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This article examines the novels of mid-nineteenth-century Hungarian author
Zsigmond Kemény. Falling roughly at the beginning of what is often referred to in
critical literature as the century of psychological realism (1850-1950), Kemény's
novels contain numerous examples of the various narrative techniques developed
by authors throughout Europe as they called on language to serve both mimesis of
action and mimesis of thought. His works can be cited as examples of a European
wide shift in literature away from the narration of events towards the narration of
thoughts and fedlings. This corresponded to the emergence of the conception of the
individual that accompanied the Romantic rejection of the Enlightenment faith in
the universality of humankind. As texts drawn from one of the less familiar literary
traditions of Europe, Kemény's novels constitute illustrations of the international
nature of this trend. Moreover, they represent works that develop the distinctive
potential of the novel as a genre the audience of which (the reader) has access not
only to the actions and deeds, but also the thoughts and impressions of a subjective
CONSCiOUSNesS.
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A. Introduction
"Between 1913 and 1915 was born the modern psychological novel."

This statement, made by Leon Edel in his book The Psychological Novel, con-
stitutes, even according to Edel himself, something of an exaggeration. While the
concept of the psychological novel may have emerged in the decades following
the publication of the three works referred to by Edel as marking the inception of
this genre (Proust's Recher che du termps perdu, Joyce's Portrait of the Artist asa
Young Man, and Dorothy Richardson's Pilgrimage), to claim, as Edel does, that it
was these writerswho, "for thefirst time... were seeking to find words that would
convey elusive and evanescent thought"? is to ignore numerous critical studies
written well before the publication of Edel's book. Despite his dramatic assertion,
Edel does not make this mistake. He takes care to note, for example, the observa-
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tions of such critics as Wyndham Lewis, who found a predecessor to the stream of
consciousness technique in Dickens Pickwick Papers, and Harry Levin, who
compares passages from the diary of Fanny Burney to interior monologues in
Ulysses? Edel himself revises his view. "It was in reality no coincidence that
Marcel Proust, James, and Dorothy Richardson found themselves writing psy-
chological novels at the century's turn,” he explains. "They were children of the
romantic century: rationalism and reason had long before yielded to introspection
and feeling."*

Edel's contention concerning the importance of the works of these three au-
thors in the creation of the psychological novel may seem valid, however, if one
examines not the history of this genre, but rather the history of the criticism that
sought to define it. It was in the decades following the publication of these works
that historians of literature, in their search for a sort of genesis of this seemingly
new fascination with psychology, developed new interpretations of novels by au-
thorslike Flaubert, Austin, or Henry James. Works such as Madame Bovary, which
had previously been characterized as archetypal examples of Realism, came to be
regarded as early manifestations of a shift of interest away from the narration of
events towards the narration of thoughts and impressions.® A flurry of articles
published mostly in the 1950s and 1960s developed new critical concepts to fa
cilitate these readings by supposedly enabling readers to discern passages in third
person fiction that expressed the viewpoint of a particular character. This was
accompanied by attempts to develop analytical procedures that would alow a
reader to detect moments in atext in which the voice of the narrator yielded to the
voice of a character.® Edel's assertion concerning the birth of a unique genre gave
way to a new understanding of the latter half of the nineteenth century and the
first half of the twentieth as a period of transition in the history of the novel from
social to psychological realism, a transition of which the works of Joyce, Proust,
and Dorothy Richardson represented not the inception, but the culmination.

A persuasive argument in favor of this interpretation came in 1978 with the
publication of Dorrit Cohn's book length study Transparent Minds: Narrative
Modes for Presenting Consciousness in Fiction. Adopting a typological approach
to the study of the narration of consciousness, Cohn outlines three distinct tech-
niques that allow for varying degrees of mediation by the narrator in the narration
of the thoughts of a character. Drawing examples from a range of novels written
in the period beginning in the late eighteenth century and ending roughly in the
mid twentieth, Cohn offers paradigmatic illustrations of these techniques. She
contends, and her examples suggest, that over the course of this period novelsin
which an authorial narrator recounts the thoughts and impressions of characters
gave way to novels in which characters themselves give voice to their thoughts.
This shift in narrative techniques, she argues, corresponds to agrowing interestin
persona and subjective experience.
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A reader searching for examples from one of the less familiar literary tradi-
tions of Europe with which to support this interpretation would find a useful re-
source in the novels of Zsigmond Kemény. These novels, characterized by nu-
merous critics as the first psychological novelsin Hungarian, contain examples of
each of the three techniques identified by Colin. Falling at the beginning of the
period Cohn describes as the "century of psychological realism, - roughly 1850
to 1950," they seem to corroborate her thesis concerning the evolution of the
psychological novel. They can be said to occupy an early moment in the devel op-
ment of new approaches to the narration of consciousness, after the novel had
begun to include the voices of characters giving expression to their thoughts, yet
before narrators deferred to these voices entirely.

Kemény's novels serve as more, however, than examples that might be cited to
affirm Colin's interpretation of the history of the novel. As works in which a
variety of approaches to the narration of consciousness are adopted, they repre-
sent illustrations of the distinctive potential of the novel asagenre. Like the drama
the novel can create afictiona world in which fictiona characters act. Unlike the
drama, however, the novel is not restricted to the presentation of surface alone
(action, spoken word, or event). It can explore from a variety of perspectives the
consciousnesses of its characters, narrating both those levels of thought of which
a character may be aware and those of which he/she is unaware. In the words of
Kéte Hamburger, the novel "is the sole epistemological instance where the |-
orinigarity (or subjectivity) of athird-person qua third-person can be portrayed."”
Kemény's novels epitomize this aspect of the genre.

B. Context

The student of Hungarian literature cannot help but notice, when he/she con-
fronts the secondary literature on Zsigmond Kemény, the variety of labels that
have been ascribed to his novels. They have been referred to dternately as 'his-
torical novels,' 'social novels,' 'psychological novels,' 'saloon novels,' and 'novels
of purpose.' Often critics draw comparisons between Kemény's novels and works
by authors such as Heinrich von Kleist, Walter Scott, Victor Hugo, Balzac,
Dostoevsky, and others, but these function merely as substitutes for the generic
labels, with 'Walter Scott' acting as a stand in for ‘historical novel' or 'Balzac'
for 'social novel.® The diversity of these comparisons seems puzzling in light of
the fact that Kemény, unlike his two prolific contemporaries, Miklés Josika and
Mor Jokai, wrote very few novels, four that would fdl under the category of
historical novel (P4l Gyulai- 1847, Widow and Daughter - 1855-57, The Fanat-
ics - 1858-59, Forbidding Times - 1862), two that could be considered social
novels (Husbandand Wife- 1852, Phantom Visions on the Soul's Horizon -1853),
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and a few shorter novellas (including Maelstroms of the Heart- 1851, Love and
Vanity- 1853, Alhikmet, and the Aged Dwarf - 1853). The use of such a variety of
labels to refer to this small handful of narratives can give one the impression,
looking into the critical literature on Kemény, of reading the proverbial descrip-
tion of an elephant written by a group of blind men.

Of these labels, however, there is one that recurs with notable consistency.
Without exception every critic to have written on Kemény before the year 2000
has at some point referred to the emphasis given in his novels to the narration of
the thoughts and emotions of characters. In fact, even in his own lifetime Kemény
had the reputation of a writer whose works showed an unprecedented (in Hungar-
ian literature) interest in psychology. In an article written in 1854 fellow novelist
and poet P4l Gyulai (not to be confused with the title character of Kemény's novel
Pdl Gyulai) comments that Kemény's "faithful depiction of passions (...) places
emphasis on psychological developments." Agost Greguss, author of the first
systematic treatment in Hungarian of Schlegel's concept of romantic irony {4
szépészet alapvonalai [An Outline of Aesthetics], 1849), claims in an article from
1856 that, "each of Kemény's works is a psychological study in the strictest sense
of the term.""” After Kemény's death these interpretations of his oeuvre were
canonized in histories of Hungarian literature. Ferencz Szinyei, author of a monu-
mental history of prose fiction in Hungarian, calls Kemény "the creator (...) in
our literature of the modern psychological novella and novel."" Déniel Veress,
writing almost a century later, concurs, citing Kemény's Love and Vanity as "the
first psychological novel, in the whole sense of the term, in Hungarian litera-
ture.""” Mihdly Szegedy-Maszdk, a contemporary critic thoroughly familiar with
international trends in European literary history, writes that, "Kemény initiated a
development in Realism which lead to the formation of the psychological novel.""
He goes on to add that with the exception of Stendhal no European author before
Flaubert, James, and Dostoevsky was as preoccupied with psychology as Kemény."
Numerous similar citations could be added. One final example is sufficient to
demonstrate that Kemény's reputation as the author of the first profound psycho-
logical novels in Hungarian has endured. Dezsé Kozma, writing in the last year of
the twentieth century, asserts, "among our writers few knew as much about the
most subtle tremors of man's inner life as he.""

This broad consensus offers a critical angle from which one can impose some
unity on the oeuvre of an author whose works otherwise display striking dissimi-
larities. Novels set in sixteenth- and seventeenth-century Transylvania can be set
alongside novels set in mid-twentieth-century Hungary as examples of narratives
that deploy numerous strategies in order to give expression to the thoughts of
characters. Drawing comparisons with other works of European literature, one
can see Kemény's novels as part of a process, begirming with Richardson's Pamela
or Goethe's Werther and culminating in the stream of consciousness experiments
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of Dujardin or Joyce, in which narrative fiction came to focus less on the narra-
tion of events and more on the narration of thoughts and emotions. His novels can
be analyzed as the manifestation in a less widely known literary tradition of a
broadly European shift in conceptions of the proper subject matter of narrative
fiction.

