawith a particular meaning, thus

l .

See Ibid.
2 Cf. JearJacques Wunenburgéfilozofia imaginilor (Philosophie des images), trabsu g u r a k
Constantinescu, ed. andeat wor d Sorin Al exandrescu (Il aki: P

3 Cecil H. UyeharaJapanese Calligraphy. A Bibliographic StugNew-York: University Press
of America, 1991), 11.

* See Ezra PounéBC of ReadingLondon, Boston: Faber and Faber, 1979), 19.

® See Kyuyph Ishikawa,Taction. The drama of the stylus in Oriental Calligragfsanslated by
Waku Miller, Tokyo: International House of Japan, 2011), 249.

® Cf. Shutaro MukaiCharacters that Represent, Reflect, and Translate Cliltimethe Context
of the Revoliion in Modern Art in Yoshihiko Ikegami, (ed.)The Empire of Signs: Semiotic
Essays on Japanese Cult@fensterdam: John Benjamin, 1991), 72.

" Pound ABC of Readingl9.

8 See MukaiCharacters that Represent, Reflect, and Translate Cuiltimethe Corext of the
Revolution in Modern Arf7.
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becoming a visual sign that, while representingoacept, also allows the direct
recognition of symbolic thinking. It is a graphic quality generously exploited by the art
of calligraphy, revitalizing the functions of the sign freed from its object. Through dot,
line, surface, light, space, sound, rhythmovement and time the calligraphy sign
manages to stimulate not only the sense of sight, but also that of touting from a
two-dimensional into a threéimensional form of art.

” [Mono no aware]
The Beauty of Simple and Ephemeral Things

Japan adopted Chinese pictograms and ideogram&dgipin the &' century,
at the same time it adopted Buddhigtanasilabaries developed here later, between the
9" and the 1% centuries, through the graphic deformation of current Chinese character
and built withkanji a mixed writing system that has since been successfully exploited by
the art of calligraphy:
AOur writing sy s Kanjnandwhe syliabid ldtteys ofmi x t u |
Kanais more varied than alphabetical writing systems. For listéason, each
incorporates a different feeling. Is it not the integration of feeling&ii which
permits the original form of the cosmos of a language to livekamffi i to

L Cf. Ibid., 65.
% See Ibid., 74.
" All calligraphy works belong to the author of the present article.
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prescribe it somewhat roughiyincorporates painting, poetry, music, sculpture
and even gesture in their original for
In calligraphy, the written sign combines pictographic and phonetic features: the
f or mer Avi sual ezehe & atererant owwhitlhe fic
statement. The graphism of calligraphy signs is capable of revealing meaning so that
the visual form of writing with a brush, depending on the message, may become a
medium for unwritten poetry.

7 I [Yume] Dream

In Japanese calligraphy, there are two image registers: a visual image related to
intuition and a verbal one related to the function of abstract analysis. Thus, a calligraphy
work presupposes both sensorial perception, due to its picth@bcter, and a
distancing from this type of perception, due to its being a linguistic image. Sight is
strongly related to intuition, rendering the viewer an active participant to the birth of
something in space, while the linguistic image is dependethiedmearity of discourse
and the temporality of sigisin the final analysis, calligraphy presupposes the
representation of the world by means of the black line and the white space as well as the
progressive discovery of the meaning of the paintedssifjme global meaning may be

bid., 66.
2Wunenburgeﬂ,:ilozofia imaginilor, 251.
% See Ibid., 345.
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deciphered instantly as well as gradually, rendering the calligraphy work a unique way
of manifesting beingn-the-world.

However, the relationship between the visual and the scriptural image in a
calligraphy work may be intergted from two contradictory perspectives. On the one
hand, the signifiesignified relationship it generates seems to refer to a signified that is
not reducible to a model revealed by and through writing, as it is known in a mystical
communioni comparedo this model, the image would seem to be merely a degraded
message. If the visual image is an object by definition, writing enjoys in this case the
privilege of immateriality. Writing thus
is both readingrad practice, and the image, marking the separation between deciphering
and practice, may become subservient to writing. An inverted perspective sees the visual
image as a panoramic, synoptic one in which everything is displayed at once, while the
linguistic image is dependent on the linearity of discourse, the temporality of signs
written one after the othérCalligraphy seems then to offer a totalizing vision in which
the visual combines with the scriptural in order to create a harmonious whole.

A painting of the invisible reality, the calligraphed word seems to have access to
true knowl edge, ?abletogdbeyond the exerphapmearance af
phenomena in order to reach their inner essence. By specific pictorial means, the word
reveded through calligraphy has a vision of the deeper reality, upon which it acts
magically, trying to evoke it in its entirety. By refusing colour, calligraphy chose to enter
the world of the spirit through a special kind of analogy, correspondence aityl. affin

[Kokoro] Heart, Spirit

L Cf. Ibid., 35.
Al ain Bemagioea interzist. |l storia intelect:
Kandinsky( L6i mage interdite. Une histoire intelle

(Bucharest: Humanitas, 1996), 369.
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Denotation and connotation at the same time, a calligraphy work may answer
guestions such as fAWhat is this?06 or A Wh:
spiritual meaning. However, while the object and its pmation are in an
interdependent relationship, such an image must be first understood not only in its nature
but also in its finality, as the meaning of this image is beyond the significance of
calligraphy signs, which in fact concentrate a vast expsriérisual and verbal images
elude intellective understanding and, although recognized in its literality, the calligraphic
wor k masks a hidden face of meaniny unde
Still, it is a meaning that does not refer toirdvocal concept but rather to an ideatic
network that can even combine contraries. The encounter of pictorial and textual
language becomes in this case a revelation, although the ultimate truth seems not to exist
or, if it does after all, what mattersrist the goal but the way to the illumination that is
part of the search for the ultimate meaning.

The attempt to captur emay &se betseemins c e n d
various Western popular traditions where beliefs, particularly religious onesahave
iconographic expression. Unlike the Latin Church, however, which places the image in
the field of rhetoric, the Greek Church sees the image from a metaphysical perspective,
where the figurative tries to contain the absolute and the Christian orthomox i
becomes the image of an feThus,sntthe iconj tkel | y a
vi sual i mage is combined with the verbal
Word revealed and written in the Scriptures to the representation in the paiaged
The art of icons in Byzantine Christianity, through the founding myth of the icon not
painted by humanhandc hei ropolhag oists foundation at
p r i nt whpel the dnarmade icon becomes the image in whichaheolute Being
mani fests itself without a | Xresultsa thus, dram The
a change in attitude: God becomes visible by taking a human path; his unrepresentable
face receives an expr &witin thespattalimits afghe b e i n
visible world. The icon is the image that does not hide (as semblance) but reveals (as
appearance)t aki ng active part in mands regener
gap between the natural and the supernatural, the \asitll¢ghe invisible, by accepting
the secret presence of the model in the infafjee calligraphic image also associates its
pl enitude with the fiemptinessd or Avoido
and reveals the sacred. Both the icontaectalligraphy work challenge thus the viewer
towards a particular way of seeing in order to be able to access that which is hidden. The
mystery or the enigmatic horizon of the icon or calligraphy work can only be either

! Cf. WunenburgerFilozofia imaginilor, 257.

2 See Paul EvdokimoWrta icoanei-o0 t eo |l o gi dL 6aa rftr udiehsdeddlicigpine . d e
B e a)uttar®. Grigore Moga and Petru Moga (Bucharest: Meridiane, 1992), 67.

3 Leonid UspenskyT eol ogi a i coanei(TH®o lbo gsieer i ctlead Hayyliti asicao e
orthodox@, introd. and trans. Teodor Baconsky (Bucharest: Anastasia, 1994), 15.

* WunenburgerFilozofia imaginilor, 143.

®UspenskyTeol ogi a icoane,l83 n biserica ortodoxt
6Wunenburgen,:ilozofia imaginilor, 154.
" See Ibid., 203.

8 Cf. Evdokimov,Artaicoaneko t eol ogi &8.a frumuseSi.i
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assumed or missed. An aestheticoemi on i s mystically tran:
i ma ‘gaadddivinity is directly revealed through word and image; the unseen becomes
visible and the unrepresentable becomes representable.

S

e : “—
vy N\ o

[Mu] Nothingness, Void

In a religious icon, it is not only ¢hsubject that is essential, but also the manner
in which it is approached, its means of representation. It is natural to develop thus a
pictorial language corresponding to the divine revelation according to which the icon
can express teérec el sefi’thioagh farnj cegudaedrsymbolic
lines, all parts of a harmonious whole. Thus, in order to comply with tradition, the icon
maker must discard al/l individual el emen
established, he is no longatowed to deviate from the canon. Without the features of
the visible world, without shadows, the characters in the icon, shown frontally,
communicate directly with the viewlespeaking to him of a spiritual, sacred world.

The delight the eyes take tine icon and the solar mysticism given by the gold
and the shining colours of the rainbow become almost sorbmsighe liturgical
function of the icon culminates in the contemplation of mysteries. This is what Andrei
Ru bl e v é1430) fain@drinity (14251427) attempts, where the three characters
gat hered around a table may be fAreado a
meditation, attempting to represent a central mystery of the Christian faith and of
Revelatior?. Three angels are seated aroandt abl e with a cup r emi
biblical hospitality in Genesis 18, although the hosts Abraham and Sarah are not in the

'UspenskyTeol ogi a icoane,l5.”"n biserica ortodoxt

% Ibid., 118.

® See Ibid., 46.

“ Cf. EvdokimovArtaicoaneko t eol ogi €4la frumuseSi.i

® See Gabriel Bungdcoana Sfintei Treimi&uvi osul ui  Andr ei Rubl ev s:

(The Trinity lcon of Andrei Rublov), accompanying note by Ace@ r g h e i S. Averin$g
and tr ans .(Sbiludaisis, 1P96),92.c £ | r .

28



Philobibloni Vol. XIX (2014) No. 1

picture, as the mongainter seems to have wished to turn an ancient event into the

ii mageod of a timefesas hprseasoentc,i zeds tiead
Moreover, Andrei Rublev manages to create a paradox in this icon, making movement
and the lack of it become one. Thus, in spite of the impression of rest that the three
angels create, a closer look immediately adsva circular, counterclockwise movement
created by their position: it starts at the left foot of the angel on the right, continues with

the inclination of his head and goes on to the angel in the middle, completing itself in the
vertical posture of thengel on the left. Thus, the composition of the icon naturally
superposes three plarfeste biblical story about the three travellers visiting Abraham,
combined with the plane of fdivine econo
a Christian symbohnd the final, intralivine, transcendental and inaccessible plane.

Abolishing chronological order, the icanaker organizes his composition in
height rather than in depth, subordinating the plane surface and thus eliminating the void
and the fear of ithorror vacuj). > The characters, whose anatomy is only hinted at by
the folds in their habits, transposed into the-tivaensional, seem not to move but to
slide, as the juxtaposed colours and brushstrokes engender particular distances. The icon
categoricdl rejects the vanishing point, the clasbscure and the notion of volume.

The perspective is often inverted, the lines do not flow away from the viewer but
converge towards him, thus fully orienting the iconographical universe towardsiman,
order tohave the image show what has taken place in time and become“\isitiley

faith, dogma, tradition and iconographic models, the-loank er fAwr i t es 0 acc
motif but the result belongs to another world, where the immobility of the bodies,
without being static, concentrates its entire dynamisito the gaze that reveals the
spirit. The divine is invisible, but reflected in the human visible. Reaching beyond the
phenomenological veil, the icon opens itself to the revelatory vision through colour and
the musical consonance of lines and forms. At the same time contemplation, silent
recollection and an expression of divine mystery, the icon enables our participation in
that which cannot be described, the unseen, the unheard and the unspoken.

Intermsot echni que, <calligraphy also atter
(imago mundi by means of a very simple material technique using black ink and rice
paper. All colour pigments become shades of black and the interplay between the black
line and the wite space becomes the means of expressing theslighe ratio. The
blackwhite monochromy serves here the same purpose of revealing the sacred. Without
figuration and without the perspective technique, the calligraphy work entails a system
of connectionsin which the space of abstract representation obeys the law of the
counterclockwise movement. This movement allows metamorphioatss going from
a material space with its own laws to an imaginary space that allowsdteatien of a
world whose corisctions help show precisely what belongs to the subject.

! See EvdokimovArtaicoanero t eol ogi @lla frumuseSi i

*See Ibid., 192.

*Cf. Ibid., 194.

‘Cf . Betsmagonea l shbeiai stntelectualt a 1iconoc
Kandinsky 133.

