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ELOSZO — A HETVENEVES SZONYI GYORGY ENDRE , PECSETJEI”

Szé&nyi Gyorgy Endre szertedgazo hagyomanyokon és kritikai 6svényeken futd tudoma-
nyos palyafutdsat végigkisérték a pecsétek, Dee nagy magikus viaszpecsétjétdl kezdve
Bohme signatura rerurmjan keresztll a mivészet- és tdrsadalomtorténetben vizsgdlt
kulonféle bulldkig. Alanus ab Insulis versétél és az analdgids vildgmodelltél ihletve Ugy
dontottdnk, hogy a jelen kdtettel nem a pecséteket, a nagy jeleket vallatjuk, hanem mi
Utlnk pecsétet,maradandojelet, hogy nyoma maradjon a tudds, kolléga, bardt és mentor
irdnt érzett tiszteletUnknek.

Szényi professzor nemzetkozileg elismert tuddsként és oktatoként akadémiai palya-
futdsédnakjovaltobb, mintnégy évtizede alatt kiemelkedd teljesitmeényt nydjtottazangol
nyelv( kulturadk oktatdsaban, kutatdsaban és terjesztésében. Az irodalomtorténet, iroda-
lomelmélet, mUvészet- és kultdrtorténet teriletén szerzett széleskord interdiszciplindris
szakértelme lehetdvé tette szamdra, hogy kitartd munkdval elémozditsa az anglisztika, a
hungaroldgia, a kora modern muvelédéstorténet, dltaldban véve a human tudomdanyok
Ugyét Magyarorszagon és kilféldon. Erditadminisztracids, oktatds-és tudomanyszervezdi
feladatokraisforditotta, tobbek kozott ennekelismerése Pro Facultate Philosophiae és Pro
Universitate dija: szerepet véllalt a BTK vezetésében dékanhelyettesként, egy évtizedig az
Angol-Amerikai Intézetigazgatdja volt, 1988-tolaHungarian and Central European Inter-
national Studies Center igazgatdjaként tevékenykedett. A Magyar Anglisztikai Tarsasag-
nak hdrom egymastkovetd cikluson dtvolt megvélasztottelndke, és 2013-ban megkapta
a hazai anglisztika legmagasabb kitlntetését, az Orszagh Laszlo-dijat. Nemzetkdzi elis-
mertségre tett szert az ezotéria torténetének kutatojaként, a Central European University
vendégprofesszoraként és az Eurdpai Anglisztikai Tarsasag vezetdségi tagjaként az ang-
lisztikai tudomanyok eurdpai szintl formaldshoz is hozzajarult. A Szegedi Tudomény-
egyetem Irodalomtudomanyi Doktori Iskola ,Angol nyelv irodalmak és kulturdk” PhD
programjat irdnyftotta, évtizedeken dt aktiv résztvevdje volt négy masik doktori program
lebonyolitdsanak. Hatalmas nemzetkdzi akadémiai kapcsolatrendszerét szamtalan alka-
lommal ajénlotta fel a human tudoményok és az interkulturdlis kutatas fejlesztésére.



Az Unnepelt dltal gyakran idézett Batky Janos mondja Szerb Antal A Pendragon fe-
gendacim( konyvében: ,Bolcsész vagyok, a felesleges tudomanyok doktora.” Nos, a hu-
man tudomanyok sokat vitatott maialldsarol és valsagarol itt nem értekezhetlnk, remé-
nyeink szerint azonban maga a kotet dGnmagaban egyfajta vélasz a dilemmadra, hiszen
Szényi Gydrgy Endre generdciokat ihletett meg — mondhatni, generdciokon hagytarajta
a pecsétjét — azdltal, ahogyan ezeket a tudomanyokat muvelte, tuddsként, tandrként,
baratként, példaképként és emberként.

Koszonetlinket fejezzUk ki a kotet elkészitése sordn nyujtott segitségéért Sz. Kristof
lldikénak, aki nélkil szamos szerzét nem értlnk volna el; Szényi Etelkdnak a tordelési és
tipogréfiai munkalatokért és a téle megszokott rugalmassagaért; Bucsics Katalinnak és
Szarvas Rékdnak a jegyzetapparatus gondozasaért. Szintén haldsak vagyunk a tdmoga-
tasért, amitaz SZTE BTK dékdnivezetése, valamint az Angol-Amerikai Intézet és az Angol
NyelvU Irodalmak és Kulturak doktori program vezetése biztositott a megjelenés érde-

kében.