Much of the critical literature on Kemény operates on the premise that inter-
pretations of his novels must be based on observations concerning his life. No-
where is this better epitomized than in the contention of Ferencz Szemlér that,

it is impossible to separate the literary work and the man from one
another. From the creator emerges the work, but in the work the crea
tor himsalf can be discerned in his entirety. The historian of literature
strives to find explanations for thework on the basis of biography!.]*®

The pervasiveness of this assumption is made clear by the fact that very few
criticswriting on Kemény fail to include biographical sketchesin their books and
articles, though Ferencz Papp's two volume biography of Kemény, based partly
on documents that have, in the turbulent decades following its publicationin 1922,
been lost or destroyed, remains the most thorough account of the author's life.
However, since there is no comparable material available on Kemény in English,
it is necessary, as a preface to a discussion of the philosophical context of his
novels, to give a brief summary of his life.

Zsigmond Kemény was born in 1814 in the small town of Alvinc, Transylvania
(today Vintu de Jos in Romania), at the time a territory of the Habsburg Empire.
By the time of histwentieth birthday he had already begun to take an active part in
the political life of Transylvania, participating in the local assembly as an advo-
cate of the liberal opposition. In 1835, following the forceful dissolution of the
assembly, Kemény composed a brief study entitled "Historical Fragment"
(Historiai téredék) of a period in Hungary's history beginning with the reign of
King Méatyas in 1458 and concluding with the assassination of the Cardinal
Martinuzzi of Transylvania in 1551. This period saw what many consider the
worst disaster of Hungarian history, the defeat of the Hungarian army at the hands
of the Ottoman Turks in 1526. This defeat led to the occupation of most of Hun-
gary by Ottoman forces for the following 150 years. The mountainous region of
Transylvania, which had been the eastern part of the Hungarian kingdom, became
aprincedom that maintained its precarious independence by paying tributes to the
Sultan. "Historical Fragment" is important as the first of many essays Kemény
wrote on Hungary's history. It is an early indication of the interest he took in the
turbulent past of his native land, an interest that was later reflected in his decision
to write several novels set in the conspiracy ridden courts of sixteenth and seven-
teenth century Transylvania.
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Towards the end of the 1830s Kemény spent two years in Vienna studying
medicine. Here he was exposed to the writings of German authors such as Goethe,
Schiller, and Friedrich Schlegel. As the liberal reform movement in Hungary gained
strength Kemény returned to Transylvania to take an active role in politics as a
member of the liberal opposition. The 1840s were a time of tumultuous transi-
tions in Hungary, as charismatic statesmen like Lajos Kossuth and fervently populist
poets such as Sandor Petdfi fueled the growing desire among the Hungarian popu-
lation of the Habsburg Empire for independence. Kemény took a skeptical atti-
tude towards this movement. As a native of Transylvania, one ofthe more ethni-
cally diverse regions of Hungary, he recognized that Hungary did not form a lin-
guistically homogenous whole. Kemény feared that the diversity of its population
would imperil the country if it were to attempt secession. When revolution did
break out in 1848 Kemény welcomed the measures adopted by the new govern-
ment, including the abolition of serfdom and emancipation of the Jewish popula-
tion of Hungary, while at the same time remaining apprehensive about the out-
come of the struggle for independence. His fears were realized when, in 1849,
with the help of the Russian army, Austria defeated Hungary's forces and a new
era of authoritarian repression began.

In the years following the defeat of the revolution Kemény wrote two essays
("After the Revolution" - Forradalom utdn - and "One More Word After the
Revolution" - Még egy szo a forradalom utdn) condemning the leaders (most
particularly Kossuth) who had led Hungary into what Kemény had correctly pre-
dicted would be a hopeless, bloody struggle. Fearing that the upheavals of the era
would sever his generation from its traditions. Kemény contributed to the preser-
vation of Hungarian national identity by supporting cultural organizations such as
the Ujabbkori Ismeretek Tdra. In 1853 he himself published the text of the Griev-
ous Hungarian Chronicle (Siralmas magyar kronika), a manuscript of seventeenth
century Transylvanian scribe Janos Szalardi, from which Kemény took the story
of his novel Widow and Daughter (Ozvegy és lednya). In 1855 he became the
chief editor of Hungary's most important political periodical, the Pest Diary (Pesti
Naplg), for which he authored several articles criticizing Vienna for its expan-
sionist foreign policy. By 1860 he had begun to play an active role as a spokes-
man, through his articles in the Pest Diary, for the political party led by Ferenc
Dedk, who sought to win more autonomy for Hungary within the Habsburg Em-
pire through compromise. These efforts came to fruition in 1866-67, when the
imperial government in Vienna, threatened by the ever-stronger German state
under Bismarck, negotiated the so-called Compromise of 1867, recognizing Hun-
gary as a kingdom within the Empire, autonomous in all aspects of public life
except for foreign policy, military, and banking. By this time, however, Kemény's
health had declined. He no longer ran as a representative of the political party in
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which he had played a formative role. By 1870 he had ceased to write for the Pest
Diary. In 1873 he returned to Transylvania, where he died in 1875.

Kemény's literary career spanned what could be characterized as the two most
tumultuous decades of Hungary's history in the nineteenth century. Casting off its
feudal institutions, Hungary began, through the liberal reforms initiated in the
1840s and realized, partly, in the Compromise of 1867, its development into a
modern democratic state. In the rapidity of these changes Kemény perceived a
danger. He feared that as a result of the many upheavals of its history, from the
Ottoman occupation to the liberation of the country in the late seventeenth cen-
tury by the Habsburg armies to the failed struggle for independence in the mid-
nineteenth, Hungary would lose touch with the culture of its past. In the two nov-
els that have usually been characterized as social novels {Husband and Wife and
Phantoms Visions on the Soul's Horizon) Kemény offered a critique of the era's
faith in progress by depicting what he perceived as the inevitable failure of rapid
change imposed on a culture from without. In his four historical novels, based in
part on Transylvanian manuscripts, Kemény hoped to reestablish some continuity
between the literary culture of his generation and the literature of Hungary's past.

Yet to characterize these works as historical or social novels is perhaps to over-
look their importance as examinations of the complexity of the human psyche. In
a letter to Jésika, Kemény himself described his novel Pdl Gyidai as "less the
sketch of an era as the sketch of a psyche." The story of Gyulai's fate, Kemény
commented, was uninteresting. The faithful historian "could hardly create some-
thing interesting [out if it]."* In his essay "Life and Literature" Kemény contends
that the author of fiction must not content himself with faithful depictions of
historical characters. "We all know the motives of our actions rarely come to
light," Kemény comments.

Furthermore the stated reasons are more often ostensible, or are clev-
erly reasoned out of conjectures after the fact.

It is certain that, concerning human virtue and sins, there are a few
rubrics, and it is into these categories that public opinion groups our
actions about which people speak on the streets, in the salons, and in
coteries.

But in nine out often cases a secret instinct whispers to us that the
world is in error, because our actions, praised or condemned, grew
out of different sources. Sometimes for example out of a fact that we
were careful not to disclose, an exasperation that is a secret, or a

@ Gyulai Pal kevésbé kor- mint 1élekrajz. (Szddeczky Béla. "Magyar irdk levelei b. Jésika
Mikldéshoz. 1. B. K. Zs. levelei." 1tK 1909. 439747, 443.)
b BelSle a torténészethez hiin, alig lehet valami érdekest gyartani. (Ibid., 444.)
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disposition of the blood or the spirit which is inexplicable even be-
fore us.

We are faced with the same riddles, Kemény comments, when dealing with the
figures of history. Our knowledge of the motives behind their acts rests equally on
"ostensibilities.” The historian is compelled to admit only those explanations that
can be documented or demonstrated. The author of fiction, Kemény comments,
cannot content himself with these explanations. An author seeking to recreate the
characters of history must recognize that, "as soon as [these characters] act sim-
ply according to historical motivations, they will be regarded as lacking motive
altogether.™"

Kemény's comments are echoed in the writings of twentieth century novelist
E.M. Forster. In his Aspects of the Novel Forster remarks that a novelist writing
about Queen Victoria cannot limit his tale to the retelling of actions and events.
He must "reveal the hidden life at its source (...) tell us more about Queen Victo-
ria than could be known, and thus (...) produce a character who is not the Queen
Victoria of history.""” What Forster and Kemény touch on in these remarks is the
fundamental difference between dramatization and narration to which Thomas
Mann referred when he dismissively characterized drama as an art of silhouette:

The novel is more exact, more complete, more knowing, more con-
scientious, and deeper than the drama in all things that concern cog-
nition of men as body and character, and, in contradiction to the view
that the Drama is the truly three dimensional form of literature, I
admit that I perceive [drama] more as an art of silhouette and only
narrated man as round, whole, true, and three dimensional. One is a
viewer at a theater performance; one is much more than this in a
narrated world."

Ifthe novel, unlike the drama, is limited to mere words on a page, it is at the
same time less constrained by the illusion of mimesis. There is no restriction, for
example, on time, and the novel can depict the events of centuries in a matter of

Mindnyéjan tudhatjuk, hogy tetteink rugdi ritkdn kertiilnek nyilvdnossag elé. S6t az elmondott
okok tobbnyire ostensibilisek, vagy a viszonyok taldlgatdsdbol utélagosan vannak kiokoskodva.
Bizonyos, hogy az emberi erényre és blinokre nézve néhany nagy rubrika létezik, s azok ala
sorolja a kozvélemény oly tetteinket, melyekr§l az utcan, a szalonokban, és a Koteridknal
beszéd foly.