® Cf. EvdokimovArtaicoaneko t eol ogi €9a frumuseSi.i

® Cf. WunenburgerFilozofia imaginilor, 173.
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The icon speaks to the illiterate through images. The sacred word becomes
visible and may be contemplated in the icon, as the church nospedksabout the
truth, but alscshowsit through imags? It is not enough for the truth to be uttered, it
must also be shown, and t he®ofithatwhichibmoit o me s
said and that which is shown. It is not rational categories or human morals that reign
over the significational uwerse of the icon, but the divine spirit, which naturally shows
how majestic the icon is in its si’mplici
becomes the visible proof of the divine
aspiration towards thdivine? It points out the presence of divinity to man, without his
being able to really see it. The icon is a visible figure inviting man to go beyond the
visible, towards the unfigurable. Therefore, the icon cannot legitimate walethiia],
only a ecognition of sacrality through veneratigoraskunesis ° In its attempt to
pictorially translate such an illumination, the icon replaces reading with seeing. It helps
man participate in divine life, giving him the possibility of a spiritual rebirth, although it
has always been said that this inner fulfilmergryvclose to absolute qufets
i mpossible to express. As a r e'lGodpntheus e x |
eighth day, proving the visual character of the word. That which cannot be seen reveals
itself in that which can, and the image reesithe same value as the word in search of
the expression of divinity.

[Wd Harmony, Japanese

1Cf.UspenskyTeol ogi a icoane,59. n biserica ortodoxt
% Ibid., 112.

®Ibid., 139.

* Cf. Ibid., 130.

® See Wunenburgefilozofia imaginilor, 207.

®Cf.UspenskyTeol ogi a i coane,l2l. n biserica ortodoxt

" Evdokimov,Arta icoanet o teologie drumuseJi, 33.
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However, unlike the icon, which attempts the integration of the Christian
faithful into the universal unity of the church, calligraphy encourages the éb¢he
self upon itself in a mostly solitary meditation according to the path proposed by the Zen
doctrine, leading to Sewakening.

Avoiding any theoretical attempts to define it, Zen means first and foremost a
practice and teaching through which orayrattain complete freedom and complete the
journey from the realm of illusiorsémsardto that of llluminationgirvana). * Through
calligraphy, Zen religious philosophy brings the textual and pictorial image into the
sphere of ordinary existence, of dayday life. Zen becomes a way of thinking through
a graphiescriptural image, trying by means of a visible form to comsetloot to an
i nvisible surreality bumushidamip@&motthoi ngnes
empt i nesshind heairdg +spiritéd] (6emmind,thbeart,
state above all types of determination. Calligraphy can acdedslen meaning of the
worl d, ontologically superior revel ati ol
emancipation and the optimistic or tragic liberation of the world. Being and nothingness,
full and empty, presence and absence are all notions thiae caknown with the help
of the black line in the calligraphy work, which thus becomes a vehicle of meaning.

[Mushin] Empty Heart

! See John Steverigenga. Brushstrokes of EnlightenmePatalog Selections, Entries and Essay
by John Stevens, Catalog Essay and Organization by Alice Rae Yelen (New Orleans Museum of
Art, 1990), 132.
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The calligraphy work, like any ordinary visual image, not only does not attempt
to reproduce reality, being something different than reality, but it may even become the
negation or absence of the represented reality. The loginwsianakes room for the
revelation of eternity, where calligraphy becomes the interpreter of visible and invisible
things. Presence turns into absence, while judgment and reason as intellectual operations
are eliminated as there is no speculative or pragmatic goal to follow.

Theimage presented by a calligraphy work is a combination of several images,
created through the projection of the ca
vision given by his own faith, but also of imitating and deviating from a model. The
calligrgphy work, twedimensional in appearance, becomes thmeensional through
interpretation. It is, in fact, a cultural sign that never reveals its entire intuitive content.
The calligrapher creates with his brush a product that never exists as an objeet, bu
allows through its image the inauguration of a new view of the world. The image
impregnated by the word is now the carrier of an imprint that is expression and
meditation at the same time. The image oscillates between the fullness of being and the
void of nothingness. Thus, the calligraphic image cannot be considered as a symbolic
suprareality with a particular consistence that allows man to live in reality, with it at his
side. The revelation contained in the harmony of all elements that makelligraptey
work cannot be justified, only contempl af
through calligraphy the world opens itself up to mystery.

Made up of a multitude of meanings, the significance of the image in
calligraphy contains an immedateaning as well as a hidden, indirect one asking to be
revealed. However, in order to render the image comprehensible, it is also necessary to
understand it indirectly, study it in depth and interpret it on different levels of meaning.
By exploring variois depth levels, interpretation becomes initiation. The meaning
becomes spiritual and the journey to it can no longer follow a logical, reasonable path.
Meaning enters thus a wor | d?opehlyopposingt h an
logicalconceptubrationality. The features of the real world may even become inverted
and the calligrapher, in his attempt to visualize and express a sacred emotion, is no
longer a proposer but a receptor of meaning, simultaneously receptive and active, fully
aware of te fact that understanding is not immediately accessible but needs to be
translated in a code different from the known ones. He is no longer the centre but an
intermediate moment in the meaning being created, while meaning is approached
through contemplatey meditation as the creatalligrapher attempts to give shape to
the hidden dimensions of faith. The relationship between image and the unrepresentable
is a peculiar one, where the image also resonates over the self, the emotion, the state of
not-being.For the calligrapher, there is no other reality but that of the spirit or of the will
wishing to take part in the gesture of creation through dot, line, plane, through their
ability to combine. Most times, when completing a calligraphy work, the bruslmyns
3creatingthesc al | ed effect of f@Aflying whiteo.
touch of the wet brush onto the paper

! Evdokimov,Artaicoaneioteologe a f r,26mus e Si i

2Wunenburgen,:ilozofia imaginilor, 109.

% See Christine Flint Satdapanese Calligraphy. The art of Line & SpdGsaka: Kaifusha,
1998), 9.
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calligrapherés hand a moment to coenpl et e
background again, the shape of the sigh and the white surface gain in significance and
the painted signs are materialized, like objects as such.

[Yuki. Tsuki. Hana.] Snow. Moon. Flower

Similarly, in the Byzantine icon a sensitive conterabgectified on a material
support, without any direct relationship to the visual experience offered by the
surrounding reality. The eye as an organ and sight as a biological function of the human
being become a privileged axis of constructing imadesr a true understanding of
them, the movement of the line and the gesture of the brush help harmonize the elements
of the iconb6s image into a whole. Japane
scriptural image, also requires sacralized contemplafioknow means, in both cases,
to worship. Beyond a philosophy of the essence reigned over by the law of causality,
beyond an existentialist way of thinking with transcendences lacking in ontological
depth, calligraphy proposes the disappearance of fanaghe dissolution of outlines,
activating the principle of movement. As there are states beyond thinking and words, the
ineffable in calligraphy tends to submerge into spiritual darkness, without ever reaching
the last of the mysteries of the world iteates, originating in intuition and the
subconscious.

Lt Wunenburgefrfilozofia imaginilor, 13.
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Developed within the Platonism of Eastern patristic thought and the philosophy
oftranscendencét he i con is an #i r‘?mrbughmmimnhe soolf con
tears itself from the sensitive vith and enters the world of divine illumination. The icon
is a means of accessing divinity, the Tfisc¢
a pictorialscriptural image with singular features. It is a journey from the eye to the
voice and back,ral the optical and rhetorical bipolarity is proven by the fact that the
correct syntagm is fAto painto, not Ato w
signing of the artistos 1imcoaformithwiththe o t he
teaclings of the holy books. Once the name is uttered, it is manifest; it is present through
having been named. However, in the case of a mystery, the revelation of meaning can
only be made indirectly, mediated through an intermediary such as the icon, and
symholic knowledge, always indirect, uses contemplétionorder to decipher the
presence of the transcendental. The theological definition of the image goes now beyond
the utilitarian and becomes a sacred art. The secret, irrational reality of the world is
revealed indirectly through the tvadmensional surface within which the inspiration of
the icon maker comes close to a miracle.

It has often been said that tds& icon
derives its theophanic value from participaiim@n epiphany. Hieratism, ascetiscim, the
absence of volume in an icon exclude any form of materialization, and the emotion it
generates transforms into a religious feeling leading to a mystical meanystgifum
tremendup As an icon does not copy naguthe real dimensions of reality are not
reproduced in it, as matter itself seems to go into a meditative state. Torn from the
i mmedi ate historical context, the icon
eccl esi a<d icneither grovemar dlemonstrates anything, only suggests
fiseei ng t'tam the prasénseiobdiviaiy in the world. It also purifies and
transfigures the viewer, leading him towards the mystery. It raises the spirit beyond itself
and, helping $6, sleeadsfei Hopenoskhe di vine

Giving up the representation of the visible, calligraphy also tries to become a
way of presenting metaphysical contents, of revealing the absolute. Calligraphy may be
read like a mandala whose morphological and a@sthétatures offer a support for
meditation through which the spirit may commune with the universe. The sensitive
image is not its own purpose, but only a means to enter the state of supreme meditation,
through which a hidden truth may be reached inlitivThe calligraphic image frees
the spirit from the constraints of reality, allowing it to reach true illumination. The goal
is not the ontological plenitude of divinity, but the state of being in the presence of
supreme illumination. The infinite cannioé reduced to the finite, the invisible to the
visiblei they can only be hinted at. Through geiposed ascesis, the calligraphy work
requires poetics in which the role of visual and linguistic images is that of capturing the

! See EvdokimovArta icoanei- o teologie & r u muld7e Si i

‘Besammamg, nea interziskt. |Istoria intell4ctual t
® See Ibid., 146.

* Cf. EvdokimovArtaicoaneko t eol ogi €48a frumuseSi.i

® Ipid., 158.

®Ibid., 160.

"lbid., 161.
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inexpressible. As it is nev exhausted in the immediate, of any kind, calligraphy
becomes a space for reflection.

E N SBae Zen circle

Similar to the writing of a religious icon, the practice of calligraphy becomes an
inner prayer both for the calligrapher and for viewer. &pe is expected not only to
admire, but also to create meaning. The artist who has given birth to a world in ink is
inseparable from the one contemplatingaibd the act of creation and signification
reveals to both the endless Path of Becoming:

Je sais purrir en moi

l e Souffle int gre
dont | d6UniYers est habit®.
!See Fr an-Eole souffl€ tegientgsignP.or t rait doéune OfadEs: ~ | der

L6l conocl aste, 2010), 38.
2 Mencius, apud Ibid., 104.
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Chiastic Modernism: Rational Uncanniness and Uncanny Reason

D8ni el DARVA)
Department of English and Foreign Languages
Colorado State UniversitiPueblo

Keywords: chiasmus, modernism, Enlightenment, reason, uncidmyDalloway

Abstract: This paper seeks to offer a continuity thesis by showing that modernism is in
many ways a continuationboth from a theoretical and a literary historical point of view

of wel-established cultural contradictions and rhetorical strategies. | argue that a focus on
the uncanny in modernist literature illuminates the complex chiastic interdependence of
the apparently simple opposition between the rational and the irrationalorther f
constantly discovers in the latter not only its antagonist, but also its most important
motivation. Thus, reason folds back onto itself in a chiastic fashion: rationalizing the
uncanny generates further instances of the uncanniness of reason. ratiexigal
operation is not simply a marginal device that modernist writers sporadically deploy, but,
as | reveal in my brief analyses of D. H. Lawrence, Aldous Huxley, and Joseph Conrad, it
can rather be regarded as one of the central organizing prirafiptesdernist literature

and culture. The |l ast part of the essay
relocates the modernist chiasmus at the level of the opposition between ethics and
aesthetics. T h Birs. Dalavaynpseytheidistinciigo lmetwéed the two
categories, suggesting a new modernist aesthetics of the trivial.

Email: ddarvay@gmail.com

In LOOS@m Loos: A Law Permitting Individual Building Alterations or

Architecture Boycott Manifest¢l968) Friedrich Stowassédr popularly known as
Friedensreich Hundertwasser and a host of other puckishlgreatéd names rails

against the architectural rationality in
mani festo AOrna®tmed). ahd €onmeasi( to Loos
the same time surpassing the stylistics
against, Hundertwasser praises #fAliving g

only uncreative line. . . . Ehstraight line is the true tool of the devil. Whosever uses it is
aiding the dowHéahddsf Mmah&i ddmage cause
met hods exceeds sever al ti MfeHundeet wanyer
architectural designs seek to displace the rational monotony of carefully calculated
rectangular shapes, while his paintings take inspiration from the works of such
precursors as Gustav Klimt (188218) and especially Egon Schiele (1-8908). He

'Friedrich Stowasser, AfLoose from Loos: A Lav
ArchitectureBoy cott Mani f e sHunoetwaksettonddra Tasclyen, 183)1d8.

2 .

Ibid., 119.
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confesses: AFor me the houses of Schiele
the outside walls were skins. . . . It is the third skin which really demonstrated sgmethin
that cries, that lives . When you look at these housesyoe e | t hat t'hey ar

To view houses and thus essentially works of art as living, breathing beings is to reverse
the order of priority establishing the classical distinction betvpdssis(nature) and
techné(culture). The inversion is in fact tl@nactment of a chiastic operation: nature
informs culture just as culture, in turn, informs nature and everyday life.