Szeged, 2022. oktober 19.

A kotet szerkesztdi,
Kiss Attila, Matuska Agnes, Péter Rdbert



FOREWORD — SEVENTY YEARS OF “SEALS”

Endre Gyorgy Szényi's scholarly career, following a wide range of traditions and critical
paths, has been marked by seals, from Dee's great magic wax seal to Bohme's signatura
rerum and the various bullas examined in art and social history. Inspired by the poem of
Alanus abInsulisand the analogical worldview, we have decided not to scrutinize the seals,
the great signs, with this foreword to the volume, but to stamp our own seals, permanent
signs, to leave a mark of our respect for the scholar, colleague, friend, and mentor.
Professor Sz&nyi, as an internationally recognised scholar and teacher, has made an
outstanding contribution to the teaching, research, and dissemination of English-lan-
guage cultures throughout more than four decades of his academic career. His wide-
ranging interdisciplinary expertisein literary history, literary theory, art history and cultural
history has enabled him to work tirelessly to advance the cause of English studies,
Hungarian studies, early modern cultural history, and the humanities in general, both in
Hungaryandabroad. He has also devoted hisenergies to administrative, educational,and
academic tasks, as recognised by his Pro Facultate Philosophiae and Pro Universitate
awards: he was involved in the management of the Faculty of Arts as Vice-Dean, was
Director of the Institute of English and American Studies for a decade, and from 1988 he
was Director of the Hungarian and Central European International Studies Center. He was
elected president of the Hungarian Society for the Study of English for three consecutive
termsand in 2013 received the Ldszlo Orszagh Award, the highest distinction in English
Studiesin Hungary.He has gainedinternational recognition as aresearcher of the history
of esotericism. As a visiting professor at the Central European University and as a board
member of the European Society for the Study of English, he has also contributed to the
shaping of English Studies at the European level. He directed the PhD programme
“Literatures and Culturesin English” at the Doctoral School of Literature of the University
of Szeged and was an active participant in the management of four other doctoral pro-
grammes for decades. He has offered his vast international academic network to the

development of the humanities and intercultural research on numerous occasions.



In Antal Szerb's novel entitled 7he Pendragon Legend, Janos Batky, often quoted by
the addressee of this volume, says: " | am a Doctor of Philosophy, specialising in useless
information.” Well, we cannot discuss here the usefulness or uselessness of philosophy,
or the much debated state and crisis of the humanities today, but we hope that the
volume itselfis an answer of its own to the dilemma, since Endre Gyorgy Szényi inspired
generations—one might say left his mark, a seal on generations—through the way he
cultivated his discipline, as an academic, teacher, friend, role model and human being.

Wereceivedvaluable help from several people during the preparation of the volume,
and we express our gratitude tolldiké Sz. Kristof for helping us reach many of the authors
who contributed to the volume; Etelka Sz&nyi for the text editing and typographic works
and for her continuing flexibility; Katalin Bucsics and Réka Szarvas for taking care of the
footnotes. We are also grateful for the support provided by the dean of the Faculty of Arts
and Social Sciences, as well as the leadership of the Institute of English and American
Studies and the Literatures and Cultures in English doctoral program.

Szeged, 19 October 2022

Editors of the volume,
Attila Kiss, Agnes Matuska, Robert Péter
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HAMLET FELRESIKLOTT SZINHAZI KISERLETE?
EGY MONDAT FORDITAS- ES TUDOMANYTORTENETI KONTEXTUSBAN

ALMASI ZSOLT

A dolgozatban Hamlet egyetlen sordval, abbdl is két szdval fogok foglalkozni. Az angol
sor,, Thisisone Lucianus, nephew to the King!"' (3.2.239) Nadasdy Adam forditasaban igy
hangzik ,Ez itt Lucianus, a kirdly unokadccse™ (3.2.239.), ahol a kirdly” és az ,unokadcs”
szavakrafogokkulonosfigyelmet forditani. Latszdlag egy semmitmondd, ritkdn esziinkbe
jutd szovegrészlet ez, am — és emellett fogok a dolgozatban érvelni — természetfilozofiai
és forditastorténeti 6sszefliggésbe dgyazva a mondat izgalmasan befolyésolja a Hamiet
értelmezését. A dolgozat figyelmet fordit a korabeli kisérleti tudomany kialakuldsara,
tudomanytorténeti dsszefliggésekre, valaminta magyarforditasokrészleges torténetére,
azaz Kazinczy Ferenc, Arany Janos, EGrsi Istvan és Nadasdy Adam forditasaira.