De tiz esetbdl kilencben egy titkos O0szton sugni fogja nekiink, hogy a vildg tévedésben van,
mert vadlott vagy dicsért tetteink mas forrasokbdl eredtek. Néha p.o. egy ténybdl, melyet
gondosan eltakartunk, egy ingertiltségbdl, mely titok, vagy a vér és szellem oly diszpozicidjabol,
mely el6ttiink is kimagyarazhatlan. (Elet és irodalom. 166.)

[M]ihelyt csak a torténelmi motivumok szerint cselekednek, minden ember motivalatlan
jellemnek fogna [Sket] tartani. (Ibid., 167.)
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seconds or devote hundreds of pages to the events of an hour. More importantly
for this discussion, the novel is not limited to appearances, and can explore in
depth the subtle, mysterious, sometimes contradictory relationship between spo-
ken language and unspoken thought.

In his writings on form and function in literature Kemény draws precisely this
contrast between the novel and the drama. "Ifthe novelist has the right," he con-
tends, "to offer little story and can make do without (...) the interest aroused by
plot complication - which the author of drama cannot do - then we can at least
ask of him that in place of plot we see true life, which can draw us in with its calm
progression, in place of deliberate complexity always changing and developing
feelings, impulses, passions|.]" This statement represents a striking antithesis to
a European doctrine of literary aesthetics inherited from Aristotle's Poetics. For
Aristotle "plot is the first principle and, as it were, soul of tragedy."” Of the
components of a drama (spectacle, character, plot, diction, lyric poetry, and
thought), "the most important (...) is the structure of events."* This view, though
it underwent a number of revisions and substitutions over the centuries, neverthe-
less continued to exert a powerful force on attitudes towards literature up until the
beginning of the nineteenth century. As late as 1858 it surfaced in an essay by
Hungarian novelist Miklés Josika, who maintained that, "the interesting story [is]
one of the crucial components of the novel."”'

Yet Kemény's comment, however radical a departure from Aristotle's dictum,
hardly constituted an idea novel at the time he wrote his essay. It was rather an
echo of views that had already found expression in works by authors from all over
Europe. Decades before Kemény was born Rousseau had claimed, as the chief
virtue of his novel La Nouvelle Héloi'se, "the simplicity of the subject and the
continuous chain of interest, which (...) is sustained over six volumes, without
episodes, without fantastic adventures|.]"* "It is easy to rouse the reader's atten-
tion," Rousseau contended, "by ceaselessly presenting him with extraordinary
events (...) But to keep it always focused on the same objects, without the aid of
marvelous adventures, that truly is more difficult|[.]"* Friedrich von Blanckenburg,
one of the first to attempt a systematic theory of the novel, expressed similar
disdain for narrative that relies on intrigue. Distinguishing between the writer
(Dichter) and "the mere story-teller" (blof3 Erzidhler), Blanckenburg insisted that
the true writer must acquaint his readers with "the inner existence [das ganze
innere Sein| ofthe character in its entirety."* Wordsworth, in his "Preface to the

[H]a a regényirénak joga van egy hosszas munkaban igen kevés mesét adni és a bonyolitds
altali érdeket (...) mell6zheti mit a dramairé nem tehet -, akkor viszont legalabb annyit
kivanhatunk téle, hogy a mese helyett valodi életet, mely csendes menetével is tud vonzani, a
bonyolitds helyett pedig mindig mozgé és fejl6ds érzéseket, indulatokat, szenvedélyeket (...)
lathassunk. (Elet és irodalom. 154.)
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Lyrical Ballads," wrote that in his poetry "the feeling (...) gives importance to the
action and situation, and not the action and situation to the feeling."® In 1833, in
an essay entitled "What is Poetry,” John Stuart Mill stated his view that it matters
little that "the incidents of a dramatic poem (...) be scanty and ineffective," as
long as "the delineation of passion and character (...) be of the highest order."?
Whereas according to Aristotle, "without action there could be no tragedy, but
without character there could be,"#’ for these authors this contention was clearly
not valid.

A reader searching for some explanation for this apparent shift of interest away
from plot towards character might be tempted to interpret this change as a corol-
lary to what has been described as a fundamental opposition between Enlighten-
ment and Romantic thought. Critical literature has tended to characterize the En-
lightenment as a period dominated by an assumption of the uniformity of human-
kind. Romanticism, on the other hand, has been considered a movement that re-
garded differences between cultures and individuals as significant. These conclu-
sions, presented in elaborate detail by such authors as Arthur Lovejoy (not one to
ascribe carelessly to period concepts) and M. H. Abrams, rest on copious excerpts
from the writings of authors defined as representative of the two movements.”®
Rather than reproduce these arguments, it is sufficient to refer to two citations that
illustrate this contrast. The first, from David Hume's Inquiry Concerning Human
Understanding written in 1748, expresses the belief referred to by Lovejoy as the
"Uniformitarianism" of the Enlightenment. The second, from Johann Gottfried
Herder's Vom Erkennen und Empfinden der menschlichen Seele writtenin 1778,
articulates a contrary view claimed to be typical of Romanticism.

Itis universally acknowledged that there is a great uniformity among
the acts of men, in all nations and all ages, and that human nature
remains the same in its principles and operations. The same motives
always produce the same actions; the same events follow from the
same causes. (...) Mankind are [sic] so much the same, in all times
and places, that history informs us of nothing new or strange in this
particular. Its chief use is to discover the constant and universal prin-
ciples of human nature, by showing men in al varieties of circum-
stances and situations, and furnishing us with materials from which
we may fonn our observations, and become acquainted with the regu-
lar springs of human action and behavior.®

The deepest ground of our being is individual, in feelings as well as
thoughts (...) All the species of animals are perhaps not so distinct
from one another as man is from men.*

Such a shift in conceptions of humankind provides a context in which the inter-
est in character expressed by Kemény and others seems a natural part of a larger
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philosophical trend. Aristotle's definition of drama as mimesis of action, it could
be argued, harmonized well with a view of human nature as uniform. Ifthe pas-
sions underlying a particular deed are common to all then the writer merely has to
depict the deed in order to imply the passion. Kemény himself offered this char-
acterization of the poetry of the seventeenth and eighteenth centuries. In an essay
entitled "Classicism and Romanticism" he contended that Renaissance poetry
"painted not the man, with his impulses and passions, but rather the impulses and
passions themselves, unbound from circumstance and mediating elements|.]" For
a movement that rejects the principle of uniformity, if Romanticism can be re-
ferred to as such, the writer cannot rely on characterizations that derive exclu-
sively from descriptions of actions and events. Blankenburg touches on this, con-
tending that, "When we, in the real world, cannot understand and observe in each
instance the causes that depict an occurrence this way rather than that, this is
because the sum of the causes is too large and various, the whole too entangled in
itself- more so than we would like.""' Poets and authors of narrative fiction must
find other techniques, apart from the description of actions, through which to
create unique characters by exploring a range of possible interpretations ofa spe-
cific deed or occurrence.

This notion of humankind as "individual, in feelings as well as thoughts" can
be seen as the impetus behind numerous changes of form in narrative fiction
throughout the nineteenth century and well into the twentieth as authors sought
new means of expressing the emotions and perceptions of characters. As several
works on Romanticism demonstrate, following Young's Night Thoughts and Gray's
Elegy Written in a Country Churchyard, first published in 1742 and 1751 respec-
tively, the use ofthe first person in verse accompanied the ascent of the lyric as a
form propitious to the exploration of personal experience over the epic as a form
more suited to the retelling of events. The latter half of the eighteenth century
could be said to have witnessed an analogous development in prose fiction.
Rousseau's La Nouvelle Hélo'ise (1761) and Goethe's Werther (1774) exemplify
a shift away from a retelling of events, typified by such novels as Fielding's Tom
Jones (1749), towards an examination of the thoughts of characters freed from the
mediation of a narrator. In Hungarian literature Jézsef Kdrman's Fanni 's Legacy
(Fanni hagyomdnyai- 1794), also an epistolary novel, evidenced a similar desire
for a narrative form that focused on character over plot. This tendency continued
in the nineteenth century in narratives that, though written in the third person,
nevertheless devoted as much attention to a character's reflections as they did to
plot. Stendhal's Le Rouge et le noir (1830) or Flaubert's Madame Bovary{\%56)

A renaissance koltészete (...) nem az embert feste indulataival és szenvedélyeivel, hanem
magokat az idulatokat és szenvedélyeket, feloldva az esetlegestSl és a kozvetitd elemektol]. ]
("Classicismus és romantikus." In: Koszoru. 1964, Jan. 10. 25--26.)
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could be mentioned as examples of novels that use such techniques as interior
monologue or free indirect speech to narrate the thoughts of a character.
Dostoevsky's Crime and Punishment (1866) could be cited as awork that focuses
on the ambiguous relationship between act and motive. So-called stream-of-con-
sciousness fiction can be seen as a logical conclusion of a trend towards the re-
moval of the mediating presence of the narrator.