The general operation of the chiasmus is essential for the understanding of
moderni st art and cul t urnmplyinnBoeert éxamplesbot | i v
personifying the inanimate, but they can also be viewed as stretching the boundaries of
reason by suggesting that cultural artifacts and aesthetic objects could easily come alive,
threatening to displace the rational coherendelofe nat ur al worl d. As
is symptomatic of the process by which modernism relocates analogically the initial
distinction between nature and culture at the level of the opposition between the rational
and the irrational. Itisbynomearsai dent al t hat Schwheh ebs a
invoke and at the same time upset the relationship between the nature/culture division on
the one hand and the rational/irrational distinction on the otbecur precisely at the
beginning of twentidtcentury modernism. Notably, modernism bears witness to key
historical and social transformations that mark both the apotheosis and in certain ways
the crisis of the Enlightenment project
philosophy of thecogito and developed through the aesthetics of Immanuel Kant, the
pursuit of modernity has been defined as the establishment of the autonomous domains
of nature and culture, or what BrufAo Lat
The constitutio of the separate domains of nature and culture within modernity is
underwritten by the distinction between
Haber maso6s ter ms, t he i nsi stence upon f
organizatonoe ver yday *Fbei avlar hi hgoi mplicit i n
the threat of the irrational against Enlightenment rationality comes precisely at the point
in history when the separations between culture and nature, art and everyday life, the
irrational and the rational seem to be the most intense but also the most brittle. The
precarious, twavay relationship between these terms, involving constant repetitive
reversals, defines the generic logic of chiastic modernism.

Of course, the animate e s Hundert wasser encounter
by no means uncommon or unrepresentative instances of the ways in which the
irrationality and the supernatural dimensions of art inform the rational constitution of
everyday life. Several modernist authare intensely preoccupied with the various
ways in which lifeless objects come alive to upset the rational distinction between the
animate and the inanimate. One of the major modes of animating the inanimate in
modernist literature is by way of the unogn which is itself the product of an
ontological chiasmus: the intermittent resurrection into life and passing int@death

! Ibid., 13.

2 Bruno Latour,We Have Never Been Modetnans. Catherine Porter (Cambridge: Harvard
University Press, 2001), 10.

*Haber mas, J¢®Bdrinnc dinvoldeetr eTheRAntiA¢sinatided. Hal Foster
(Port Townsend, WA: Bay Press, 1983), 9.
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ot her words, l'i fe in deatHowadsnEhdlele)adr h i n
example, not only does Margaret Schleget s er t in a fashion t
influence on Hunder t wabststésthe autabfane mandibo u s e s
itsel f, Howards End, carrying the | ate
Mar gar et concl ude faelothathypusandsl iargl tHenry,are Bndyl e n :
fragments of that womands [ Mrs. Wil cox0s
house, and t he Z2*Asimilar, aimbshtelepathic aomsunioation takes t o .
pl ace in Katheri nye MM nissfsioe | detswesehno rB e rstthc
Fulton through the medium of the ani mat e
looking at the slender, flowering tree . . . understanding each other perfectly, creatures of
anot he P Thewmmomealytnhémliche) yet familiar experience of another world

is also one of Cl ar i ss a 6Mrs. haloway(l925),wmc er n s
experiences fAdodd affinities . . . with pe
street, some man behind theuote® e v e n b a r ff $he inpossibilityeobtsed .

death of the soul, which inevitably lives on through the medium of worldly objects and
persons, i s at t he center of Cl ari ssabs
apparitions . . . are so montary compared with the other, the unseen part of us, which
spreads wide, the unseen might survive, be recovered somehow attached to this person

or that, or even hauRAting certain places
In all these examples, the uncanny reveals its eh@stistitution because it turns
out to both elevate and jeopardize the <ch

irrational communication, and irrational communication is, in turn, the death of the
rational. Each of the aboweentioned charaets is bound to realize that the irrationality of
epiphany is inevitably coupled with a much more intense struggle to maintain the rational
coherence of everyday life. For Margaret Schlegel, it is the continuous fight with
patriarchy in the person of thaescrupulous businessman, Mr. Wilcox; for Bertha Young,

the greatest experience of bliss means at the same time the potential disintegration of her
family and the ruination of her marriage;
theory involves theontradictory aesthetics of the trivial, according to which the growing

of roses turns out to be more important t
In fact, the focus upon the uncanny in modernist literature illuminates the compler chiast
interdependence of the apparently simple opposition between the rational and the
irrational: the former constantly discovers in the latter not only its antagonist, but also its
most important motivation. Thus, reason folds back onto itself in a chiastion:
rationalizing the uncanny generates further instances of the uncanniness of reason. This
paradoxical operation is not simply a marginal device that modernist writers sporadically
deploy, but, as | show in my brief analyses of D. H. Lawrence usltfuxley, and Joseph

Conrad, it can rather be regarded as one of the central organizing principles of modernist
literature and culture. Wool fds genius |

! Edward Morgan Forstefjowards EndNew York: W. W. Norton, 1998), 113.
2 .
Ibid., 222.
®Kat heri ne Ma n JHeiShoit Stories bfBhathiesnsakikfield((New York: Alfred
A. Knopf, 1937), 347.
* Virginia Woolf, Mrs. Dalloway(New York: Harcourt, 1981), 153.
® Ibid., 153.
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chiasmus at the level of the opposition between adhidsaesthetics. The uncannyrs.
Dalloway upsets the distinction between the two categories, suggesting a new modernist
aesthetics of the trivial.

Modernism and Chiasmus

In ADover Beacho (1867) Matthew Arnol d
profess their love for each other, hoping that that their sincerity, like the windowpane in

front of them, will protect them against the sorrows and the chaotic uncertainties of a
constantly changing modern world. The poem ends with the soothing prospect:

Ah, love, let us be true

To one another! for the world, which seems
To lie before us like a land of dreams,

So various, so beautiful, so new,

Hath really neither joy, nor love, nor light,
Nor certitude, nor peace, nor help for pain;

And we are heras on a darkling plain
Swept with confused alarms of struggle and flight,
Where ignorant armies clash by night.

Aleksandra ChaushovaAunts/Unconditional Surrende2011,
pencil on paper, 46,4 x 3206n

!Matthew Arnol d, The Baemseof MaBheva Arrpldd. Kemeth Allott and
Miriam Allott. (New York: Longman, 1979p9-37.
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This closing passage of the poem vividly shows the dual effect of the growing tension
between nature and culture that reaches its apotheosis intvesrtiethcentury
modernism. The fragile windowpane separating the lovers from the outside world can be
viewed as a symbol of the precarious, -may relationship between progress and
regression. Viewed through the windowpane, itself a sign of artificiality and separation

but also of communication, the promising world of technological development,
seemi oghpriisus, so beautiful, so new, 0 t
desolate, joyless world of fear and confusion. A similar setback to novelty is also one of

the major concerns of Charles Baudelaire, who finihesFlowers of Ev{1857) wih

the i mage of plunging i nt éwhatmhtierwhebdy s s al
/ the abyssal dept h of *HRohBauddlhmekjosbasrfor t o
Arnold, the achievements of the modern world are at the mercy of chthonic powers,
which, far from being conquered once and for all, threaten to destroy the very aspirations

of modernity.

Baudel aireds prose poem fiThe Eyes of
fiDover Beacho, is also focusedbrangnem a pa
caf® on the cor nfeeparated, again, from e dutside werld lay the o ,
thin glass pane that allows them to contemplate the Parisian streets. While enjoying the
splendors of the coffee shop, the lovers suddenly find themsetpeseel to the

stupefied and sorrowful gaze of a poor f
beauti ful! How beauti ful! Al the poor v
wal dhé | ittle boyds eyes, OHooplemoelieut i f ul
us can ent &TFhet hs esp ahroautsieodnd .bet ween the da:
rags, the inside and the outside, Aito | o
And yet, just I|ike in Arnoldbés poem, the

these two worlds to ietpenetrate, exposing the falsity of a simple, ebe@opposition

between advancement and regression, suggesting instead that the latter in fact
thoroughly informs the former. This is true perhaps even more so in the case of
Baudelaire. Unlike the loveisn fA Dover Beach, 0 Baudel airec
mutual affection as the ultimate protection against the contradictions of the modern
worl d. The poem concludes with the skept
is, even among people who logea ¢ h  “oFarly enodérdism, for both Arnold and
Baudelaire, means the birth of an ambiguous world in which progress and destruction
interact in a chiastic fashion. To innov
depth of Hel lhuesr tHe ahveeend, OF rainedd rti 8dyondNi et z s
Goodand Evi fiwhoever fights monsters should s
become a monster. And when you |l ook long

!Charles BaudeBaude) afiTeaseFboWar,drans Fran@isv i | an
Duke (New York: Vantage, 1982), 213.

Charles Baudel ai r e, ThéiPafisian PBbyler:d e Spleen delParis. Patito r 0 |
Po mes @&%ed., ran® Edevard K. Kaplan (Athens: University of Georgia Press, 1997), 60.

®Ibid., 61.

*Ibid., 61.

® Friedrich NietzscheBeyond Good and Evil: Prelude to a Philosophy of the Futuams.

Walter Kaufmann (New York: Vintage, 1966), 89.
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A different way to puthis idea is to claim, along with Marshall Behrman, that
being modern at the beginning of the twer
mael strom of modern | ifed in which peopl e
moder niSigait i iom@&ntly, Berman takes the phra
solid melts into airo) f The @omKunistIManféstd X an
which illuminates the circuldrindeed, chiasti¢ relation between subjects and objects of
modernization. IThe Communist ManifesMdar x and Engel s argue t
cannot exist without constantly revolutionizing the means of production, and thereby the

rel ations of producti on, and %Vhe teblist hem t
overproducti on, which the authors descri
bourgeois society . . . that has conjured up such gigantic means of production and

exchange is like the sorcerer, who is no longer able to control the powers of tre neth
worl d whom he has ®@nawaytedew the fliplsige ofpiogrésss p e | |
al so expressed by Arnol doés Afndar kl ing pl
unknowno, and Ni e tiisgoodae ite theschangpsgnghpitaistmo nst e
mode of production and exchange that occur with full intensity approximately half a
century after Marxodés diagnosis, during th

The social, historical, and economic conditions at the end of the nineteenth and
the begining of the twentieth centuries make it possible to define modernism as the
expression of a chiastic relationship between subject and object: the emergence of a
world of temporal simultaneity, which blurs the distinction between cause and effect
otherwords, a world in which to create something new means to be created by the very
objects of production. It is such a temporal simultaneity that Perry Anderson refers to in
AModernity and Revolutiono, wher e he
modernismbased on Athe intersection of diff
by three key coordi nacademicsmpl) 2fiat hiegleimg
fkey technol ogies or inventions of the s
radio, automobil e, aircraft, and so on, 0 al
revol®As omd.consequence, Ander son concl u
intersection between a seanistocratic ruling order, a setfinidustrialized capitalist
economy, ad a sememergent, orserii n s ur gent , 1 Thetechnolagicav e me n t
innovations Anderson mentions are crucial characteristics of modernist society and
culture, viewed as the crisis of abundahce.

One of the most significant implications of the modsraulture of abundance,
i mplicit also in Andersonods conjunctur a

p
e
r

! Marshall BermanAll That is Solid Melts into Air: The Experience of Moderiitgw York:
Simon & Schuster, 1982), 16.
2 Karl Marx and Friedrich Engel$he Communist Manifesthlew York: Bantam, 1992), 21.
3 .

Ibid., 24.
“Perry Ander sonyvofi Mo dvamisiv atidyhe terdretalom of Cultyred.
Caryl Nelson and Lawrence Grossberg (Urbana: University of lllinois Press, 1988pR24
5 .

Ibid., 326.
® On this idea, see Stephen Kefine Culture of Time and Space 188118 (Cambridge MA:
Harvard University Press, 1983), 9. See also Ronald Schiifeternism and Time: The Logic
of Abundance in Literature, Science, and Cultd&801930 (Cambridge: Cambridge University
Press, 2001), 366.
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intensification and the crisis of the Enlightenment ideals of profjfess, modernist
abundance invites a Freudian reading, which also reveid¢sdwn distinctive way the
ambiguous doubleelation between gain and loss. As Freud explai@iviization and
Its Discontentsfii t i s i mpossible to overl ook the
upon the renunciation of instinct, how much &sarpposes precisely the reatisfaction

of p 6@u&uralfaudltechnobgldallatnundanseoare symptoms that are
meant to compensate for a much more important primal loss, entailed by repressed
instincts and desires. Freud uses in hidyaisathe metaphor of orggmx t ensi on: fi |
has, as it were, become a kind of prosthetic God. When he puts on all his auxiliary
organs he is truly magnificent; but those organs have not grown on to him and they still
give him much® trouble at timeso.

Regst ering the <circul ar relation bet wi
bet ween subject and object in Bermanods m
modes of production and the powers of the underworld in Mary, is to look from different
perspecties into the Nietzschean abyss, which inevitable gazes back into the beholder.