Kezdjuk azzal, hol is hangzik el a mondat, ki mondja kinek, és miért? A sor Hamleté,
valdjaban tobben is hallhatjdk, hiszen a kirdlyi udvar jelenlétében beszél Hamlet. Mivel az
elétte levd sorokat kifejezetten Claudiushoz intézte, és nincs semmi okunk annak felté-
telezésére, hogy ezt pont nem hozza, nem a korilottik levd szereplékhoz intézi, valdszi-
nUleg a célkdzonség ugyanaz, mint az elézé soroknal. Ahol és mikorra a vdlasz a szinhdz-
a-szinhazban jelenet,amikor Hamleta,Gonzago meggyilkoldsa” cimd darabot adatja el
a szinészekkel. Az eléadas célja pedig, Hamlet-Nadasdy szavaival ,Szinhdzba hét / fogjuk
megq a kirdly bdntudatat” (2.2.600-601). A 2. felvonas utolso jelenetét lezdrd paros rim
kell6képpen rogzitia befogaddban, hogy egy szinhazi kisérletnekleszink tanui,amelynek
célja elfogni az egeret, a blindst, mint ahogy Hamlet el is mondja kdzvetlenUl a jeles
mondatelétt Claudiusnak, hogy a darab cime valdjaban ,Az Egérfogd” (3.2.232.). Hogyan
is mUkodik ez a csapdadllitas?

Hamlet terve az, hogy szinhazi kisérletében, kisérleti szinhdzaban létre hivja a multat
egy,amulthoz hasonld torténetet megjelenité darab segitségével. Mégpedig azzal céllal,
hogy elkapja Claudiust Uugy, hogy a létrehivott multbéli blntettel, gyilkossdggal feléb-

"' William Shakespeare, Hamiet szerk.Harold Jenkins, The Arden Shakespeare (London: Methuen, 1982).

Az idézett sorokra zarojelek kozott ennek a kiaddsnak alapjén utalok, ha nem jeldldm mashogy — A .

2 William Shakespeare, Shakespeare hdrom drdma: Hamlet. Szentivéndii dlom. Lear kirdly, ford.

Né&dasdy Adam (Budapest: Magveté Kényvkiadd, 2012), 110. Az idézett sorokra zérdjelek kozott ennek a
kiaddsnak alapjan utalok, ha nem jeldldom mashogy — A 7.

2]



22 Almasi Zsolt

ressze Claudius lelkiismeretét, ésaz eldrulja magat, hogy megdlte sajat testvérét,idésebb
Hamletet, a korondjaért és feleségéért. Olyan ez, mintha egy tesztnek, kisérletnek vetné
ald Claudiust. A kisérlet négy feltételezésen alapul. Az elsé az, hogy a szindarab képes ha-
tastgyakorolnianézdére;amésodik, hogy Claudiusnakvan lelkiismerete; a harmadik, hogy
a lelkiismeret-furdalés felébreszthetd; illetve, hogy Claudius blinds. A hipotézis egyfeld
esztétikai, szinhazesztétikai feltételezéseket tartalmaz, masfeldl pedig pszicholdgiai-teo-
l6giai elképzeléseket foglal magaban a lelkiismeret mibenlététilletéen, valamint egy gya-
nut, ami Hamletnek a Szellemmel folytatott beszélgetésének és sajét ,profétai lelkének”
kovetkezménye. Valdjdban a gyanu, a legutobbi hipotézis ontoldgiailag eltéraz el6zéek-
tél, amennyiben a kisérlet ebbdl indul ki, hasonldan minden kisérlethez, tudniillik egy
gyanubol, hogy van valami, amit nem lehet és szabad adottnak venni, hanem a kisérlet
altal tesztelni kell.

A megalapozott és sikeres kisérlethez azonban a hipotéziseken tul szikséges még a
kisérleti kortimények minél alaposabb kialakitdsa. A kisérlet elészor is annal jobb, minél
pontosabban célorientdlt —kérddre kell vonni a természetet, mert a természet nem fedi
fel konnyen a titkait, hasonldan a blinos lélekhez. Errél volt Hamletnek ideje meggyd-
z6dni, hiszen —ha hihetUink Ophelidnak —azidés Hamlet haldla és a szinhdz-a-szinhazban
jelenet kozott négy hénap telt el: ,Dehogy fenség, van az kétszer két hénapis” (3.2.126.).
Hamlet tehat, hogy minél célorientdltabb lehessen a kisérlet, megir és beszdr ,olyan tiz-
tizenkét sornyi szoveget” (2.2. 535.) az eredeti szbvegkdnyvbe.