In this light Kemény's works, published between 1847 and 1862, seem to fall
roughly in the middle of a shift that began in the last decades of the eighteenth
century and ended, if indeed it ended at all, with the Structuralists' challenge to
the notion of the individual. Robert Humphrey, in his book Stream ofConciousness
in the Modern Novel, argues for such a historical turn from novels of action to
novels of thought. "There is a difference," he contends,

and it is atremendous difference, between Zolaand Dreiser, say, two
novelists who atempted a kind of laboratory method in fiction, and
the stream of consciousness writers. It is indicated chiefly in the dif-
ference in subject matter - which is, for the earlier novelists, motive
and action (external man) and for the latter ones, psychic existence
and functioning (interna man). The difference is dso reveded in the
psychologica and philosophical thinking in back of this. Psycho-
logicaly it is the distinction between behavioristic concepts and psy-
choanalytical ones; philosophicaly, it is that between a broad mate-
ridism and a generalized existentialism. Combined it is the differ-
ence between being concerned about what one does and being con-
cerned about what one is.*

Although the distinction that Humphrey draws between the fiction of Dreiser
and Joyce s certainly plausible, his contention could be said to be equally true of
Balzac and Flaubert or, for that matter, Jésika and Kemény. The shift heidentifies
from behavioristic concepts to psychoanalytic ones could be said to have appeared
in literature long before William James coined the term stream-of-consciousness
in 1890.% Kemény works could be cited as texts that support Dorrit Conn's con-
clusion that "the 'inward turning' of the stream-of-consciousness novel is not
nearly so singular a phenomenon, nor so radical a break with tradition as has been
assumed][.]"**

C. Narrative Modes for Presenting Consciousness: Dorrit Colin

Should she go up to the curtain? After al, she had aright to see the
body to which she had given life... and death. She was the mother
and the murderer, she had baptized and cursed, nursed and devoured
her child... the femae Saturnus. Oh Saral Had the window glazed
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over or was it Tamdczy's eye that she barely saw in. But now from
inside came the sound ofweeping... the voice of a woman sobbing.
Judit grieved instead of the mother, she tore her shawl, wiped her
tears with her disheveled hair. Away, away from here!*®

This passage, from Kemény's novel Widow and Daughter, describes the
thoughts of widow Tamdczy as she stands outside the room in which the body of
her daughter lies draped in a shroud. Mrs. Tamdczy is slowly coming to under-
stand that she herself is to blame for her daughter's suicide. Not only did she force
her daughter to marry against her will, she plotted to bring about the execution of
the man Sara loved. Her obsessive loathing of Mihaly Mikes and his family left
her blind to the fact that her daughter had fallen in love with Mihaly's son Janos.
Not realizing that Sdra had willingly fled her mother's home with Janos, widow
Tamoczy had insisted that Janos be apprehended for kidnapping. Under the (mis-
taken) impression that Jdnos had been sentenced to death, she had told her daugh-
ter with glee of the impending execution. Sara, upon hearing this, had taken leave
of her mother and gone to her room, where she had stabbed herselfin the heart.

Widow and Daughter, originally published in three volumes in 1855-56, is, as
previously noted, a historical novel based on an account found in the Grievous
Hungarian Chronicles (Siralmas Magyar Kronika) of seventeenth century scribe
Janos Szalardi. At the time Kemény composed his novel several other authors
were writing similar narratives based on this tale, among them Albert Palffy (The
House in Szeben -A szebeni hdz, 1853) and Sandor Halmdagyi (Battle of Hearts -
Szivek harca, 1855). Unlike the works of these authors, which tend to focus on
retelling the events of the story, Kemény's novel gives great importance to the
narration of the emotional struggles of the characters. Mihaly Szegedy-Maszak
characterizes it as "a psychological tragedy... superimposed on a story borrowed
from a seventeenth-century historian."”

Andras Martinké refers to Kemény as "one of the great masters of the complex
use of perspective in Hungarian literature." The description of widow Taméczy' s
troubled deliberations certainly seems an example of this. It could be said to shift
several times between the viewpoint of the third person narrator and that of
Tamoczy. The fact that the passage begins with a question rather than an assertion
suggests that it constitutes an echo of the thoughts mnning through Mrs. Tamdczy's
mind rather than merely descriptive statements given from a third person per-

¢ Félmenjen-e a térit6hoz? Hisz neki joga van latni a tetemet, melynek életet adott... és hallt. ¢}
az anya ¢és a magzatgyilkos, & kereszteltet§ és dtkozta meg, szoptatta és falta fol gyermekét...
a nd Satumus. O Séra! Az ablak homalyosult-e el, vagy Tarndczyné szeme, hogy alig lat
oddig? De a terembdl most lehallott a zokogas... egy sird asszony hangja. Judit kesereg az
anya helyett, & tépi kontosét, szaritia leoml6 hajéval konnyeit. El, el innen! {Ozvegy és lednya.
423.)
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spective. The exclamation "Oh Séral" could be construed as a direct quote of
Mrs. Tarndczy's unspoken thoughts. The explicit reference to Tarnéczy in the
fifth sentence, however, implies the perspective of the narrator, while the excla-
mation with which the passage concludes suggests a return to the thoughts of the
widow.

How might areader approaching a passage such as this one address these am-
biguities? If, as Edel contends, point of view "must be at the center"®’ of any study :
of the psychologica novel, this question is crucia to developing interpretations
of Kemény's works as early examples of this genre. What critical procedures
might a reader adopt in order to make distinctions between a statement that ex-
presses the view of a narrator and a statement that expresses the view of a charac-
ter? To what extent can these statements be said to depict the mental state of a
character? Can a reader distinguish discrete techniques that alow for shifts in
perspective? Does there seem to be any pattern in the use of these techniques over
time?

It is to these questions that Dorit Cohn's Transparent Minds offers possible
answers. In her discussion of narrative modes for the presentation of conscious-
ness Cohn identifies three techniques each of which imply a radically different
relationship between the narrator and a statement depicting the inner life of a
character. In order to distinguish these concepts from similar ideas discussed in
the works of her contemporaries Cohn coins three terms. psycho-narration, quoted
monologue, and narrated monologue. Psycho-narration refers to commentary by
a narrator on the thoughts or the emotional state of a character. Quoted mono-
logue refers to passages that can be read as if they were direct quotations of a
character's thoughts as those thoughts are articulated by the character. Narrated
monol ogue refers to a passage that present the character's thoughtsin the guise of
third person narration. These techniques can be distinguished from each other,
Cohn argues, based primarily on grammatical but also on stylistic criteria. Psy-
cho-narration is third-person narration reported in past tense. Quoted monologue
is rendered in first-person present tense. Narrated monologue, though it preserves
the third-person pronoun and the past tense, is cast in the idiom of a particular
character, which is distinct from the idiom of the narrator. Examples of these
categories may prove more helpful than explanations of the linguistic grounds on
which they are based. | use the same sentence to introduce each of the following
three examples:

Psycho-narration: Thelittle boy looked up and saw someone com-
ing. He redlized that it was his mother. She seemed tired to him.

Quoted monologue: The little boy looked up and saw someone
coining. "It's mommy!" he thought. " She looks kinda deepy."

Narrated monologue: The little boy looked up and saw someone
coming. It was mommy. She looked kinda Slegpy.®
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These examples make clear the basic features of the three techniques defined
by Cohn. While areader, it would seem, can generally recognize psycho-narra-
tion and quoted monologue by the grammatical form in which they are cast or, for
that matter, by the inquit fonnulae (*he thought") with which a character's thoughts
are often introduced, this can be more complex with narrated monologue. In this
example the colloguia speech indicative of a child's vocabulary (‘'mommy"' and
'kinda sleepy"’) suggests that these sentences represent the thoughts of the child as
he would have put them into words.

Cohn was not, as she acknowledges, the first critic to coin terms for these
concepts. Her terms, however, have a degree of exactitude that others lack. Derek
Bickerton, for example, used the term ‘'omniscient description' to refer to a narra-
tor's commentary on the mental state of a character.® This is imprecise, Cohn
points out, since omniscient description could refer, for example, to the narrator's
description of events of which a character is unaware. Psycho-narration, she ex-
plains, has the advantage of referring both to the subject matter described (psy-
chological processes) and the activity it denotes (narration). Quoted monologue
could be seen as a synonym either for interior monologue or soliloquy. Cohn
argues that these two terms refer to the same phenomenon. The quotation of a
character's thoughts, she argues, is always distinguished from the narrative around
it by "the reference to the thinking sdlf in the first person and to the narrated
moment (which is aso the moment of locution) in the present tense."*° Narrated
monologue resembles free indirect discourse with the important difference, Cohn
insists, that it refers only to the narration of a character's thoughts, not his speech.

Although Cohn's study is, in principle, a discussion of these three forms and
the potential of each as a tool for the mimesis of consciousness, it nevertheless
traces the outlines of a historical process. "I have not altogether disregarded the
historical dimension," Cohn writes in the preface.

The direction in which | sweep across the principle techniques gen-
eraly corresponds to evolutionary changes of fictiona form: from
vocd to hushed authoria voices, from dissonant to consonant rela-
tions between narrators and protagonists, from maximal to minimal
removes between the language of the text and the language of con-
sciousness (...) [t]he fact that | begin with narrators who exclude
inside views and end with interior monologue texts that exclude nar-
rators also suggests that my typologica lines are not entirely disen-
gaged from the historical axis.**

In formal terms (those provided by Cohn), the changes to which she refers can
be summarized as a move away from narratives in which psycho-narration is the
dominant technique towards narratives in which quoted monologue prevails.
Whereas psycho-narration tends to create the illusion of an author speaking to the
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reader about the thoughts and feelings of characters, quoted monologue alows
for the silencing of this authoria voice as characters give voice to their thoughts
themselves. Cohn argues that over the course of the nineteenth century, as authors
such as Flaubert and Henry James advocated the removal of conspicuous narra-
tors from fiction, quoted monologue came to play an ever more prominent role in
narrative, culminating in the aimost complete disappearance of psycho-narration
in some of the stream of consciousness novels of the early twentieth century.