It is, therefore, to reveal the analogy between the general constitution of modernism and
the operation of the rhetorical figure of chiasmus. Chiasmus derives from the Greek

lette r Afco (chi), which illustrates by its
inversion? Ni et zscheos phrase, for i nstance, f
abyss also |l ooks into you, o0 is a perfect
verb meaning to ®mark with cross |ineso:
You look into an abyss
The abyss looks into you

The same chiastic structure charactel
signals the process by which people become at the same time subjects and objects of
modernization. In both cases, chiasmus involves not simply the simple mirrored
repetition of partel terms, but it also emphasizes the relation of inversion by which to
act is always also to be acted upon, not despite but prediseluse ofthe
i nsurmountabl e opposition between subjec
powers of thenethevor | do are summoned in Marxés i m
underworld sealed off from capitalist development, but precisely in the name of the

! In this regard, the project of modernism resembles what Tim Armstrong calls the general logic
of Aiprosthetic -mtedsomn Sde Amétronyjoddrnism,r Tgchnmlogy, and

the Body: A Cultural StudfCambridge: Cambridge University Press, 199&)105.

2 Sigmund FreudCivilization and Its Discontentdrans. James Strachey (New York: W. W.
Norton & Co, 1961), 52.

® Ibid., 44.

* See Richard A. Lanhan® Handlist of Rhetorical Term&™ ed. (Berkeley: University of
California Press, 1991), 33.

*David Weir, fi Ch iJames Joyce aNdather Aat tofi Mediatiphnh Arbor:
University of Michigan Press, 1996), 89.
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exclusionary oppositions generated by capitalism itself. Similarly, the image of the
human as Am@r dsnt htehtei cFrGoudd 6s anal ysi s di sc
organso not simply as inhuman artifices
rather in the very name of the thoroughly humanized progress of civilization. Chiastic
modernism illuminateshe inherent dynamics of such oppositions that function as
reciprocally generating, rather than simply exclusionary, mechanisms.

The rhetorical operation of the chiasmus, which bears important affinities with
the modernist culture of abundance, can alsedem in the form of a linguistic excess
that seemingly exhausts, by virtue of its circularity, the range of argumentative
possibilities. In conclusion, the relationship between modernist progress and destruction
in the aesthetic worlds of Arnold and Balaite, as well as in the theoretical inquiries of
Marx and Freud, reveals the chiastic logic by which destruction, instead of being
hermetically isolated from the hopeful perspectives of progress, turns out to be the
l atterd6s very moftekisteace.iTlws malerrdsm bears Withess t@ n
both the intensification and the crisis of the Enlightenment ideal of progress, an idea that,
as | show in a moment, seeks to justify the distinction between nature and culture by
referring it to the oppositiwal framework between the rational and the irrational. It is
precisely the internal limitations of the Enlightenment ideal of progress, in many ways
strengthened through new technologies during the early twentieth century that are
exposed in literary modeism through the idea of uncanny, which reveals the chiastic
interdependence between the rational and the irrational realms of existence.

APri meval darkness falsified to a social
In his seminal €191k Rreudioffanseexteddive disaussiory d the
semantic features of the word funhei mlic
shows to be synonymous with its opposite
fiwhat is familiAAwhaindi sgcerabhleédmbod kep
detailed examination of E. T. A. Hof f man
uses the idea of the shared meaningedhlichandunheimlichas a starting point for his
definition o fatcdlabseof the rfirighteming yhich leadsiback to what is
known of ol d & Bylgrolndingghe hotiom ioflthie aimcandy in the
familiar, Freud seeks to rectify Ernst J
and his subsequent definitiof the uncanny involving intellectual uncertainty about the

di stinction between the animate and the
story is, indeed, the precarious opposition between nature and artifice: the young
protagonist Nathaniel falis love with the beautiful wooden doll, Olympia, neglecting

his reallife lover, Clara. Moreover, Nathaniel confuses the natural and the artificial in
another crucial way as well: not only does he confuse Coppola, the optician who
manuf act ur eyes, vith Qoppeliusa Wwhem he considers responsible for his
fatherds death, but the | att estoryehbracer get s
of the Sandman, believed to pour sand 1in

!Si gmund Fr eud The Btandaed Etltiorcof therCypniplete Psychological Works of
Sigmund Freugtrans. James Starch&jol. XVII (1917-19) (London: The Hogarth Press, 1947),
224225,

% Ipid., 220.
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Thereasonwh Hof f mandés piece illustrates for F
so much because of the confusion between the natural and the artificial, but rather
because Freud discovers in the story instances of the uncanny related to his notions of

t he ifpQuesd compl exo6 and that of the fArepeti
simultaneoushconceivedBeyond the Pleasure Principle He ar gues t hat A
something uncanny is directly attached to the figure of the-Bamndi that is, to the idea

of being robbed of oneds =eyes, and . .

[ bet ween the animate and the i n@lemilymat e]
Freudbés attempt to discredit Jentimchds a
conclusion that iwhatever reminds wus of
percei ved ?mmesentstheadasiteyt®qvercome the irrational uncertainty of
the uncanny through the fAscientificd mett

However, asDavid Ellis acutely observes, the story of the Sandman
Afunder mines Freudds <claims to analytic 1
function as reader of Hof f man, gimfhct,i n hi s
Freud was also aware thfe fact that by approaching the uncanny he was entering the
slippery category of aesthetics, which c
cureo. Towards the end of his essay he
research [i.e. aestties] half involuntarily, through the temptation to explain certain
instances which contradict ed?*Forueru dtéhse ofrayi |
to completely contain the uncanny within the realm of his psychoanalytic theory is
highly significani, because it illustrates the aporia involved in controlling the irrational
not as an unruly construction standing in itself, outside of, or in opposition to, the
rational realm, but more importantly, as a haunting presence that stretches the
boundaries ofeason from within. The irrational dimensions of aesthetics are in full
agreement with this idea. Instead of solving the issue of the uncanny, Freud actually
brings about its proliferation, because, as it turns out, his experience with aesthetics via
Hofmands story is after al | not very dif
folklore-version of the tale of the sandman he used to hear as a child from the servant. In
both cases, the irrationality of aesthetics troubles the rational structurestyf Téw
stakes for Freud involve facing potential inconsistencies of his psychoanalytic theory in
the form of exceptional cases taken from the realm of art.

The tension between the irrational and the rational, underwritten by the
distinction between adnd everyday life, is also one of the central issues of modernist
l'iterature and culture. In AArt and Mor a
relation t o Pmapreksionaesilldifasnwehibhshe sees ad exampes
excellenceof the way in which art separates itself from everyday life. The apples on
C®zannebds paintings, notoriously defying
Lawrence the problem Freud is also compelled to encounter in his analysis of the

! Ibid., 230.

%Ipid., 238.

% David Richard EllisonEthics and Aesthetics in European Modernist Literature: From the
Sublime to the UncanrfCambridge: Cambridge Universityd3s, 2001), 58.

“Freud, fiThei2kncannyo, 251
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uncanny; namely, th i rrati onal i

ty of -vairsti oansdo -copf p ofist et
seeing Eye'lLavwrende conchudes:t y o

Let C®zanneds apples go rolling off t
laws, in their own ambiente, and not by the law of the kddalof man. They

are casuallyrelated to man. But to those apples, man is by no means the
absoluté.

Lawrencé s observations summari ze the gener.
irevenged of the artistic world over the
letting loose of irrational energies directed to overwhelm human rationality.
Furthermore, it is byo means accidental that Lawrence chooses to illustrate the abstract
notion of reason with photographic technology, which was in the process of
development during the 1880s and would come to fully inform modernist society by the
end of the nineteenthandh e begi nning of the twentieth
conclusion is the idea that the evolution of human rationality, like the technological
conception of reality through photography, inevitably folds back onto itself and leaves
behind an irratioal residue through art.

Aesthetics can function as a receptacle of the irrational, especially through the
uncanny, because of its traditional role since the Enlightenment project of modernity as
the realm against which, but also in the name of whichati@al coherence of human
t hought comes to be constructed.vilaii draowr
suggests an improved version of the general ocularcentrism of the Enlightenment, which
is emblematic of reason itself. At the same time,stharp yet precarious distinction
between aesthetics and ethics involved in this question is reminiscent of the ambitious
undertaking of the Kantian aesthetics, which seeks to establish hermetically separated
spheres of science, morality, and art. Set agathis broad background of
Enlightenment modernity, the uncanny in modernist literature reveals the chiasmus
between the rational and the irrational: rationalizing the uncanny is inextricably caught
up with the uncanniness of reason.

Different works shw different aspects of this idea. Tine Rainbow1915), for

i nstance, Lawrenceds protagonist, Ursul a
modern | ifed in the early twentieth cent
Lawrence himselfdsussed i n connection with C®zann
the uncertainty of consciousness and of human existence, especially when compared to
the unruly realm of the irrational resid
circle of light 6 whi ch i s at once illuminating
knowl edgeo and blinding, because it ma k e
darkness |l urking behind the spotlight of
gleaming, peneta t i n g, °Roahen teihsi andgattoriésand thus, technology

and economic progress ingendraa r e al | part of the #dAcirec

! David Herbert Lawrencdi Art and Moralityodo Study ped. Thoma
Bruce Steele (Cambridge: Cambridge University Press, 1985), 166.

%Ipid., 168.

% David Herbert Lawrenc@he RainboviLondon: Penguin, 1981), 4888.
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everyday |ife, which generates terrftor bui
Realizing her position as both subject e
description of modern life), Ursula confronts the uncanny because, just like Nathaniel in
Hof f mandéds story, she finds it igwodysi bl e
things as signifying systems that take away the natural dimensions of human existence.

Not to take things for granted means for her, Unlike Viktor Skrebensky, heiligadrt

fianc®, who is willing fAto safr eleins howrs ed
(535), Ursula chooses to face things as they come. The challenge, in this case, means to
view people as Adummi es exposedo, who, I

not hing but -aptifieai al esdddehs sRétdhge iirn ptal e
pretense of composur’e and civic purposef.!
Early-twentiethcentury English authors use the figure of the uncanny to disclose

the chiastic constitution of modernism. Modern society and mutual love, just as Arnold

and Baudelar e 6s aesthetics suggest e duypswithine , i n
the realm of reason for chthonic power s,
soci al mdrcits aanidus medifestations in the literature of the period, the

uncanny validates Freuddos experience with

the irruption of irrational energies (especially through art) in the form of internal
contradictions embedded deep within human reason. Summoned from England to the
United States to help Dr. Obi spobds invest
reading the | egendary Hauber k paceurys, whi
diary-entry summaries of his own experimentations with the issue), Jeremy édrdag
story in ARAf@rday a SummdrsdDiedtize SWEB9) is no exception in
this regard. The novel presents the classical instance of the uncanny as that which is
resurrected to haunt the rational coherence of the human world. After disgdram the
manuscript that the Fifth Earl staged his own death, Obispo and Jeremy, along with Stoyte,
the millionaire contender to immortality, actually find the #wmdredandoneyearold
Ear |l in the hidden | abyr imtnd InaHis sttikihgly Ha u b
gothic passage, the irrationality of aest
long believed to be an anachronistic thing of the past) comes alive not simply to destabilize
or attack rational thinking, but on tigentrary, to prove that reason is thoroughly infused
with irrational energies. At the sight of the senile, anilikal creature that was once the
Fifth Earl, Dr. Obispobs belief in scient
knowwhieSt oyt eé6s proof that | engthening i nc
only be taken as the ultimate irony of reason, the uncanny mischief of irrational, evil spirits
conjured up be reason itself.

The operation of the uBtaywngobds np aHuxd
predicament can also be placed within the context of the rise of supernatural fiction at
the turn of the eighteenth century, which, as E. J. Clery argues, is strongly related to the
pervasive ficonsumer revgol aboonot loé it hen
chiasmuso of #Athe growing commercializat!

!bid., 488.
% bid., 498.
% Ibid., 499.
* Aldous Huxley After Many a Summer Dies the Svilew York: Harper & Brothers, 1939), 355.
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commerHuexd.eyds novel al so registers the
irrational within the context of the intense culture alifundance and the increasing
consumer culture characteristic of the first half of the twentieth century. Living in a huge

pal ace full of randomly selected valuabl
every o tS3tagteis dletrly tmedgeric figure of the consumer, whose world is
restricted to what money can buy, and who is afraid only of what seems to be outside the
economy of monetary exchange. Hence his excessive fear of death and his obsessive

repetition of the selfeassuring phrase: i God i s | o v3Signifidahtgr e i s
one of Stoyteds main companies iis the B
according to the #fApolicy”andisthusjhaaughly ng s «
preoccupied with the aestheticizatioof death, or what Clery calls the

ficommercialization of spiritso. It is pr

denial of death and its banishment into the realm of art that turns back against Stoyte as a
chiastic fold abhroogbftbemmepcedtanl the

Huxl ey shows that Aevery i mprovement
escape from their egos, more difficult to forget those horrible projections of themselves
they call their ideals of patriotis, her oi sm, gl °Huxieydaessbinal | t h
way that recalls Ursulabs setting up of t

surrounded by the immense darkness of the underworld; and he does so moreover in
keeping with the prosthetic logic of modernism, which registhe circular dependence
of gain and | os s DialacticefrEelighttonenMahHokheigner | n t
and Theodor W. Adorno refer to this folding back of reason onto itself as the internal
contradiction of the Enlightenment project of modetniyhich, instead of going
through progressive stages of emancipati
t he maThararguinent illustrates the logic of chiastic modernism. The chiastic
fold between enl i ght en mempdaundsthenapimateowitro gi z a
the inanimate, 0 and the practice of my t
i nani mate with the ani mate, 0 bears witne
which it never r e aOppoyitiorkisireingdvet asvihe essential | u d e ¢
chiastic relationship between reason and mythical fetishism, or, as Horkheimer and
Adorno show, fBefore, fetishes wer e s ul
equivalence itsé{f. has become a fetisho.
The grim consequences big rational domination disguised as Enlightenment
progress are also at the cent emtHeadf Kur t
Darkness( 1902) . As Marl ow discover s, fial l E
Kurtz, 06 the c¢harivwmatpéditionsaidokzedtby thef Afriémn i t i s

1 E. J Clery,The Rise of Supernatural Fiction, 176300 (Cambridge: Cambridge Urévsity
Press, 1995),-8.

2 Huxley, After Many a Summer Dies the Swai.

® Ibid., 4243.