Akisérlethez pedig kell egy megfigyeld, aki a kisérlet kozben megfigyelia tesztelendd
alanyt. Hamlet lesz természetesen a megfigyeld: ,Majd megfigyelem” (2.2.592.). Kulo-
nosen fontos itt, hogy Hamlet orvosi nyelvezetet alkalmaz a teszteléshez, hiszen az ,igy
teszem probara” (2.2.93) kifejezésben a ,probéra tenni” kifejezés angol verzidja medikus
mUszé. Az Il tent” (2.2.593.) orvosi tevékenységre utal, ahol a ,tent” ,olyan eszkdz,
amellyel egy sebet feltdrnak vizsgalat és kitisztitds céljiabdl.”

Egyetlen megfigyeld, kilondsen pedig az, aki érintett a kisérlet kimenetelét illetéen,
nem tudja akisérlet objektivitdsat biztositani, szikség van tehdt egy tovdbbimegfigyeldre
is. Hamlet kisérletében a mdésik, az objektiv megfigyel® Horatio lesz. Hamlet pedig pon-
tosanelismondja, milesz afeladatuk. Hamletigy instrudlja a laboratoriumi térsat: Kérlek,
amikor ez megy a szinen [a Gonzago meggqyilkoldsacimU szindarab—A.Zs],/ te minden
idegszaladdal figyeld / a nagybdtydmat / [..] /Figyeld nagyon" (3.2.78-80.). Hamlet és
Horatio tehdt rajta tartjdk a szemiket a kisérleti alanyon, majd a protokoll szerint a kisérlet
utdn egyutt értékelik a latott eseményeket: ,Utdna megbeszéljik, ki mit [&tott / a visel-

3 Shakespeare, Hamlet, 1982, 273, Harold Jenkins jegyzete az adott sorhoz.



Hamlet félresiklott szinhazi kisérlete? 23

kedésén" (3.2.86-87.). Ha a megfigyelt eldrulja magat, azaz a hipotézis bizonyitast nyer —
a kisérlet jol sikerllt, igazsdgot lehet tenni, a gennyedd sebet feltarni, és elkezdeni a tisz-
titasi folyamatot.

A szinhdzi jelenet nem csak azért értelmezhetd kisérletként, mert a szoveq aldta-
masztja ezt az olvasatot, hanem azért is, mert a kisérleti tudomdny megalapozasa ebben
azidészakbanindultel, kilonosen Shakespeare kortarsdnak, Francis Baconneka munkéas-
sdga révén Bacon 7he Advancement of Learning (1605) cim( mivében a tudomanyt
tudomanyterlletekre, résztudomanyokra osztja, hogy az elérehaladdsra lehetéséget te-
remtsen. Novum OrganumcimUmvében kidolgozza a kisérletezésen alapuld, rendsze-
res éskislépésekben haladd elméletalkotds, elmélettesztelés mddszertandt. New Atlantis
cfm, toredékes konyvében pedig a tudomanyos kutatds intézményesult voltat mutatja
be> Ebben az ¢sszefliggésben érdekes szemugyre venni Hamlet kisérletét.

KdzvetlenUl a szinhazi-laboratdriumi tevékenység végeztével maga Hamlet is Ugy
értelmezi, hogy a kisérlet jol sikertlt. A gyilkossagi jelenet utdn nem sokkal Claudius ide-
gesen felpattan, elhagyja a termet, és akkor l&tjuk viszont, amikor az égnek megvallja bU-
nét. Feloldozédsért ugyan nem kuzd, hiszen blinének gyimolcseirdl, a koronarol és
Gertrudrolnemtud, nem akar lemondani. Ha azonban jobban odafigyeltnk, a kisérletrd
kiderdl, hogy az eredeti tervektdl eltéré modon folyt le. A sziniel6adas mellett, azzal par-
huzamosan ugyanis Hamlet végig kommentalja a szinpadi eseményeket, és mindent
megtesz, hogy Claudius magéra vonatkoztassa a latottakat. A kérdés az, hogy Hamlet
miért beszél bele az eléaddsba?