Cohn's concepts furnish the reader with tools with which to evaluate the mer-
its of the now cliche (in Hungarian literary history) characterization of Kemény's
works as psychological novels. Analyses of these texts reveal that the author availed
himself of each of the three modes for presenting consciousness defined by Cohn.
Moreover, one finds in Kemény novels examples of the many forms these differ-
ent modes may take. This suggests a new perspective from which to consider
Kemény's place in European literary history. His works offer illustrations of the
narrative techniques developed by writers throughout the nineteenth century and
into the twentieth as they called on language to serve not only mimesis of action,
but mimesis of consciousness.

D. Psycho-narration

Returning to Edel's assertion concerning the origins of the psychological novel,
one finds in his work another suggestion regarding the progenitor of this genre.
Having conceded that his original claim is an oversimplification, Edel contends
that, “the psychological novel [was] accidentally founded by Samuel Richardson."*
If one traces the psychological novel back to the epistolary novels of the late
eighteenth century (notable examples include Richardson's Pamela (1740) in
English, Rousseau's La Nouvelle Héloise (1761) in French, Goethe's Sorrows of
Young Werther (1774) in German, Jozsef Karman's Fanny's Legacy (1794) in
Hungarian), then the technique described by Cohn as psycho-narration was long
in coming. Up until well into the nineteenth century many authors of narrative
fiction seemed hesitant to suggest that they had unlimited access to the thoughts
of their characters. The injunction of Friedrich von Blankenburg notwithstanding
("the writer [Dichter] (...) cannot hold to the pretense that he does not know the
inner world of his characters'™), characterization in third person fiction tended to
rely on the narrator's mention of telling gestures such as "she blushed" or "he
sobbed." As Cohn points out, the narrator of Henry Fielding's Tom Jones (1749),
though he does enter into the mind of the title character, is more reluctant when
dealing with Sofia, describing her reactions but denying any knowledge of her
thoughts:
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A gentle Sgh gole fram Sdfiaat these words, which perhaps contrib-
uted to form a dream of no very pleasant kind; but as she never re-
veded this dream to anyone, 0 the reader cannot expedt to see it
related here™

A fascinating example of similar reticence is found in the novel Abal3 (1836)
by Kemény's contemporary Miklds Josika. Although in the preface Josika claims,
"itis a psychological sketch that | give to the reader,"* his narrator rarely touches
on the thoughts or feelings of the characters, relying instead on descriptions of the
observable:

The dd man's face suddenly whitened, he screwed up his eyes, ad
it ssamed asif he wanted to flea™

Alongside such passages, however, run others in which the narrator appears to
have some knowledge of his characters' emotions:

The rough men fdt something, he himsdf knew not what, but the
feding was pleasant to his heart. It ssemed from hisface that he was
almost surprised.

Josika, writing almost a century after Fielding, is willing to wander into his
character's mind, but then quick to retreat and fall back on the technique of men-
tioning an observable detail from which the character's emotional state can be
inferred. This tendency, which, according to Colin, "dominates the third person
novel well into the nineteenth century,"* explains the characterization of Josika
as an author whose characters "are often distinguished from one another only by
their appearances, sometimes only by their names."*” Some critics, noting the
interest Kemény's works evince in the inner lives of their characters, draw con-
trasts between the two authors. Szinyel contends that in his historical novels,
"Kemeény does not bother sketching the externa details of the era as much as
Josika."*® Papp maintains that Kemény's characters, "in who we fed at every
moment the movement of an endless inner life, are in total opposition to the he-
roes of Josika's novels."*

These observations concerning differences between Kemény and Jésika not-
withstanding, Kemény's narrators are occasionaly as hesitant as Josika's to de-
scribe a character's mental state. In the following example from an early, unfin-
ished novel by Kemény entitled Queen Izabella and the Hermit (1zabella kiralyné

n Az Oreg arcét hirtelen sipadtsdg 6mlé el, szemeit dsszeszoritd, s Ugy latszék, szokni akar.
(AbaR. 13-14.)

! A durva féfit érzett valamit, maga sem tudta mit, de szivének elfogddésa kellemes volt. Ugy -

latszék arcabdl, hogy szinte megddbbent. {Abaf3. 19.)
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és a remete) the queen of Transylvania listens to the sound ofa canon being fired
in the distance to mark the admission of her son into the ranks of tlie Ottoman
armies that have occupied her homeland and robbed her of her child:

She heard the blast ofthe canon that signaled her son's entry into the
Sultan's tent. At that sound, both anticipated and feared, she fell back
into her seat, her pale face resembled that of a corpse, but her lips
moved. Probably she prayed, only half conscious, as if she were
dreaming that she stood before an altar and spoke to God about her
child.J

Not only do Kemény's narrators occasionally seem unwilling or unable to de-
scribe a character's thoughts, they too, like the narrators in Jésika's novels, some-
times offer only descriptions of observable details that suggest a character's emo-
tional state. The following passage from Pdl Gyulai describes the facial expres-
sions of Gergely, a ruthless, power-hungry man, as he torments Pierro, an inno-
cent entertainer who has become embroiled in political schemes:

He twisted the muscles of his face in such contortions that one artist
could have assembled an entire album ofthe most fascinating carica-
tures, while another - who had chosen to do a study on grief and
woe - could have traced eveiy mark of tormented sorrow and mock-
ing resignation."

Hungarian literary critic and novelist Laszl6 Németh argues that passages like
this one reveal the influence of Kemény's experiences as a student at a medical
school in Vienna. As a young man Kemény studied, among other things, the mus-
culature of the face. He was also exposed to the theories of Ignaz Paul Vitalis
Troxler (founder of "Anthroposophie," supposedly a mix of philosophy and an-
thropology), according to which tlie muscles of the face contract in specific ways
in response to changes in a person's emotional state. "It was here," Németh con-
tends, "that Kemény's realism learned the language of facial expressions and ges-
ticulations that both serves and betrays the soul.”*’ While there may be some truth
that the occasional descriptions of facial expressions in Kemény's novels were
influenced by his exposure to the theories of Troxler, as an approch to characteri-
zation this technique was so widespread in European literature that it hardly calls

! Halla az agyudorgést, mely fidnak a szultdn satordba 1épését adta jeliil. A vart s rettegett jelre
karszékbe hanyatlék, sdpadt arca a halottéhoz hasonlitott, de ajkai mozogtak. HihetGleg
imadkozott féleszmélettel, mintha Almodna, hogy oltér elétt 4ll, s az Istennek beszél gyermekérdl.
(Izabella kirdlyné és a remete. Cited in Péterfy, 61.)

Arcizmait annyi felé vonta, hogy azokrdl egy miivész egész albumot készithetett volna a
legérdekesebb torzképekkel, s viszont egy masik - ki a szomorut és meghatdt valaszta
tanulményul - lemdsolhatnd a mardosé bu és szende mélazat minden bélyegeit. (Gyulai Pdl.
Vol. 1. 228.)
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for explanation. It is a feature that Kemény's novels have in common with the
works of virtually al of his contemporaries.

The difference between Kemény's novels and those of Josika lies in the fact
that in Kemény's this technique plays only a minor role. Alongside mention of
telling gestures the reader finds passages in which the narrator describes the
thoughts or feelings of characters. These descriptions go well beyond the mention
of afleeting sensation, exemplified by the statement of Josika's narrator that "The
rough man felt something... pleasant to his heart." In Kemeény's novels the narra-
tor rarely hesitates to enter into protracted explanations of emotiona processes
that may have taken as little as a few seconds or as much as severa years. Moreo-
ver, the narrator often shows himself to have more knowledge of a character's
psyche than the character himself. These descriptions by the narrator of a charac-
ter's inner life are examples of the made for presenting consciousness referred to
by Cohn as psycho-narration. The frequency with which they occur in Kemény's
fiction goes along way towards explaining his reputation as the author of the first
psychological novels in Hungarian.

For examples of psycho-narration the reader need go no further than Kemény's
first published novel, Pal Gyulai. Set in late sixteenth-century Transylvania, it is
a historical novel that tells the tale of an advisor to Zsigmond Béthory, prince of
the region perched precariously between the Ottoman Empire to the south and the
Holy Roman Empire to the north. The stability of the princedom is threatened by
the ambitions of the callow Zsigmond's powerful and influential cousin Boldizsar.
Eager to maintain public order, the secret council, comprised of members of the
nobility, has voted to have Boldizsar murdered if he takes any action that might
gpark an open conflict. Out of a sense of loyalty to the prince's family, Gyulai (the
title character) resolves to take action to ensure Zsigmond's safety. Hoping to
provoke Boldizséar, he orders the execution of Senno, the leader of a group of
traveling entertainers whose only crime is having defied Gyulai's interdiction on
the performance of music on the occasion of Boldizsar's arrival in the capital.
Gyulai's plan goes awry. The public is outraged at the news of Senno's execution.
Boldizsér learns of the council's decision to exile or murder him. Eager to cam
public opinion and pacify Boldizsar, Prince Zsigmond, whose life Gyulai had
sought to protect, delivers the hapless advisor to Boldizsar's troops, who execute
him.