* Ibid., 230.

°® Ibid., 126.

® Max Horkheimer and Theodor W. AdorrDijalectic of Enlightenmentrans. John Cumming
(New York: Continuum Publishing Co, 2001), 42.

"lbid., 1627.

®lbid., 17.
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natives as a supernatural creature, the very fetish of rational progress and emancipation,
whose famous pamphlet written for Athe |
Savage Customso c an epitamtiegsthe wrcdnty oft rason: s | o g
ioExterminate'@dnr atdldes Wihetaegs! 600f. dar knes
projectionso of human progress and Lawre
ways in which modernist literature illuminates tgh the uncanny the essential
irrational component of social and cultural issues at the beginning of the twentieth
centung issues such as colonial discourse for Conrad, consumerism for Huxley, and the
institutionalized forms of intimacy for Lawrence.

ATheoar on the other side of silenceo:

Mrs. Dallowayand the Aesthetics of the Trivial

The uncanny in modernist literature is not simply the mere anticipation of the common
argument of Frankfurt School theorists about the totalitarian rationality of Western
society characterized by the dominating forces of the culture industry and of
instrumental reason. Instead, the various manifestations of the uncanny in early
twentiethc ent ury | i terature illustrate what R
multiplicity of voices and perspectives that cannot be easily synthesized into a single,
unified ideology or worlds i e*Whlike in the examples discussed so far, however, the
uncanny iMrs. DéMowaylebds to the proposal of an aesthetics of the lirivia

which complicates the distinction between ethics and aesthetics, suggesting a very
di fferent approach from the #fAhighly pess
of modernity as an inexor a®Woeol g pisrealnsafs
upon the importance of the trivial Mrs. Dallowaysuggests affinities with but also the
suspension of what EIl aine Showalter call :

at this period in literary histof/(224). Selfdestruction, Showalter arge s , i s At
hall mark of female aestheticismd during
firi s k -destfuction ¢hifodigh psychic overload, ego death from the state of pure
recept i v e the stateswhibhi shei desgribes, following Gepe EI| i ot , a s
roar on the othlem BIMiddemami(1874) it is nndeed .
Dorotheaos hei ghtened sensibility which
ii nward amazement, 0 Apreparing stafteange a:t
yea¥Esld.ot concludes: ilf we had a keen v
would be I ike hearing the grass grow and
that roar which |ie’s on the other side of
Followi ng El i ot 6s heightened sensMrs.of vi
Dalloway registers the elevated sensibility and ecstasy that are needed for turning
ordinary I|ife into Woolfds famous @Amomen

! Joseph Conradteart of Darknes§_ondon: Penguin, 1999), S12.
iRita Felski,The Gender of ModernifCambridge: Harvard University Press, 1995), 8.
Ibid., 6.
* Elaine ShowalterA Literature of Their Own: British WomeroN/ e | i st s from Bront
(Princeton: Princeton University Press, 1999), 224.
® Ipid., 251.
jGeorge EliotMiddlemarch Silas Marner Amos Bartor{London: Chancellor Press, 2001), 150.
Ibid., 151.
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such egbhanies that involve, as it did for Eliot, the uncanny proximity of death, the
iroar on the other side of silenceo. Woo
uncanny of an ontological chiasmus, the intermittent resurrection into life and passing

into death: life in death and death in life. NarratioMirs. Dalloway as J. Hillis Miller

argues, is firepet it i'oohonlalsecadsd as Mileracstelyn g o f
points out, Wool f buried in her novel t h
to the fAcollective resurrection of spiri

because the novel offers an alternative ehaal plot and knowledge. It does so by

linking scattered, nenumulative moments of existence through the telepditlaind,

indeed, uncanny communication between narrator and characters as well as among

several fictional characters. Clarissa and hisotldi end, Peter Wal sh, |

in and out of each o t?justlkétee nanator dlides wand h o u t

out of the charactersod6 minds through fre:t

novel 6s nar roant itvhee |iongpiecr abtaisveed fi 6 Twhiehy t hou

reveals the chiastic interdependence between narrator and charddes.: Dalloway

the characters ar&«ndepegdemtndop od tthe M

narrator, inturn,isdepdne nt upon cHaractersé minds.
Moreover, the momentary epiphanies in the novel are also underwritten by the

logic of chiasmus: the intertwining of ecstasy and horror reveals the experience of the

uncanny ani mation of theemdamti anat ¢ hedmy

describes her belief in the survival afte
person or that, even h°theinahimateds broughttt lfeiton pl a
enhance but also to threaten through inl unt ary associations t
certainty. Just returned from I ndia, Pet
delighto in Trafalgar Square, fas i f ins

shutters moved, and he, havimgthing to do with it, yet stood at the opening of endless
avenUlehsed . novel 6s closing passage also re
moments, while glancing at Clarissa and ¢
e ¢ s t ‘@kroughoutthe novel, the coupling of terror and ecstasy suggests a complex
relationship between ethics and aesthetics, manifested most significantly in the questioning

of the distinctions between madness and i

theonehand and bet ween the i mportant and the
trivial. As Woolf confessed in her diary,
suicide: the world seen b%Setphé musidass an o r 1
Wool fods intentions but also complicates t

in attitudes toward sanity and insanity.

3. Hillis Miller, Fiction and Repetition: Sevdinglish Novel§Cambridge: Harvard University
Press, 1982), 178.

2Woolf, Mrs. Dalloway 63.

3 Miller, Fiction and Repetition181.

* Ibid., 179

® Woolf, Mrs. Dalloway 153.

® Ibid., 52.

" Ibid., 194.

8 Virginia Woolf, The Diary of Virginia WoolfVol. II, ed. Anne Olivier Bell (New York:
Harcourt, 1978), 207.

46



Philobibloni Vol. XIX (2014) No. 1

One of the most representative examples of the way in which ecstasy, elevated
to quasireligious experience, getoupled with mental instability is illustrated by the
shells hoc k e d war veteran Septi musos const e
discovers in everything around him the haunting presence of his deceased friend, Evans.
Septimus, who recognizes his saary position between life and death by confessing to
hi msel f, | have beent'cdaenando,t aensdc aypet haemr
messages through the medium of the elm trees, which he figures to be alive, containing
the spirit o dves bding comhected! hy mifliang af fibleseto his own

[ Septi mué®espt ibrowdsy®ds. excessive ethical re
upon madness, turning him into fithe gian
by distancing and aestheticigiit as memory:

Ailt is time,o0 said Rezia.

The word Atimeod split its husk; poure

his lips fell like shells, like shavings from a plane, without his making them,
hard, white, imperishable words, and flew to attheimselves to their places in

an ode to Time; an immortal ode to Time. He sang. Evans answered from
behind the tred.

The inability to aestheticize the trauma of the past by referring it to closed
temporal categories is figured here as a fissure in meeesentation, leading to
overwhelming guilt in the form of an ethics of madness. Thus, when Septimus instructs

his wife, Rezi a, to burn his papers, whi
Time, 0 he is in facty thtis qutsideuha framewprk of st a-
traditional responsibility. Septi musds e
boundaries of sanity and madness. Rezi ad:s

silk ribbon, simply e dadesthefcs il thus menplisiter e v
with a rationalized version of realify in this context, the traumatic aftermath of the
Great Wari that seeks to relegate the irrational and the uncanny to the realm of art,

precisely in the name of human dami . I n t he l i ght of S
responsibility, which resurrects the irrational of aesthetics to question the distinction
bet ween normalcy and madness, Rezi ads ae:

natural coherence of everyday lifajtlrather as a necessary limitation or even as an
irresponsible act of insanity.

In a similar way, Clarissads aesthet]
between ethics and aesthetics, challenging the very distinction between the petty and the
sei ouUusS. In AEt hi cal Fol ds: Et hi cs, Aesth
complex interconnection in Woolfbés works
arguing that many of her novels bring nAt
with each other, using aesthetics to make an ethical réeadma foldi between the
potentially uni V€59 Hdwever rirdrs. Dallawayweolf also n al o .
upsets the privilege given to the serious and the important, implicitly figured throughout

1 Woolf, Mrs. Dalloway 69.

% 1pid., 22.

® Ibid., 6970.

*Ibid., 148.

®Jessica Berman, HAEthi caModdroFictbrsStudidsa (20045 559. Aest h

47



Philobibloni Vol. XIX (2014) No. 1

the novel as masculine, by depicting the seemingly trivial feminine domestic realm of
the uppemiddleclass character, Clarissa, as the main source of a mystic sense of
understanding, based on the uncanny feeling of immortal presence and the impossibility

of deat h. Thus, on hi s return from | ndi
concerns: iHere she is mending her dress
sheds been sitting all the time |1 dve be
goi ng t'dMop ar tgiemsedr.al |y, Clarissads aesthe

dispersed cluster of isolated events that do not lead up to conclusive syntheses and, just
l' i ke Septimusbds ecstatic momelerfriendshir esi st
with Sally Seton, especially their kiss on the lips, which Clarissa considers the most
exquisite moment of her life, does not get fulfilled in any way, and in her recollections
she cannot feven get ZaMore than hthamt, Glafissa halsor ol c
displaces the moral responsibility for war into mere detail by emphasizing the beauty of
her roses over the fate of the Armenians. Aesthetics, in such contexts, seems thoroughly
opposed to the realm of ethics.

However, altbugh apparently rooted in the irresponsible attention given to
common experience, the aesthetics of the trividflia. Dallowayis at the same time
elevated to the irrational level of telepathic communication and the uncanny of
metempsychosis exemplifiedy Cl ari ssads ftranscendent a
aesthetic parcelingut of everyday 1|if e, Cl arissads
membrane thoroughly connecting rather than decisively separating the lives of various
characters. As such, it apges, following Berman, as a fold between aesthetics and
ethics that interlaces personal life with the universal concerns.

Wool fés insistence on sounds and vibr
important ways in which this aesthetic is portrayesl a connecting membrane,
surpassing the rational sphere of the vi
and the New Aur-eangoshbaeabbah@uddhe conc
Afauscultationd (the act e)f are Icrucialt fernthen g i r
understanding of ithe new aur al sensiti
gramophone an®Ththecawi rfieglleisdsiong across Pi
characters not so much by it sgenemtssws | pr
fistrangers | ooked at each other afd tho
Similarly, the sound of the airplane can
Par k, in Piccadilly, i Rjustras e sourtd of Big Bene t [

and the song of the old woman on the street create a certain mutual awareness,
connecting various characters who never get to meet in person.

The uncanny resurrection of the dead as well as the irrational aesthetic of the
trivial are hus intimately related in the novel to the technological developments of the
first decades of the twentieth century. Additionally, the issue of the supernatural and the

1 Woolf, Mrs. Dalloway 41.

% Ibid., 34.

*MelbaCuddyk eane, AVirginia Woolf, SoundVidgregachnol oc
Woolf in the Age of Mechanical Reproducti@d. Pamela L. Caughie (New York: Garland,

2000), 71.

* Woolf, Mrs. Dalloway 18.

® Ibid., 21.
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uncanny for Woolf involves probing the boundaries of the human mind. In her essay,

fAcss t he Border o, Wool f writes that i n
uncanny, exemplified, according to her, by the works of Sir Walter Scott and Henry
James, the author fAmust seek to terrify
ghostsshi ch are | i vi hMys. Daiowapividly ilisirates ¢his idea.s 0 .