A kérdésre nincs biztos vélasz, hiszen Hamlet nem indokolja tetteit. Viszont valdszi-
nUsithetd, hogy mivel Claudius nem arulja el magat a némajaték sordn, Hamlet raébred:
a kisérlet nem fog gyumolcsot, pontosabban gyilkost teremni. Hamletnek tehat nem
marad mas vélasztasa, mint hogy beavatkozzon a kisérlet menetébe. Egyik els, nyilvan-
valod beavatkozdsa az, hogy eldrulja a szinhazi eléadés céljat: az eléadés kelepcét 4llit az
egérnek, azaz a blndsnek. Sajnos azonban a vart a hatds elmarad. Claudius bizonyitja
szinészitehetségét. A masodik beavatkozds az lesz, hogy Hamlet kommentalja a gyilkos
szinre lépését. Ekkor hangzik el a fontos, meglatdsom szerint sorsfordité mondat:, This is
one Lucianus, nephew to the King!” (3.2.239). Az idézetnek két szava lesz szamunkra

4 Ehhezldsd Stephen Gaukroger, Francis Bacon and the Transformation of Early-Modern Philosophy

(Cambridge, UK-New York: Cambridge University Press, 2001); Paolo Rossi, ,Bacon’s Idea of Science,” in
Markku Peltonen, ed., 7he Cambridge Companion to Bacon(Cambridge, UK-New York: Cambridge Uni-

versity Press, 1996), 25-46.

> Rose-Mary Sargent, Bacon asan Advocate for Cooperative Scientific Research,”in Peltonen, Cam-

bridge Companion to Bacon, 146-71.
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fontos: a ,nephew’, vagyis ,unokadcs” és a ,king”, azaz kirdly’, ezek ugyanis annyibol
meglepdek, hogy megforditjdk a szinhdzi kisérlet értelmét. Bar a gyilkos és a meggyilkolt
uralkodd kapcsolata nem kerll emlitésre, valahogy magatol értetéddik, hogy testvérek.
Hamlet ugyanakkor a gyilkost, Lucianust az unokadccsel azonositja. A kirdly” sz pedig
azért fontos, mert eddig az dldozatra hercegként utaltak: ,duke”.

Afentkiemeltvaéltoztatdsok azért fontosak, mert ettél kezdve a szinhazikisérlet masrol
is szolhat, mint azt eredetileg Hamlet tervezte. Eddig a multat jelenitette meg, hogy a
gyilkosban felébredjen alelkiismeret, ettdl kezdve azonban a jovét is eldrevetitheti. A jo-
vOt, hiszen az unokadcs — kirdly kapcsolat Hamlet és Claudius kapcsolatdt is jeldlheti, en-
nélfogva pedig a betétdarabfenyegetéskéntis értelmezhetd: Hamlet,az unokadcs ezen-
nel megfenyegeti az egész udvar elétt Claudiust, a kirdlyt, hogy meg fogja 6lnif A nyflt
tdmadés pedig akdr fel is duhitheti Claudiust annyira, hogy elhagyja az el6adds termét.

Ebben az 6sszefliggésben érdemes megvizsgélni, hogy jeles forditdink miként adjék
vissza a sort, és vajon a magyar véltozat mit drulhat el a fordito elkotelezédésérdl, fordi-
tadstechnikdjarol, esetleg koranak kulturdlis, kultUrpolitikai beidegzédéseirdl. Kezdjuk Ka-
zinczy magyaritasaval. Kazinczy prézaforditdsdban a sorigy hangzik ,Ezt Lucidnnak hivjék;
Atyjafiaa'Hertzegnek’”Vagyisaz ,unokadcsbdl” atyafi’, a kirdlybdl” ,herceg”lesz. Miel6tt
tul hamar ftélnénk a forditasrdl, érdemes a szavak korabeli jelentésére koncentralni. Az
,atyafi’ széval kapcsolatban a Czuczor-Fogarasi szétarban ezt talaljuk:

ATYAFI, Szoros értelemben annyit tesz, mint velem egy atydtél nemzett fid, vagyis
fitestvér, [..] de ezen értelme mar végképen kiavult, s tdgasabban véve oly rokon, ki
vellnk egy nemzetségbdl szarmazott, vérrokon. Legtdgasabb értelemben a ségorok,
komdk is ide értetnek. Népies nyelven bardtsdgos megszélitasul hasznéltatik.®