Asintricate as this plot summary may appear, the novel itself is dow paced, or
at least it may seem so compared with those of Kemény's contemporaries. The
focusisless on the retelling of the actions taken by the characters than on descrip-
tions of the emotional torments they undergo before reaching their decisions. "Even
the most superficial reader," writes Péterfy, "notices the orientation of the imagi-
nation towards the inner world in Kemény's first work.">" For example, while the
narrator devotes twenty-six pages to a description of Gyulai's deliberations over
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whether or not to have Senno killed, Gyulai's execution itself is not narrated (in
the traditional sense) at all. The narrator skips this part of the story entirely, in-
forming the reader of the execution only through brief mention of gossip on the
street in the days after it has taken place. Szegedy-Maszak explains, "Kemény
needed the slow paced narration because he intended to give a greater role to
interior action than exterior."” Kemény himself made an interesting remark con-
cerning his choice of protagonist that indicates the lack of importance he attrib-
uted to plot. In a letter to Josika he wrote, "there is not a page in the histories on
which I could not have come across a more interesting man than my hero, who
really did nothing more than write two dissertations, serve as an advisor, and die
the victim of ill fate (...) If my works should have a large public, this is not due to
the raw material, but rather to its adaptation."

The following sentence is an example of a passage in which the narrator avails
himself of more than just description of the observable in depicting a character's
emotions. It refers to Senno's reaction upon realizing that in the time he has spent
in prison he has begun to fall seriously ill:

His mood we could say had improved, since, into his wild despair, of
which the one extreme was delirious rage, the other resigned numb-
ness, a gentler emotion had mingled, the thought of his own decay.”

Unlike the description of Gergely from the same novel, this sentence gives no
mention whatsoever of Senno's appearance or, for that matter, his gestures. It
focuses solely on inner happenings. There is not a single noun that refers to an
object. In fact of the eight nouns five refer to emotions. The narrator describes
Senno's mental state in precise terms. In Conn's terminology, this is psycho-nar-
ration: "the narrator's discourse about a character's consciousness."”

Cohn distinguishes two types of psycho-narration: consonant and dissonant. In
dissonant psycho-narration the narrator remains distant from the character, de-
scribing his emotional state in terms that the character never would have used. As
an example of dissonant psycho-narration Cohn cites a passage from Balzac's
Pere Goriot:

The next day Rastignac dressed himself very elegantly, and at about
three o'clock in the afternoon went to call on Mine de Restaud, in-

Nincs a histéridban lap, mellyen sokkal érdekesebb férfira ne akadhattam volna, mint az én
h@som, ki tulajdonkép egyebet nem csindlt, mint két dissertatiot [sic] irt, tandcsnokoskodott,
és szerencsétleniil meghalt. (...) Ha tehat munkdmnak nagy publicurna leend, ez nem a nyers
anyag érdeme; de a foldolgozésé. ("Magyar irok levelei b. Jésika Mikloshoz. 1. B. K. Zs.
levelei." 444.)

" Kedélyét valamennyire j avultnak mondhatndék, miutdn a vad kétségbeesés kozé, melynek egyik
véglete Grjongd diih, a masik hideg dermedt volt, enyhébb érzés, mélazat a hervadasrol vegyiilt.
(Gyulai Pdl. Vol. 1, 462-463.)
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dulging on the way in those dizzily fodlish dreams which fill the
lives of young men with so much excditement: they then take no ac-
count of obgtades nor of dangers, they See Uccess in everything,
poeticize their existence Smply by the play of their imagination ad
render themsdves unhgppy or sad by the collgpse of projects thet
hed as yet no exigence save in their hegted fancy; if they were nat
ignorant and timid the socid warld would not be possble. Eugene
walked with extreme caution in order not to get muddyf]>

As Cohn points out, "no sooner does the narrator mention an inner happening
(‘indulging... in... dreams) than he imposes a value judgment (‘dizzily fool-
ish)[.]"> There is a disparity in this passage between the narrator's view of the
character and the character's view of himself. "Even as the narrator draws the
reader's attention away from the individual fictional character,” Cohn observes,
"he fixes it on his own articulate sdf: a discursive intelligence who communi-
cates with the reader about his character - behind the character's back.">

The description of Senno's reaction is an example of dissonant psycho-narra-
tion. The explicit self-reference ('we could say") and the complexity of the sen-
tence, with its abstract vocabulary and convoluted structure, foreground the nar-
rating presence, drawing the reader's attention to the production of the discourse
through which Senno's emotions are depicted. The ironic assertion that Senno's
mood has 'improved somewhat' emphasizes the distance between this narrating
presence and the character. Thereis no indication of any attempt by the narrator to
espouse the character's vocabulary or to construct the sentence in away that would
reflect the form that a person in despair might give it. Although this passage refers
to Senno's state of mind, it cannot be said to represent his thoughts. He does not
speak, rather he is spoken about.

This sentence illustrates several of the advantages psycho-narration offers in
the presentation of consciousness over descriptions of observable details that sug-
gest acharacter's mood. What may be most readily apparent is that psycho-narra-
tion allows for a summary of a mental process that may have extended over along
period of time. Senno's oscillations back and forth between the different poles of
despair took place over the course of days, yet the narrator is able to encapsulate
this in one sentence before launching into a ten-page description of a brief con-
versation between Senno and a prison guard. Thus psycho-narration allows for
vast differences between what Cohn refersto as "time of narration” and "narrated
time." A passage from Kemény's novella Maelstroms of the Heart offers another
illustration of this. The protagonist of the story, Anselm, learns that a woman
whose favor he once courted has taken another lover. Though he cherishes no
feelings of affection for this woman whatsoever, his vanity is wounded. He him-
self is surprised by the extent to which this news upsets him:
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Anselm paced back and forth in his room restlessly.

First vengefulness flashed through his soul, then indifference, with
a touch of its cold hand, calmed his racing blood, then he felt disgust
trample across his nerves, then spite arose, ruling like a tyrant over
his other feelings, then finally memory lit its lights one by one so he
could look with somber eyes of discontent onto the empty memories
of past times."

As in the passage describing Senno's despair, here too psycho-narration allows
for a quick summary of the range of emotions that Anselm experienced. Unlike
the other two techniques identified by Cohn (quoted and narrated monologue), in
which the character himself plays a role in the narration of his thoughts, psycho-
narration can be used to describe psychological processes that take place over the
course of years or that are over within a matter of seconds.

Another significant feature of dissonant psycho-narration is that because it
represents the narrator's description of a character's inner life, it need not be
restricted to the character's knowledge of his own feelings. There is no reason to
infer from the sentence describing Senno's despair that Senno himself has arrived
at the precisely this understanding of his emotions. As Szegedy-Maszak observes,
"the narrator, drawing attention to his own presence, can communicate more faith-
fully even than his protagonists what is going on in their psyches."” Cohn refers
to this as the "cognitive privilege" of the narrator. "[T]his cognitive privilege,"
she writes, "enables [the narrator] to manifest dimensions of a fictional character
that the latter is unwilling or unable to betray."™ A curious example of this is
found in Widow and Daughter. The narrator raises a question concerning Tarnoczy's
reaction to her daughter's suicide:

To what extent did the sin of [her daughter's] suicide curb her zeal-
ousness? It would be hard to say, since in our lonely widow piety and
hypocrisy had mingled to such an extent that she herself couldn't
draw the line between pretense and truth anymore.’

Here the narrator's cognitive privilege is qualified. While he sees into Tarndczy's
psyche sufficiently to perceive her hypocrisy (of which she presumably is una-
ware), he is unable, or at least claims to be unable, to distinguish the point where

Anselm dlmatlanul jar szobdjaban.

Majd a bosszu villant meg lelkén, majd a kdzony hives szdrnylegyintése csillapitd vérereit,
majd undort érze szilajul atnyargalni idegein, majd a dac ébredt fol zsarnokkényt tizve a tobbi
benyomasok felett, majd pedig az emlékezet gyujtd meg egyenkint lampavilagait, hogy az
elégiiletlenség komor szemeivel a mult idSk tlires emlékeire nézhessen. (A sziv orvényei. 27.)
Mennyire lazita fel valldsossdgat az ongyilkosdgi blin? Nem konny( kipuhatolni; mert arva
Ozvegyiinkben a hit a képmutatdssal ugy Osszevegylilt, hogy maga se tudnd a szerep és a valo
hatdrait kijelolni. (Ozvegy és lednya. 422.)
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this hypocrisy might give way to genuine faith. The implication is that whatever
religious sentiments Tarndczy's might once have held, these have become totally
submerged beneath her grotesque pretense of piety.

This passage demonstrates yet another function of dissonant psycho narration.
The narrator, superior to the character in his knowledge of the character's inner
life, can cast his description of that inner life in a form that implies or for that
matter makes explicit an ethical judgment. Another example from Widow and
Daughter provides an illustration of this. The following passage focuses on the
reaction of Tarndczy to the discovery that her plan to ruin the loathed Mikes
family has hit a snag:

Tarnéczy's pride, as soon as she withdrew beyond the gaze of the
public eye, turned into torturous anguish.

Something whispered to her that fortune had turned her face on
her and, at the prompting of a brazen whim, cast her smile on the
house of the Mikes family All her plans, a marvelous tapestry wo-
ven ofreligious fanaticism, hypocrisy, and an implacable thirst for
vengeance, were beginning to fray before her very eyes.”