The moments of rapture Clarissa finds even in the most ordinary aspects of everyday life
is a dramatic expression thie argument Woolf had made earlier in her review ofoElin
Mordaunt 6s volume of short stories: AiNob
mercy of dreams and visions ?Vheiradnalitwe can
of the aesthetic of the trivial iNlrs. Dallowaybears important affinities witRreudian
psychoanal ysi s, or , as Woolf puts it in
[the] uncharted *AecoirtdbngesooWobh&edsmi ndo
one of the major literary techniques useiis. Dallowayconsistsn a discovery that is
by no means unrelated to the supernatura
dig out beautiful caves behind my characters. . . . The idea is that all caves shall connect,
and each comes to daylight at the present
It i s not surprising then that Aito p
Clarissa to plunge fdinto the very heart
morning on which was t helippresisely becagse thd al |
caveconnect, that Clarissa can feel Septim
into death, described not simply as the passing into nothingness but as the very source of
irrational communi cati on: AfDeath thas an
impossibility of reaching the centre which, mystically, evaded them; closeness drew
apart ; rapture faded, one wadheaohneairgy. The
caves, which reveal the organizing principle of the novel, reinscribe existetice as
operation of a basic ontological chiasmus: the turning of death into the uncanny
continuation of life, and elevation of everyday trivia to the level of scattered events of
ecstasg the epiphany of orgasmic moments of multiple small deaths. Thus, feeling
Septi musds death during her party, Clari s

Fear no more the heat of the sun. . . . She felt somehow very likethém
young man who had killed himself. She felt glad that he had done it; throw it
away. The clock was striking. The laderclags dissolved in the air. He made
her feel the beauty; made her feel the’fun.

LikeinSh akes gywnbhetined svhere the | ine fAfear no
refers to a state of quaie at h, for Clari ssa, t oo, Septi

'Virginia Wool f, ThAEssagsoiVirginia &opBob H. (12121818)| eul.
Andrew McNeillie (New York: Harcourt, 1987), 24809.

Virginia Wool f, Thé Bsealysof\Viginid Wopkdl. b. (19181918), aul.
Andrew Md\eillie (New York: Harcourt, 1987), 87.

® Ibid., 87.

* Woolf, The Diary of Virginia Woolf263.

® Woolf, Mrs. Dalloway 37.

®Ibid., 184.

" Ibid,, 186.
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feeling of lifein-death, the irrationality of beauty, which does not put an end to life but
merely signals its redefinition as moments of terrifying ecstasy. The uncanny registers
the chiastic constitution of eesirableyety, Wo
threatening human condition passing between the unruly realms of life and death.

Conclusion

Chiastic modernism can also offer a vantage point for the retrospective reevaluation of
the Enlightenment. It suggests an alternative literary eutiral history, which
complicates the usual conception of the Enlightenment as a period based on Cartesian
clear and distinct idedsinstead, it shows that the very categories of reason that might
appear to be secure universality and transparency taahacindergirded by irrational
phenomena such as the ones the ald®issed authors incorporate into their works.
Modernism is typically defined in terms of unprecedented scientific developments that
are often linked to a sense of crisis and fragmientat the arts. However, instead of the
disruption of traditional continuities, this essay has sought to offer a continuity thesis by
showing that modernism is in many ways a continudtibath from a theoretical and a
literary historical point of viewi of well-established cultural contradictions and
rhetorical strategies. As a future project, it would be interesting to examine to what
extent the irrational dimensions of modernist aesthetics are rooted in the Gothic
tradition, which reaches the height itd popularity in the late eighteenth and early
nineteenth century.

! On this issue, see the argument that irrational beliefs and practices such as mesmerism are at the
very center of the fAradical 0 defMesmerdsimand of t
the End of the Enlightenment in Frangambridge: Harvard Unérsity Press, 1968). See also

the idea that it he repudiation of magi c on
simultaneously with their adherence to a pantheistic naturalism that had once been the prevailing
philosophy of Renaissance adepts andimag i n Ma r g Bhe RadicalEnlighfermrend: b ,
Pantheists, Freemasons and Republidhmsmdon: George Allen & Unwin, 1981), 34 italics in

the original.
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The Fibonacci nove]
L§szI|l - Krasznahorkai 6s SelaboiiheregBelont o Mar

Zsuzsa SELYEM
B a b-Bokai University Cluj
Department of Hungarian Literary Studies

Keywords: arte povera consumer societies, dynamization, Fibonacci sequence, event,
nondiscoursive works of art, slowness

Abstract: This essay tries to find out the shared structural element between

Mario Merzés installations hspacialL8s z|
accent on theSeiobo There BelowBoth artists use the Fibonacci series of
numbers, which results a Afragile and

structure. The connections are not based on conventions, are not guaranteed by
certain chargers with certain identities, but they may appear by the pre

hi storical structures of diffeatent wo
poveraout st andingl y represented solidar
subtle prose, in a more hidden walpes the same. Both have found new and
archaic structures to surpass the overwhelming rhetorics of war.

E-mail: selyemzsuzsa@lett.ubbcluj.ro

*

1. Arte povefﬁlst the logics of war

There is a picture in chapWaandWafafh L§sz
hemisphere made of curved steels placed in a room with white walls. Although the name
Mario Merz is not mentioned, the place of the object of an igloo shape, made of
aluminium tubes and shards of glass, is given: Schaffhausen. One of Maria Bles
many igloos is exhibited in the Hallen f
figure of the noveWarand Way Gy °r gy Korim, flees from
go there upon contemplating the phaodtos o
that this Asubtle structureodo is the only
the manuscript he found in the Wlassich legacy would find some rest after the long
journey in search of peace throughout several of the most promising scénesaof
history, only to find out over and over again, that there was always and everywhere a
war coming.

Mario Merz (19252 0 0 3) exhibited his first i gl
tumultuous year of 1968, and he wrote on it the sayir@enieral Vo Ngyen Giap of

! While writing this study, the author received the grant of the Domus Program of Hungarian
Academyof Sciences.
2L§szI| - Kr ®aram ®aranskGedrge Szirtes (New York: New Directions, 20086).
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North Vietnam: o0lf the enemy masses his
force. 0

This sentence in itself exemplifies the nonsense inherent in the logics of war,
but there is another deliberately constructed-awitradictionin this piece of work:
between the archaic, phéstoric shape of the igloo and the words of a General written
with curved neortubes. Writing as a means of recollection of human culture here
belongs to the world of the annihilation of culture. A twofolghikilation 7 by
techniques belonging to consumer society and by rude, simple destruction. Enemy, force
and ground are conceived of as static,
There is logic at work here that is ignorant of culturesramdma n r el at i ons.
0 7 are poveraaims at shattering exactly this kind of logic by works that provoke
per cept iThey trandgress kotial striictures and strata by altering perception
itself. In this light, works like Anselmo®irezione Merz's objects run through by a
neon tube, or Fabro's partially mirrored glass may be just as capable of inciting a
paradigm shift as'Situationist actions

The termarte poverawas introduced by Italian art critic Germano Celant in his
manifesto published in 1967. To this movement belonged works of art that used
everyday materials, often indigenous to the exhibition sites, just as minimalist and
situationist art, the difference being thate poveraaimed at freedom and independence
from repressive social structures by the utmost identification between man and world
6worl dé in its most? estranged sense of

Mer z6s first igloo was covered with
not the sacks be so tiny. So defenseless.

Merz with his igloos transgresses the convention of hanging the work of art on
walls or putting it on a table, and with this simple igtmsture it is revealedwithout
wasting any word on direct criticishtha t he previ ous Anatur al
fact were controlled, elitist and repressivis always when social changes are at stake,
the question is raised: how cHre instauration of, or even the propaganda for, a new
kind of repression be avoidedecause Merz avoids propaganda: the igloo is not
another wall or another table, only in another place and in the hand of another subject.
The igloo is acurvedform, on which things are not flattened or set high as in repressive,
segregational ideologiebut enter different kinds of relationships with the frame of the
igloo depending on their materials (Merz used soil, clay, wax, mud, burlap, leather, glass
fragments etc.).

'El'i zabet h Mangi n ArforuflRoaembet (2067). r evouti on, o

1

W €

f

isocial gestures in and of t henawchamneate .. fo

identification bet@®eemamanCahant .hef Awrotrd dpove

g u e r r Klaghl ArtNoyember (1967). gtd. in Manginii Par al | el revoutiono
3~

plane and create a space independent of the process of hanging things on the wall or nailing them
to the wall and putting them on a table. Hence, the idea of the igloo as the idea of absolute and
self-contained space: is not modeled; it is a hemisphere places on the ground. | wanted the
hemisphere to be nongeometrical, so the hemispherical shape created by a metallic structure was

il made the igloo for ... cseadtht jat;mgplanegrtheavals on s .

covered with sacks or shapel ess-QGermaocCelant, of mat

AiSp her e o fArtforaniJanuaeyi2004); 26
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Installation view of ReSiDug 2013 at WIELS Contemporary Art Centre,
work by Aleksandra Chaushova

The hemisphere here represents the critique of the stiaibtizontal or
verticali line from three points of view: it reveals that the line is an abstraction, being
the result of violating the concretit; reveals the dichotay between the horizontal and
the vertical, by its very form containing both verticality and horizontality, thus it realizes
a nonhierarchical space for the work of art; and, thirdly, by dealing with the pre
historic, nordiscursive structure of organiaogvth, this art does not destruct the
discourse of continuity of art history, it merely is not preoccupied by it.

Besides putting together the gnistoric with the actual, besides representing a
critiqgue of consumer, elitist and ignorant society by medirsste povera i n Cel ant
i nterpretation there is a third feature
with the concept WéarandWare mmo Kireads zimym hGy kKma g
and his manuscrigt r o: the @omadic perspective. &Hour angelic figures of the
found manuscript are wandering as nomads from one important cultural scene to
another, but they cannot stay anywhere, as the institutionalized form of human ignorance
and boundless thirst for power, the war, is always coming.

Mari o Merz6s main charge against poli
they continuously produce wars. This critique could be neutralized by stating that being
in opposition is in itself also built on the logic of wars. But these works preseet so
hidden, prc ul t ur al forms and order s, that i n
(Celant) are the celebration of life.

'!fSpace is curved, the earth is curved, every
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2. The measureless sequence

After a while some numbers appear on the igloos, representing the regularity of different
things of nature, such as cones, pineapple, sunflower etc. Merz is fascinated by the rule
of the Fibonacci numbers which also describes the surface of his igloaglobhie the
threedimensional representation of a spiral, and the spiral is the ideal imaginary
representation of the Fibonacci sequence.

/

With his igloos Merz shows the continuously enlarging and growing structure

of everyday life, for instance iri hs

photo

S

eries about a wor

in the form of a spiral around which workers are sitting by 1, 1, 2, 3, 5, 8, 13, 21..., or in

his installation consisting of a sppgmlhaped table covered in f
Neuen Kunst, S@ffhausen.

Jeanne Silverthorne wr ot e about Me r
transcendental and utopiaibut for reaching this conclusion we would need to forget
that Merzos igloo is not the perfest, hioc
never solid, but always open to its surrtr
not fit each otherés margins, so they ar

are not for protection; they are incapable of hiding someone even. They sliaat us
although we need protection, there is no such protecting entity: man, even if he/she is
not aware of it i
functions of transcendental utofanstructions: the promise for protecti@nd
shielding from the enemy without, and screening man from its realization within. In this
way are these igloos protecting. They are the shared place of thistprie and the

actual

an art t hat

humans to annihilate each other.

'Jeanne

S

al ways visible in h

S

Nfr agiedlogesthatdet pot e

SiMareira hMe rnze', s AF Parkett(E088p5863a n | | | usi on, 0
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The poor, enthusisastic | ocal histori
figures from the found manuscript, which fled the wars in vain, to the igloo from the
museum of Schaffhausen. That iglooriade of materials at hand in contemporary life
and its structure is built according to the Fibonacci sequence, where the elements relate
to each other according to the golden ratio. It is a structure where the pieces are not built
one upon the other, bilitey are added to each other:

0 if n=0;
F,=<1 if n=1;
Fn—l | Fn_g if n > 1.

and the proportion of two succeeding elements gives the golden ratio:

' F(n+1)
nl—l:gc- F[:n} - ¥

where

4+ /5
o= +Tf ~ 1.6180339887. ..

Renaissance painters worked with this irrational golden ratio, this exact infinite.

3. Dynamized pictures

Three Renaissance pai ntSéobagTheresBplghEhe firsti n  Kr
one is Filippino Lippi6s paasomptheisecondané Est |
i s Bel Chrisgtoomoibadsg the third i s PiMadomna Vanu
with the Child and four saint§ hese three appear in three different chapters of the book,
with no overt connection among them. Not even the golden ratio is explicitly named in
the book. However, the golden ratio is an important structural feafti8eiobo as its
chapters are not numbered according to the usual succession of positive integers of the
decadic numbesystem, but according to the Fibonacci sequence.

Only the first two elements of the sequence, the 0 and the 1 are missing. If we
try to be consequent to the novel and to our interpretation, we have to admit that the first
two chapters of the book are missing, that is to say, the beginning is not determined, it is
unknown. We would not be surprised, if the end would be also open. Tlobdater
has the number 2584, clearly not the end of the sequence, there should follow many (in
fact: an infinite number ofyibonaccinumbers.

Krasznahorkai says in an interview that this novel is an hommage to Mario
Merz, the artist who was preoccupifed an entire lifetime with Fibonacaumbers.