Legszigorubb értelmében a testvérgyilkost latjuk Lucianus alakjdban, végsé értelemben
viszont akdrmelyik rokont, sét felebaratot is érthetjlk az ,atyafi” alatt. A gyilkos—édldozat
kapcsolata sem az idés Hamlet és Claudius, sem pedig Hamlet és Claudius kapcsolatat

©  Ehhezl4sd azaldbbi cikkeket: Allison K. Deutermann, ,'Caviare to the General'?: Taste, Hearing, and

Genrein Hamlet, " Shakespeare Quarterly62,n0.2 (2011): 230-55,https.//doi.org/10.1353/shq.2011.0019;
Paul Gottschalk, ,Hamlet and the Scanning of Revenge,” Shakespeare Quarterly24,no.2 (1973): 155-70,
https://doi.org/10.2307/2868854; Stuart Schneiderman, , The Saying of Hamlet,” SubStance3,n0.8 (1973):

77, https//doi.org/10.2307/3684281.

! Kazinczy Ferenc, Ki-oldi Jaszto-Szinje. Fisd kétet. Hamlet, 1. kot. (Kassa: Ellinger Janos, 1790), 76,

http://deba.unideb.hu/deba/kazinczy_muvei/text php?id=kazinczy_ford_4_k.

8 Czuczor Gergely és Fogarasi Janos, A magyar nyelv szotéra, 6 kot. (Pest: Magyar Tudorményos Aka-

démia, 1862), 1:223, http://mek.oszk hu/05800/05887/pdf/1kotet_1.pdf.
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nem szikségszerlen képezi le. Afenyegetés tehét része lehet az dllitdsnak, de nem szik-
ségszerlien ez az egyetlen értelmezésilehetdség. A  herceg” szo tovabb tavolitja a hely-
zetet a multtél és ajovotdl is. Miért forditja Kazinczy mégis igy a mondatot? Részben ma-
gyarazatleheterre,nogy nem angolbdl, hanem Schroder német forditdsabol dolgozott.”

Schréder forditdsédban az omindzus mondat eképpen hangzik: ,Das ist einer, Namens
Lucian, ein Neffe [unokadcs — AZs] des Herzogs [herceg — AZs]"'° Vagyis a ,herceg”
kifejezés a németbdl szarmazik, csakhogy az ,atyafi” nem szikségszerden, hiszen a Neffe”
egyértelmien ,unokadcs™-6tjelent. Ugy tdnik, mintha Kazinczy a Schroder tompftotta szé-
veget tovabb tompitotta volna. Schroder megtartotta az ,unokadcs” kifejezést, azaz a
hamletifenyegetést, viszonta, kirdly"helyett hasznalt ,herceg" titulussal visszalépett a mult-
béli torténet elmesélésébe. Kazinczy megtartotta a ,herceg’-et, hogy azaltal mozditsa a
multba a torténetet, mivel az ,unokadcs” szt elhomdlyositotta. Ezéltal Kazinczy fordftasa,
amennyire a német forrdsszoveq lehetévé tette, megmentette az eredeti kisérletet.

Arany Janos mas modon alakitja sajét forditasat. Ndla ezt taladljuk: ,Ez valami Lucianus,
a kirdly 6cese" Arany tehat a fenségnevek kozott rendet tesz, és a kirdly’-t visszaemeli,
azaznyilvanvaldan kirdlygyilkossag a tét. Azegyértelm ,unokadcs” helyettazonban csak
az ,0cs'-re utal, azaz mintha a rokoni kapcsolaton valtoztatva visszatérne a mult meg-
idézéséhez,akisérlet eredetiformajahoz. Miel&tt elhamarkodottan félreforditassal vadol-
nank, érdemes ismét megnézni, mit is jelent ez a sz6 Czuczor-Fogarasi szerint:

Az &cs jelent férfiaknal fiatalabbkorU férfi testvért, vagy rokont, pl. testvérdcsém, unoka-
ocsém. Szélesb ért. akdrmely ifjabb kora férfi, pl. az dtven éves ember a hatvan évesnek
ocscse.?