Mrs. Tarnéczy would never refer to her schemes as an interweaving of fanati-
cism, hypocrisy, and thirst for vengeance. The disparity between the narrator's
viewpoint and that of the character suggests to the reader that the character cannot
be trusted to describe her own reactions. It is not simply a question of the narra-
tor's cognitive privilege, but also of the character's sincerity, both with the reader
and with herself.

Finally, the sentence describing Senno's emotions demonstrates the tendency
of dissonant psycho-narration towards generalization illustrated in the example
cited by Cohn from Balzac. As previously noted, there is no evidence of an at-
tempt on the part of the narrator to phrase the sentence in a way that might echo
Senno's thoughts. The feelings described (despair, rage) are referred to as ab-
stractions. The sentence takes on the air of a generalization about human emo-
tions that the narrator finds an apt description of what is taking place in Senno's
mind. This interpretation is supported by the passage that immediately follows
this sentence. The narrator raises a question and offers a response to it:

What aroused this stolid temper?
Physical disease, which is the most powerful consolation for sick-
ness of the soul.

? Tarndczyné biiszkesége, mihelyt a k6zOonség szeme el6tt visszavonult, kinzé szorongdssa
© valtozott.
Valami stigta neki, hogy arcét elfordita téle a szerencse, s ledér szeszélyével a Mikes-héz felé
mosolyog. A valldsos vakbuzgdsag, a sikeriilt képmutatas és engesztelhetetlen bosszii csodas
vegyiiletébdl sz6tt tervek szalanként kezdtek szemei el6tt foszlani. {Ozvegy és lednya. 394.)
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Because there are few men, who, having finished counting up de-
lights in life, having been led by their emotions either to resigned
despondency or vain hope, seeing no other prospect than to be plunged
into the whirlpool of a horrifying disaster by the mailed fist of fate,
there are few men who will not welcome as a merciful spirit an ail-
ment that reassures them of natural death.’

This is an example of what Cohn refers to as an "ex cathedra statement,” a
feature "typical of psycho-narration with maximal distance.”” Such a statement
is set apart, Cohn argues, by the switch to present tense verbs, a tense Cohn de-
scribes as the "gnomic present - the tense used for timeless generalizations."* An
ex cathedra statement indicates the move from specifc to general, as the narrator
shifts fiom describing the emotions of a particular character to explaining those
emotions with reference to an abstraction applicable to all humankind. "[T]he
inner life of an individual character," Cohn explains, "becomes a sounding-board
for general truths about human nature."'

Kemény' s novels have often been compared with those of Balzac, and this use
of dissonant psycho-narration as segue to a generalization could be said to be a
feature common to the works of both novelists. Numerous critics have noted
Balzac's fondness for generalizations. Jonathan Culler points out how frequently
Balzac's characterizations rest on stereotypes. Eugene de Rastignac is described
as "one of those young men moulded for work by misfortune." Baron Hulot is
referred to as "one of those men whose eyes light up at the sight of a pretty
woman."*” Cohn maintains that the tendency towards generalization that frequently
accompanies dissonant psycho-narration is typical of Balzac's works. She ob-
serves that in the preface to the Comédie Humaine Balzac characterizes his project
as "the description of social species[.]"* In reference to the example cited, Cohn
notes that as soon as the narrator begins to describe Eugene's thoughts he imme-
diately switches to a description of a general type. "When the text at length re-
turns to Rastignac," she points out, "we have learned much about his peer group,
but little about his own thoughts." This is not an isolated example. As Cohn
observes, "it is hard to find in the Comédie humaine a single instance of psycho-
narration that is not followed and dwarfed by authorial glosses|.]"*

To liken Kemény to Balzac on the grounds that both authors use characters as
"sounding-boards for general truths," however, would be misleading. Examples

d Mi kolté fel e szelid lendtiletet?

A testi kér, mely a 1élekbetegségekben a sors legerdsebb vigasztalasa.

Mert kevés ember van, ki azon nyavalyat, mely természetes haldllal biztat, egy konyorild
nemtSként ne fogadja akkor, ha az életorommel szdmaddsit berekesztette, ha szenvedélyei
végcsiliggedésre vagy tulzd inerényekre ragadtak volt, s mas kilatast nem ismert, mint a végzet
vasoklétsl mélységbe 1oktetvén, egy rémits katasztréfa orvénye kozé sodortatni. {Gyulai Pdl.
Vol. 1, 462-463.)
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of dissonant psycho-narration in Kemény's works are remarkably rare, and it is
even more unusual for these passages to incorporate a movement from specific to
general. To claim, as Janos Dengi does, that Kemény's approach to the depiction
of the inner lives of his characters "is nothing other than Balzac's analytical tech-
nique"® is to overlook the extremely important difference between an author who
prefers generalizations and an author who avoids them. Dengi contends that
Balzac's novella La Maison du chat qui pelote, the story of an unhappy marriage
between an artistically gifted man and a kind-hearted but unimaginative woman,
was the source for Kemény's novel Husband and Wife. While the two works
share a similar plot, the techniques through which the characters' consciousnesses
are presented are quite different. Two examples (many more could be given) from
Balzac's novella illustrate how quickly the narrative moves from specific to gen-
eral when describing the emotions of the characters:

Theodore répandait sur chaque journée d'incroyables fioritures de
plaisir, il se plaisait & varier les emportements de la passion par la
molle langueur de ces repos oli les dmes sont lancées si haut dans
I'extase qu'elles semblent y oublier I'union corporelle.

Dompté pendant prés de deux ans et demi par les premiers
emportements de I'amour, le caractére de Sommervieux reprit, avec
la tranquillité d'une possession moinsjeune, sa pente et ses habitudes
un moment detournées de leur cours. La poésie, le peinfure et les
exquises jouissances de 1'imagination possédent sur les esprits élevés
des droits imprescriptibles.”

An example from Kemény's novel gives an indication of his inclination to
shun generalizations when describing a character's emotions. This passage de-
scribes Albert's frustration at the fact that he cannot simply abandon his wife
Eliza for his lover Iduna:

Albert's fevered nerves, which in his dreams conjured forth specters
from the past and in the mirror of the future sketched Iduna's sufferings
with fantastic outlines, made him minute by minute more frantic, and
since he attributed his misfortune to Eliz's stubbornness, his rage
towards her went beyond all boundaries/

This should not be understood to suggest that a reader does not find any gener-
alizations in Kemény. The difference between his works and those of Balzac lies
in the fact that in Kemény's novels such moments are rare. Dengi's contention, a

Albertet ldzas idegei, melyek dlmaiban a multbdl szellemeket idéztek fol, a jovendd tiikrében
pedig Iduna szenvedéseit rajzoltak le fantasztikus vonalokkal, percenkint dithOngébbé tették,
s minthogy szerencsétlenségét Eliz makacssdganak tulajdonira, ellene haragja minden hatdron
tulemelkedék. {Férjés né. 210.)
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view shared by severa other critics,® constitutes an oversimplification that ig-
nores this crucia distinction. To characterize Kemény as the 'Hungarian Balzac'
or 'Balzac's follower," as has often been done, is to miss entirely the attention
given in his novels to the creation of individual characters rather than 'social
species.'

The other type of psycho-narration identified by Cohn, consonant psycho-nar-
ration, is distinguished by the tendency of the narrator to adopt the perspective of
the character. Here there is no cognitive privilege. The narrator's knowledge of
the character's mind coincides with the character's self-knowledge. Nor is there
any striking contrast between the idiom of the narrator and that of the character. A
character's mental state is presented in words and images that might have oc-
curred to the character himsdf. In consonant psycho-narration the narrator "re-
mains effaced and (...) readily fuses with the consciousness he narrates."®

As an example of consonant narration Cohn cites a passage from Joyce's A
Portrait of the Artist as a Young Man:

Therain-laden trees of the avenue evoked in him, as dways, memo-
ries of the girls and women in the plays of Gerhardt Hauptmann; and
the memory of their pale sorrows and the fragrance faling from the
wet branches mingled in amood of quiet joy.”

Here the presence of the narrator is less pal pable than in the passage describing
Senno's despair. There are hone of the conceptual terms that imply a distanced,
analytical perspective. Where there is evidence of an interpreting presence (for
exampl e the metaphorical phrase "pale sorrows") this seemsto be the result of the
interpretive activity of the character, which isthen reported by the narrator. Moreo-
ver, there is no sign of any cognitive privilege of the narrator. He offers no expla-
nation of the thoughts and impressions he describes. Unlike the sentence describ-
ing Senno's despair, in which the narrator identifies specific causal relationships
between Sennao's varying emotions, this passage gives no indication as to why, for
example, the rain-laden trees evoke memories of women from the plays of Gerhardt
Hauptmann.

Consonant psycho-narration is far more common in Kemény's novels than
dissonant. His narrators rarely partake of the cognitive privilege implicit in disso-
nant psycho-narration. Often they seem as uncertain as the characters themselves.
In the following passage the narrator of Pal Gyulai describes the impressions of
Sofronia, mistress to Prince Zsigmond, as she begins to sense that she has fallen
in love with Genga, one of the members of the Italian troupe of traveling enter-
tainers. Sitting alone in her chamber Sofronia gazes at her own relfection in the
mirror:

Her fedings were numbed by the breath of a sensua pleasure. It
seemed as if to press her lips to the image in the mirror would be the
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most delirious and sating joy, to bury her breast against her own breast,
to mingle her breath with her own breath. It seemed as if with her
eyes another eye watched her, as if another yearned, as if this body
reclined in the armchair was the object ofthe desire on the face ofan
unfamiliar stranger, as if her ardor and languor were at the same time
someone else's.