'Lgszl - Kr Sebo fihers BelowaasiOtilie Mulzet (New York: New Directions, 2013).
Ao kegyetl ens®ge. (The Cruelty of Good)
http://www_litera. hu/hirek/go-kegyetensegehccessed 11 October, 2013.
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Merz shapes this arithmetical concept in a sensual way, as the basic structure of the
living, nondiscursive, prdni st or i c al wor |l d. Krasznahor
discursive, but this feature is more uralshere than in the visual arts. We have 17
chapters with 17 different settings, 17 different ages, 17 different sets of people (or
animals, or funeral statues). What we do not have is a narrative connection between
these scenes. It would be just too @assay that here we have 17 short stories, although

we indeed lack causal connections. What we do not have is the usual, naturalized and
imperial structure of the novel.

Krasznahorkai 6s earlier novels al so s
critique ofthe political systemSatantanggd The Melancholy of Resistaficand War
andWaral s o pr e s e ndremverathe p&repecte af podr, rumble people
on the periphery of society in long, infinitely precise and delicate sentences based on
iterai ons, as i f they were Mar i o-déidicatod s al w
of Krasznahor k ai-figares suglr as dtike, rValuska ortKbrimlis@as e r
shifting of perspective that can throw light on the false universality of consumer
sodeties without criticizing it directly, and without proposing a new, different social
formation, even without proposing a utopia, a rescue given by art and aesthetics.
Krasznahorkai, like the artists afte povera does not propose an escape from the
acual: his novelgevealthe actual and present, in this actual form;hpseorical and
nontanthropomorphic structures.

Seiobor epresents Merzds fragile and danq
between its chapters is not even discursive, hotto mentic au s a | . So t o se¢
narrative, no singular voice to link the events, although each chapter is written with
outstanding rhetorics. The link between the chapters stands only on the structure of the
book. I n ot her wor dmgh darhkeaiefdss anrot ,acas oac ti
fast proceeding of event s. The sl owness
negation of the actiedrill; this slowness is about a subtle dynamics that is almost
unnoticeable among the noises of everydawirsgy.

For example, the three Renaissance pictures mentioned above are not described
in Seiobothe narrator is not using the rhetoric of ekphrasis (this would mean the simple
negation of action), instead we can read about the process of the credtase ofdrks,
the character of the painters, the age, the habits in those times. The pictures are
dynamizedi n Krasznahor kai 0s prose, and t hi s
monotonous actions based on oppositions, finally, the monotony of wars. This is in

'Lgszl - Kr Saxantangotaos: Gearges Szirtes (New York: New Directions, 2012).
2Lgsz| - K r dhe Melandhayr okResistandmns. Georges Szirtes (New York: New
Directions, 2000).

Al ain Badiou differentiates between the fAtru
demol i shing geneal ogical, anthropological or
universalism of the liberal wortharket which relies on equlence and therefore allows
permanent reproduction of rival identities within its formal homogenaigin Badiou,Saint

Paul. La fondation de l'universalisn{Paris: Presses Universitaires de France, 1997.)i e n n e
Bal i bar criti ci yoxeptBa tthe termséokthe simulagra beingamuchtmore
Areal 0 #fchdn etdh &fotsido egn meaOrEumilersdisnt In Biebate with Alain

Badi ¢Endg!l i s h ver sion r e v httg:/Aranslate.aipcp.ridtérangversa 6 Ne i |
10607/balibar/emccessed 130ctober, 2013.
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some respects similar to Mario Merzébés fir
the wardés | ogics with exposi ngornandkthehi dde
used materials, between the archaic and actual.

The first element of the Fibonasequence, the 0 is missing from the novel, as
the starting point of Mer z6s spiral i s
dimension. The second element of the sequencérgh# in my view is missing alsb
I would say that this missing 1imsi accordance with Alain B
theories, that 1 as such does not exist, there are only sets with certain conditidins
person is not 1, it is not a given entity, bub#comesa person, depending on its
faithfulness to theventsof its life. Eventis a basic category with Badiou; he names four
fields capable of producing event in certain conditions: politics, science, art and love.

In the first 16 chapters the faithfulness/unfaithfulness towards a given event is
the decisive elme n t in a characterdés | ife sequer
anything in common, they belong to diffe
the single connection among them being the decisive rafemtplays in their lives
(needlessts ay, this event also varies from fse
it grasps the fish (1); Filippino Lippio
the profoundest beauty (2); the infinite precision of the restorers and monks and their
acknowledgment of fallibility when restoring a Buddha statue and putting it back to its
place (3); t he Chrigamontoofthe marntdBaxdm once,iloagragod s
the painted, closeelyed Christ opened His eyes and looked upon him (5); theviman
longed to see the Acropolis all his life (8), the master of-iakks, who carves a
dangerous mask (13); the Romanian fugitive, who accidentally sees a sacred copy of
Rublievés Troyka in Casa Mil" in Barcelo
to see ikons, he becomes frightened of those angels, and buys a sharp knife (21); the life
of a Nohperformer, who was saved in his childhood together with his family by a white
dog almost starved to death, and his father prayed for this dog all hiz4lifeMaster
Pietro Vanucci, who keeps the secret of the most beausfahiglione but loses his
interest in paintind55); the man in the Alhambra, who does not understand anything
from the monumental building that is neither for defense, nor for rituals for
residence (89); lon Grigorescu, the Romanian sculptor, who forms a running and
grinning horse out from the soil around the volcanic lake, Saint Ana (144); the guard of
the Louvre, who consecrates his whole life to the statue of the Venus d2BB]) the
architect, whose no project was ever built, and who lectured in rural libraries on Baroque

music (377); Oswald Rienzl ds passionate |
reckless curiosity to the rebuilding of the shinto sanctuarykafrapean traveler (987);
and finally, the exiled, old master Zedar

play anymore, tries to carve a mask, does not finish it, and begins to write (1597).

Chapter 17, as the first one, is not about human béingsre, in the last
chapter, Chinese funeral statues are crying under the ground. The requisites of human
cultures: they tried, in vain, to keep ol
spiral of Krasznahor kgadouddofsociglcriicem. t he gr ot

! Alain Badiou,Being and Eventrans. O. Feltham (New York: Continuum, 2005).
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First consequences

The c¢hapt emusbirindgbidb thenreadec not to think in terms of a narrative
that shows a temporal continuity bridging past, present and future, but to see each
chapter as the result of the two oeis ones. This form is between historicism and
simultaneism: no story becomes past, as the following ones are somehow connected to
it. To it, or to its structurevent. These stories are neither out of time, nor totally in
historical timei they are affeted by the Merzean piéstorical, noranthropomorphic
structures:

Fibonaccinumbers,

golden ratio,

hunting,

humiliation.

Seiobd@ s chapters tell the story of art
human creation. Krasznahorkai presents with great delicacy the act of creation, and so
presents he the obstacles of creation also: impatience and selfishness on one hand,
misery and hunliation on another. Misery and humiliatidnas this Fibonacci novel
shows us$ is capable of transgressing the conditions of itself, impatience and selfishness
is not. For instance, the guard of the Louvre, or the architect lecturing on baroque music
to tired, old people would be considered losers, but that loserness is totally irrelevant
from the point of view of their commitment to their event of life. On the other hand,
being an artist represents no guarlant ee
Kienzl are at the point of losing all their motivation for creation. The only thing that
matters is the faithfulness to a certain event. This is my first consequence.

The other first consequence of mine refers to the question of Gambois
a nondiscursive novel, where the connections between the events are not guaranteed by
certain characters with certain identities, but they may appear by téstorical
structures of different works of art in different situations, even such intensely
exiging structures as Seiobo, princess of peace embodied and present on earth for a
while in a Nohtheater.

My third first consegquence cZahathci des
i bn Shahi bod, -quotation that appeara in hes fiesuctiamtethe novel. |
think it shows us perfectly where the constantly enlarging spiral leads us. The spiral,

being a fractal pattern, doesndt grow. I
war by means of the art of arte povera: it has nothing tweittiothe monotonous thirst
for action. Krasznahorkai ds triplet sent
sensations, and as Mari o Mer z96s-histaid oos s
structure of existence is experienced in conteargdife:

AA bird flies home across the sky. I
|t returns from'the hunt, it was hunted. ¢

Transl ated from Hungarian by Er

1L § s KrasznahorkaiSeiobo There Below,
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Al ki bRadesgber Sokrates
oder das Bild des Philosophen in profanen Augen

Vasil e PlIDURE,
Independent Researcher
Freiburg imBreisgau

Keywords: eros, education, beauty, politician, philosopher

Abstract: Al ci bi ades enters Agadonds house spo
appearance is a disruption and the symposium takes a new direction with his presence.
He is not familiar with the monologues given by the other eulogists or by Diotima,
whose spedtpresents the inner core of Eros as a philosophical beirigabatiuded in

many reference$ i s embodi ed by Socrates. I n con
presentation of Socrates portrays an image of the philosopher in the profane world as
reflectedin the eyes of the politician. Thus, the reader suddenly finds themself in a
theatrical scene, surrounded by various mirrors that reflect and depict in different ways

the essence of Eros as a philosopheér. Th
they must think for themsel ves. Di ot i madg
while Alcibiades speech deforms Socrates in a profane interpretation. Real and relevant

events, significant gestures, S accnravet e s 6 |

remarks as well as the passion of the speakers blend together in a pathsigedne
conversation artfully written by Plato. In Alcibiades discourse some things are turned
upside down. In addition to his subversive, disparaging intention, Hiaratu
misinterpretation and his comparison of Socrates with the Sir@msl not least his

limitation as a politician, who is not capable of understandiifglang commitment to
philosophyi are obviousWhen Alcibiades praises Socrates, he criticizes, land

when he intends to criticize him, he praises hiitme comparison with the demigod
Sileni/ Satyr is an acclamati on. Just I i k
studios, he has ainterior and anexternaldimension. Alcibiades praises hislden

heart. The image of tieatyrlike speakewvho mesmerizes his listeners is a compliment

for the orator. However, only to commend the superficial effect of his rhetoric without
comprehending and interpreting the philosophical Logos of its conteatsf it does

not existi is belitting. The description of Soctrates in battle, of his brave deeds,
wonderful characteristics, and his unusual habit of meditating is a sincere fragment from

t he strategistos di scour se.d thehmore it ss s So
interpreted. It lies like a demarcation between the philosophers and profane opinions.

Al ci biades interprets Socratesé di savowa
conceals his true wisdom. Outside of philosophy, this remark is penloaEntirely

incorrect. Whereas a profane person believes in their knowledge, a philospher knows
that they know nothing; from this point on, they begin to think for themself. The
disavowal of knowledge is the zero hour of a commitment to philosophyidstere

the profane belief in knowledge without research ends and independent thoght

pursuit of philosophy begins. Because Alcibiades has not passed through the zero hour
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of philosophy (the disavowal o fdirdoynas wl e d g
feigned. Alcibiades tells of his erotic relationship with Socrates in a niave manner that
exposes his vanity and selfishness. He intended to seduce Socrates, but was rejected
instead. For Socrates, a love affair with Alcibiades expressed inameierms would

be like an exchange of copper for gold, or philosophically like the exchangaerea

image of beautjor true beautyAccording to thescala amoris copper corresponds to

the first leveli the love of physical beautyand gold to the fial leveli the observation

of beauty itself (thus the lowest and highest levels). The former represents common
Pederasty | ove, iuhblevw eftaisbedhty istha duiatassgence af v e
philosophical Eros. There is amistential differenceetween both types of love, similar

to the difference between profane and philosophical Eros. Alcibiades, however, who
does not compreherghilosophical Eros i nt er prets Socratesdé b
complains that he (Socrates) at first appears ageg, lonly to be revealed as the object

of desire who only wants to be admired. His critique based on resentment is high praise
for the philosopher. Certainly it is tru
seduceri except that his seducti is not an invitation to gratify sexual lust or
selfishness, but instead to engage in philosophy and to observe beauty itself in whatever

he contemplates. He seduces others into conversation and guides them to wisdom, which

is his own allurer. The refléon of Socrates in the political eyes of Alcibiades portrays a
deformed image of the philosopher; however, it is also an image that functions to
contrast and even contradict Di oti madbs ¢
illuminating for the red e r . I f Diotimabs speech presen
Al ci biadesdé speech throws its shadow in
that lead one closer to establishiErgs as a philosopher

E-maiL: bujorel@web.de

*

I n d e LO b re d&okrates preist Alkibiadesrderos schlechthin. Seine

Rede spiegelt jedoch ein deformiertes Bilth So kr at e s Gm Kémtrasszu d a s
Diotimas Entwurf steht. Diotimédeuchtet dasinnere Wesen deEros als des
Philosophen w2 hr end di e dhemsklited Bild def\Sokateb spiagele s

und zwar in de profanen Augen eirgePolitikers. In diese Weise erzeugt Platon eine
dramatische Inszenierung um das Wesen des Bassh wi der spr ¢chl i cher
kontrastierend dargestellt ist. Alkibiades hatden Ex@&o kr at es & Wesen r i
aber versteht ihn in einer profanen Weise und stelkanniteinseitig dar.