And whose was this dreamt form, onto whom Sofronia had cast
her own feelings, with whom, in her imagination, she already felt
frail and sinful? She herself could not say, for it was but a colorfully
mingled vision of her impressions. One moment the outlines of the
prince seemed to rise to the surface, then those of Genga, but amidst
all the transformations the dark, scorching, penetrating eyes of the
Italian were there, the serenity of the face on which long vanished
passions still flickered occasionally betwixt the ruins of extinguished
joys.*

As in the passage from Joyce, there is little evocation here of the narrator as a
distanced, critical presence. Phrases that imply interpretation ("the dark, scorch-
ing, penetrating eyes,”" "the ruins of extinguished joys") seem to constitute mo-
ments where the narrating voice has borrowed terms and images from Sofronia's
consciousness. There is, moreover, little indication of any cognitive privilege.
Rather than present himself as more knowledgeable than Sofronia, the narrator
actually defers to her. "She herself could not say," he comments, implying that if
she doesn't know then he certainly cannot (though this could also be construed as
a disingenuous tactic). The narrator seems as hesitant as Sofronia herself, raising
the question "Whose was that dreamt form?" but not offering an immediate or
unambiguous answer.

This passage illustrates well the expressive potential of consonant psycho-nar-
ration. The merging of the perspective of the narrator with that of the character
allows for a depiction of Sofronia's consciousness in all its uncertainty. By failing
to make explicit Sofronia's vague sense that she may have feelings for Genga, the
narrator hints at the elusiveness of these feelings. The relative paucity of disso-
nant psycho-narration in Kemény's novels suggests a reluctance on the part of the
author to imply that mental states can ever be subsumed in words, whether by a

Erzékeit a kéj illatlehe zsibbasztotta. S gy rémlett, mintha ajkat a tiikorkép ajkdra forrasztani,
keblét keblére temetni, meleg leheletét leheletével vegyiteni lenne a legittasabb és szomju
gyonyor. S rémlett, mintha szemeivel egy més szem nézne, egy mas vdgyna, mintha e tetemet
a karszékbdl idegen arc dhitna, mintha az § heve és lankadédsai masé is volnanak egyszerre.

S kié ezen dlmodott alak, melyre Sofronia sajat érzéseit adtruhdzta, mellyel szemben mar
képzeletben gyarlo és blinos? O sem tudnd megmondani, mert a vald anyagaibdl tarkdn vegyitett
eszmény volt. Most a fejedelem vonalai, majd Gengaé meriiltek fol benne, de minden
atvaltozasok kozt ott volt az olasz sotéttiizii és dthatd szeme, ott azon életunt kifejezésnek
dertije, mely a kihalt 6romok romja koziil f6l-féllobogott. (Gyulai Pdl. Vol. 1, 252.)
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character or by an omniscient narrator. Even in the hands of a narrator with access
to theinner lives of his characters language till serves aslittle more than an list of
labels and images with which one can allude to, but never capture or finaly name,
elusive thought.

Cohn's discussion of psycho-narration suggests a trend in European literature
towards an ever more intimate relationship between narrator and character. While
a the beginning of the nineteenth century narrators evinced a hesitancy to de-
scribe the inner lives of their characters, by the 1850s such descriptions were
common. Towards the end of the century these descriptions had often come to
subordinate the narrative so completely to the viewpoint of the character that
Wayne Booth went so far as to contend that in such passages the character be-
comes the narrator.” Although Kemény is characterized in secondary literature as
the author of psychological novels, the frequency with which this characteriza-
tionis accompanied by a comparison to Balzac suggests that an important aspect
of his works has been overlooked. Though his novels contain examples of both
kinds of psycho-narration, the preponderance of consonant psycho-narration sug-
gests his works have more of an affinity, at least from the point of view of charac-
terization, with the novels of twentieth century authors such as Virginia Woolf or
Joyce than they do with those of Balzac. Kemény 's hovels are populated not with
representative figures of social species, but rather with characters striking in their
individuality.

£. Quoted Monologue

If psycho-narration evolved from tentative assertions concerning a character's
emotions to detailed descriptions of the depths of a character's psyche, quoted
monologue can be said to have undergone a similar development. Beginning as
intricate soliloquy that adheres both to rules of grammar and conventions of dis-
cursive composition (use of extended metaphor, parallel constructions, etc.), quoted
monol ogue evolved over the course of the nineteenth century into passages com-
prised of short, ungrammatical phrases that seem, according to modern linguis-
tics, to mirror more accurately the verbalization of unspoken thoughts. The be-
ginnings of this process could be located in the spoken monologues of late eight-
eenth- and early nineteenth-century novels, while its culmination could be said to
have come with the publication of Finnegan 's Wake, in which the narrator frac-
tures not merely the unit of the sentence, but the unit of the word.”

The tendency in Kemény's novels towards monologue has not gone
unmentioned in secondary literature. Péerfy notes that " K emény's characters speak
more to and with themselves than to or with each other."™ "If monologues could
create a dramatic hero," he contends, "Pa Gyulai would be the striking exam-
ple."™ Mihaly Sikésd claims that the monologue "is [Kemény's] most successful



MIMESIS OF CONSCIOUSNESS IN THE FICTION OF ZSIGMOND KEMENY 125

tool in depicting his characters."” Ddniel Veress says of Kemény's characters,

"They are almost incapable of real dialogue, their natures, their interest in them-
selves make them prone, above all else, to monologues."” What these critics fail
to note, however, is that the monologues in Kemény's novels take very different
forms. These include both the audible speech of characters, who, when left alone,
give voice to their thoughts, as well as the unspoken thoughts of a character either
in solitude or in the company of others. Moreover, interior (or quoted) mono-
logues in Kemény's works vary considerably in length and complexity. Whereas
many are prolonged passages in which the character expresses his thoughts in
complex sentences, others are merely short exclamations that seem almost to burst
spontaneously from the character's mind. Kemény's novels thus contain exam-
ples of the monologue in all the forms in which it appeared over the century of
psychological realism identified by Cohn.

The monologue was by no means absent from narrative fiction in the eight-
eenth century. Chapter two of book seven of Tom Jones, subtitled "Containing a
conversation Mr. Jones had with himself," for example, contains a long mono-
logue. However, as Colin points out, this monologue is explicitly introduced as
the audible speech of a character. It is prefixed with the statement, "and starting
up, he cried". This tendency to have characters speak monologues aloud lasted
well into the nineteenth century. It occurs, notably, in Stendhal's The Red and the
Black. While the protagonist of this novel, Julien, could be characterized as one
of the first obsessively introspective characters of third person narrative fiction of
the early nineteenth century, several of the monologues in which he frequently
indulges are avowed as speech rather than thought. As Cohn observes, in his long-
est monologue, which occurs when he is in prison, Julien even rebukes himself
out loud: "Talking to myselfin solitude, two steps away from death, I am still a
hypocrit."”

Like the works of Fielding and Stendhal, Kemény's novels contain examples
of spoken monologues. Senno, for example, speaks aloud to himselfin prison:

‘Saint Antal of Padua!' Senno often cried out, ‘could a slave spend
his time more usefully than I do here? Does not every minute reward
me? I am a usurer, who gets great interest for a trifling sum. Gyulai
locked me away, and here I make use of this circumstance, which
others would regard as disheartening. For tomorrow the common folk
will hold for me a man of civic virtue, a great patriotf.]'

t 'Pdduai Szent Antalra!" kidlta gyakran Senno, 'telhetnék-e rabnak tobb haszonnal ideje, mint
nekem? Nem dijaz-e minden perc? Uzsoras vagyok, ki nagy kamatot von potomséagért. Gyulai
bezdratott, s ime én e koriilményt, melyet masok leverének tekinthettek volna, hasznositani, s
a nép maholnap polgar erélyekkel diszl6 egyénnek, nagy honfinak... fog tartani. {Gyulai Pdl.
Vol. 1, 413-414.)
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Péterfy makes the remark that, had Kemény written dramas, "his protagonists
would have taken stage separately, one after the other, and in profound, poetic
voices speculated about fate."” This suggestion is particularly interesting consid-
ering that several chapters of Pal Gyulai are given in the form of a dramatic script.
This script includes stage directions and even the voice ofthe 'director.’ In scene
twelve of this play within a novel one ofthe characters does indeed appear sepa-
rately to speak in poetic terms about his fate:

Gergely: Excitement, this alone is life: the rest is but vegetation.
(Pause)... are not my prospects magnificent? I, who spent six years
as a schoolteacher in Enyed, am now the master of events (...) rap-
turous is the feeling of strength, of power... even ifthe world hardly
even suspects it."

Alongside the chapters of Pdl Gyulai that are written as dramatic script are
others that incorporate letters, excerpts from characters' diaries, and poems re-
cited by the characters. These constitute several of the forms of narrative that
have been characterized by critics and theorists of stream of consciousness fiction
as precursors to the interior monologue.”

By the time Kemény began his literary career in the 1840s, the spoken mono-
logue had begun to defer to the silent interior monologue. This is the mode for
presenting consciousness to which Cohn refers as quoted monologue, achieved
through "the silencing of the monologic voice."” Cohn offers an example from
Stendhal:

Before my journey, I took her hand, she withdrew it; today I with-
draw my hand, she grasps and presses it. A fine opportunity to repay
her for all the contempt she had for me. God only knows how many
lovers sh