Vergleicht der Leserdas verzerrteBild des Sokrates nach Alkibiades mit
Diotimasinnerem Entwurf dann wird kIl asWesed ahserdemS/ionkr at e
Diotima skizzierte Eros entspricht w& hrend Al ki bi endtelled Dar
Abbild im Sinne de profanen Wahrnehmunzu sein sheint Das wahre Wesen der
Dinge trennt sich im Denken dialektisch veginerverzerrenden Abbildung. In Bezug
auf di ese Inszenierung h a tselbdl veeiterzuteekseolb di e
Diotimas Entwurfi Eros als Philosopli inS o k r at e s 6odeMachteund werm b t
ja, wie.
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Der Einzug des Alkibiades

Von dem Moment an, i n d@&rdasAduskdedbAgattre s v o
eintrintsti,ch? rsdevro hl der Geist als auch di
Lage wird ¢berraschend, dramati sch, der
At mo s phearalisskerregt das Thema des Eros selbst wird in der Person des

Sokrates so crhahdawigesm®gll t . Dur cthttderi e Ei |

Rauschandie Stellev on  N¢ c ht er n h edionysische ®Rhetbtierffalteg k e i t ,
sich anstelle von apollinischem Logos. Als Politiker briAtitibiadesauch den Geist
der politischen Welt mitMit seiner Ankunft verwandelt sich der Raum in eine Szene, in
der die Teilnehmer nicht nur theoretisch
zugleich selbstals Liebhaber und Geliehte mp hat i sch di e Kome°di e
Die theoretische Dedate und di e eroti sche Kom°®die ko
harmonischmiteinander Al ki bi ades®é Reaktion beim Anb
schauspielerischer Ausruf ungerwandeltden Raum in eing r 2 ¢ Bt h.g@ A
Herakles! Was ist nun das? [Bokrates, liegst du mir auch hier schon wieder auf der
Lauer, wie du mir immer pflegst pl°tzlic
dass du sein wirst? Wieso bist du nun auch da? Und warum liegst du gerade hier? Nicht
etwa beim Aristophanes, od&er sonst hier der lustige ist und auch sein will, sondern
hast es wieder SO ausgesonnen, dass du n
kommsthi ( ecl 3 d

Die direkten, angriffslustigen Bemerkungen und frechen Fragen zeigen die
Spannung sowie das Ne der G erf githSoleates \ebrstricken. Bagegen
ver sucht Sokrates, sich zur¢ckzuhalten, L
es nicht gespieltes TheaterSokdrag ,esal s nidi
Replik ist aber nicht wei ger spektakul 2r und provoka
Reaktion des Sokrates ist, desto starker
Leidenschaft des Al ki biades betont. Di e
Alkibiades und Sokrates bildeein komisched.iebesspiel in dem der eine sich
angriffslustigzeigtd er ander e sich versteckt wund Hil
unter den Teilnehmern des Symposions verschiedene Liebespaare gibt und eine
erotische Energie die Gesellschafu dc hst r © mt . Di ese Szene
literarisches Talent als Dramatiker und zeigt zugleich, wie lebhaft, temperamentvoll und
eifrig die Streitgespnsymposiavarenn der Wel t de

We r i st Al ki bi ades, der cetkanntruads ¢ h e n ¢
anerkannt ins Sympaosion hinzukommt?

Alkibiades war eine markante politische Figur in Athen, der in dem Jahr, in
dem Platonssymposiorspielt (416 v. Chr.), das Amt des Hauptstrategen innehatte. Er

! Platon, Symposionjn S@ mt | i cH{e bWeskeedri ch Schleiermacher
Sokrates gesagt: Agathon, sieh zu, ob du mir beistehn willst! Denn dieses Menschen Liebe hat
mir schon zu gar nicht wenigem VerdruC gerei

verliebt, darfichnungardict mehr irgendeinen Sch®nen ansehn
gleich eifers¢chtig und neidisch, stellt wund
Hand an mich |l egt. Al so sieh zu, daifgeens ni cht

auseinander, oder wenn er Gewalt brauchen will, so hilf mir. Denn seine Tollheit und verliebtes
Wesen ist mir géadhz schrecklichAa (213c
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hatte damals so viel Macht, wie heute etwatatimi mutandis, der amerikanische
Prasident, war sch°n wie ein Filmsthauspi
alles in einer Gestalt.

Sein curriculum vitaesieht aus wie ein Papyrus, auf dem ein Fragment der
Geschichte Athens niedergeschriebenein scheint, und zwar sowohl des Glanzes wie
des Niedergangs der Stadt. Seine einmalige Gestalt und sein Leben, das so reich an

Ereignissen war, war ein Thema f¢r Gesch
und f ¢r Phil osophen Dieseantikeh ddxte sind auctddie X e n o
Quell en f¢gr die moderne Forschungas Heut e

erster europ?i scihielErstiuaendlg. i n der Politik
Alkibiades wurde um 451/450 v. Chr. als Sohn des Generals und Politikers

Kleinias geboren. Weil sein Vater in der Schlacht bei Koroneia (445/46) gefallen war,

wurde er im Hause seines Onkels und Vormunds Perikles von dessen Lehrer erzogen.

Ungef@hr zu der Zeit, als die Vormundsctlt
Sokrats Kontakt auf und wurde einer seiner .
zwi schen ihm und Sokrates dauert ungef @h

des Symposions (also ca. von 431 bis 416).

Seine Sch°nheit und stischerHerkmaftiucdhseine m, S ¢
brillante Intelligenz verschafften i hm gi
cberm¢gtiger und selbsts¢gchtiger macht e, c

Nach dem Nikiad&=r i eden (421) , der durch ein
Athen und Sparta die Peloponnesischen Kriege beenden sollte, begann seine politische
Karriere. Er agitierte gegen diesen faulen Frieden und forderte die Isolierung und sogar
die Vernichtung Spartas.

Im Jahre 420 v.Chr ., i m Al $trategenon dr
gew2hlt. Als er mit seiner demagogi schen
eine raffinierte Strategie seinen Gegner Nikias auf seine Seite und wurde zusammen mit
ihm im Jahre 417/ 16 al s St miachen Blate wolltee d e r g ¢
er die attische Herrschaft icber Siziliel
Mittelmeerraum machen.

Eines Nachts, wenige Tage vor der Abfahrt der Flotte, wurde die Mehrzahl der

Her men, wel che die St rtalCems udak Prfifeernttdn,c
Dieser Frevel gegen die G°tter erschien
jedenfalls von der Bev®°l kerung als solch

Al ki bi adesdé | ber mut und &kintfiebagfahn. Als seises 0 z i i
Flotte bereits auf dem Meer war, wurde ein Schiff geschickt, um Alkibiades zur
Untersuchung nach Athen zur ¢ ¢ckzubringen.
Seine Feinde reichten eine Klage gegen ihn ein, in welcher ihnrafeniérung der

'Von den vielen B¢gchern, die Al ki biades al s h
an wenige TitelWalter M. Ellis, Alcibiades(Routledge, London u. a. 1989) (Classical Lives);

David Gribble,Alcibiades and Athens. A Study in Literary Presentafoxford: Clarendon

Press, 1999); Jean Hatzfefcibiade.£t ude sur Thés stolse TAhadh 5
®dition (Paris: Presses Uni ver siAciiade audes de Fr
danger s dgParis,61a9%)Herlteit bleftner Alkibiades. Saatsmann und Feldherr
(Darmstadt: WBG, 2011).
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EleusisMysterien vorgeworfen wurde. Er wurde in Athen in Abwesenheit zum Tode
verurteilt. I m Sparta verriet er die Exp
politischem Einfluss. Er ermunterte die Spartaner, erneut gegen dietAthenat  k 2 mp f e
und sich mit den Persern zu verbg¢gnden.

Als Athen im Jahre 414 erneut im Krieg mit Sparta war, agierte er auf Seiten
Spartas. Durch seine diplomatischen Beziehungen half er Sparta im Jahre 412, in einer
Seeoffensive gegen Athen die Herrschafb e r lonien zu &erl angert
Widerstand der neuen athenischen Flotte in Samson erweckte jedoch den Verdacht der
Spartaner gegen Alkibiades: Er sah sich gezwungen, erneut die Seite zu wechseln.

Die schnell wechselnkdenm Pmt$itndehenl| a
nach Athen zur ¢s¢ckzukehren. Von all en An
bevoll mdchtigten Ober kommandeur prokl am
Prozessionen nach El eusi s, di e w& hrend

stattgefunden hatten, und wurde als Retter des Vaterlandes gefeiert. Aber danach verlor
Athen einen Kampf nach dem anderen. Nach der ersten Niederlage wurde Alkibiades
abgesetzt. Er erweckte wieder Misstrauen und wurde von den Athenern verbannt. Der
Untergarg Athens und derjenige des Alkibiades verliefen parallel. Im Jahre 404 wird er
in Melissa, einem Ort in Phrygien, ermordet.

Als Platon seinen Dialo@ymposiorverfasste (um 380 v. Chr.), waren das
Leben und das politische Schicksal des Alkibiades bereigavigenheit.

1. Der Vergleich des Sokrates mit einem Silenen

Al ki bi ades portr2ti eritn dukb Knalagiee gu erfbssenc h B |
versuchen Der Vergleich versucht einei Ann?2&h
allerdings, das muss man betonems der Perspektive des Alkibiades, seines
ehemaligen Sch¢lers und entt@uschten Liet
Alkibiadese i ner der gr ° Ct en nibAthen. EnkanhdadbMeveam nd S
Sokrates und seine Einmaligkeitqpos) nicht begreifen und versucht, ihn im Vergleich
mit anderen Gestalten 20 r t r.%eirie detlode ist, von einem bekannten Bild
auszugehen, um die schwer erfassbare Gestalt des Sokrates zu deuten. Aber Sokrates
scheint kei nem MeAusdieseenGrurkdlengléicht@lkibiades ihnms e i n
mi t ei nem hal b ogSiten. Dié Retieales AlMbiades, die vordRiaton in
raffinierter Weise eingesetztird, hat nicht nur den Sinn, Sokrates zu beschreiben,
sondern verr?at i n dem @eibtidreesk t Re d nVéeriss.e Easuc ¢
nuancierten Schreibkunst Platons, in Bildern zu reden und in Analogien zu denken, die
Gedanken reich an literarischen und philosophischen Ausdrucksformen zu entwickeln,
ohne dabei in mechanischen Begriffen zu erstarren

Der Silen ist ein mythisches Wesen, welches zum Gefolge des Gottes Dionysos
ge h\fort seinen vielen Gestalten benutzt Alkibiades nur zwei, die aber jeweils

'!AEin S (atyr)/Silenos ist Mitglied eines D&m
E.7./

Anf. 6. Jh. v. Chr. einen Teil des mythischen Gefolges des Gottes Dionysos bildet; davon hebt
sichene mehr oder weniger ausWieeprdige e? [Eti emzenh f K
geh°ren die S (atyre) und Silenen zu den soge
mei st stupsnasi g, glatzkepfig, morgheng-iguaen | i s ¢ h
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paradigmatische Bedeutung haben. Erstens vergleicht Alkibiades Sokrates mit dem Bild

des Silerausie A Wer kstatten der Bil dhauer, we l
FI °ten vorstell en, in denen man aber, we
von G°tté&rnuedblziwekSagrivViersyasi t( 2dé&m) A Obwoh |l
Bilder zumBegr i f f des Silens geh®°ren, hat j e

sel bstst@andige Bedeutung.

Aleksandra ChaushovaStage 1] 2011,
pencil on paper, 46,4 x 32,6 cm

Der Vergleich mit dem Silenr @ngith dem \

schorei ne anschauliche Kraft. Die Darstellu
sich selbst. Sowohl der Silen als auch S
ungepfl egte aucCerliche Er snetesWeasan.nign und
Wesentlichen basiert der Vergleich auf d

InnenundA u C &ie derSilen,sohat auch Sokrates eiimmereund einé® u C Seite2
Die innereistvon wunder barer Sch©°nheipflegt, ebene 2 u C

wie die einesvildenSi | en s, sp°mRaasbhhuonoddf Taeoh, i mm
Dephysiognomi sgweschehi SEbkereates und dem
Er staunen aus. Sokratesd Gesi chtDetalst, S C
ausdruckvoll, scharf und einmalig. Die Haltung seines Kopfes ist stolz, hellwach und

konzentriert. Sein entschlossenes Kinn i

Vollbart bedeckt, der nach oben seine Wange bis zum Haaransaizkelt Dar ¢ b e r
strahlt eine offene Stirnglatze. Aus der Mitte seines Gesichts tritt die stumpfe, breite
Nase hew o r und dar ¢ber di e hervorstehenden
Augenbrauen wund der Nasenwur zel w2 chst s
krygftund oben unendl i c h sturhpéel Naseund idie aus

haufig mit theri omor pDbiebidicher Darsellmigénkdnmgen keinen s g e s t
Unterschied zwischen Silenen und S (atyren),
DerNeue Paul y: E n z y Bdl 1d gStugdart/@/einthie 2001)AT19; vgk ¥asile
PadureanSpieli Kunsti Sc hei n. Ni et zsche §&lutgartUdollhammgen gl i ¢ h
2008), 146ff.
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