Hasonloan tehét az ,atyafi’-hoz, az ,6cs” jelentheti akér az ,unokadcs'-ot is, de nem szik-
ségszerden, hiszen a fiatalabb fittestvértdl a fiatalabb férfiig mindenkire utalhat. Igy
Aranyndl a kirdlygyilkossag lesz a téma, eltéréen a Gonzalo darab fenségnevétdl, a

 Kazinczy Hamietforditaséhoz lasd Fazekas Sandor, ,Az ezerarct hés: Kazinczy Ferenc Hamlet-

forditasardl,” Barka online . sz.(2018), http://www.barkaonline hu/esszek-tanulmanyok/6468-kazinczy-
ferenc-hamlet-forditasarol_ftnref6; Fried Istvan, Az érzékeny neokiasszicista: Vizsgaldddsok Kazinczy
Ferenc kordil/(Sétoraljatjhely: Kazinczy Ferenc Térs, 1996).

19 William Shakespeare, Ham/et, Prinzvon Diannemark: £in Trauerspiel in 6 Auizigen. Zum Behur des

Hamburgischen Theaters, ford. Friedrich Ludwig Schroder (Hamburg: Herold, 1777), 78, https://digi.ub.
uni-heidelberg.de/diglit/shakespeare1777/0084.

" William Shakespeare, Hamiet, dn kirdlyfiford. Arany Janos (Budapest: Akadémiai Kiado, 1961),401,
http;//digiphil.hu/o:ajom7-hamlettei.l.

12 CzuczorésFogarasi, Amagyar nyelvszotara 2:1154, http//mek oszk hu/05800/05887/pdf/4kotet_2.pdf.
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szinjaték azonban nem szikségszerlen jelenit meg egy esetleges jovébeli erészakos
cselekedetet. Lehetséges tehdt, hogy az eredeti szandékot tikrozd kisérletnek vagyunk
tanui, de ez az olvasat nem szikségszer(. A gyilkos személye maradhat homalyban, a
kirdlynak viszont kell meghalnia.

A 20-21.szézadi fordftasoknal és kiaddsokndl azonban mér egyértelmiibb a helyzet.
Azon tul, hogy az ,unokadcs” és kirdly” szavak kertilnek a szévegekbe, esetenként révid
magyarazatokat is olvashatunk. A Matura sorozatban megjelent kétnyelvd kiaddsban
ugyan Arany Janos forditdsa szerepel, de a kotet szerkesztdje, Fabiny Tibor a labjegyzet-
ben megjegyzi, hogy az angolban az ,unokadcs” szé szerepel ', EdrsiIstvan forditdsaban
JEz itt Lucianus, a kiraly unokadccse”* tovabbi magyarézat nélkiil. Nadasdy Adém for-
ditdsaban is ,Ez itt Lucianus, a kirdly unokadccse” (3.2.239.) szerepel. Nadasdy meg is
jegyzi, hogy az eredeti intencid megvaltoztatdsa esetleg azért torténik meg, mert lehet,
hogy ,Hamlet nem mer tul egyértelm célzast szinre vinni” illetve ,a gyilkossag mellett
mar a bosszu lehetdségét is felvillantja"'. Vagyis a mai forditésok visszahozzak az angol
verzié csalddi kapcsolatait és fenségneveit, hiszen a 20-21. szézadi forditoi gyakorlatban
azegyértelmljelentés ésa pontosforditas kivanalmai szerepelnek afordftdicélokkozott.
Eorsi Istvan és Nadasdy Adam is egyetérteni latszanak abban, hogy a forditénak kritikai
kiadasbdl, esetleg tobbdl kell dolgoznia.

Osszefoglalasul arra érdemes tehat felhivni a figyelmet, hogy Hamlet szinpadi-labo-
ratériumi kisérlete meglehetésen fontos és relevans a darab értelmezése tekintetében.
A szinhdzi laboratoriumi kisérlet, mikdzben harmonikusan illeszkedik a kora modern tu-
domanytorténeti folyamatba, amikor is megsziletik a kisérleti tudomany, egyszerre fel-
hiviaafigyelmetannakveszélyeireis.Hamlet a kisérlet megvaldsitasa kdzben, mintha job-
ban szeretné a tézist bizonyitani, mintsem hogy megtudja az igazsdgot. Tovabbd azt is
megmutatja, hogy annakellenére, hogy a kisérlet nem megfelel®en valdsult meg, hiszen
Hamlet menetkdzben beavatkozik, ezért szigoru értelemben nem igazolja a hipotézist,
mégis ettdl szinte figgetlendl a hipotézis még igaz is lehet. Az angol széveghben tehat
éppen az a fontos, hogy ne maradjon meg az eredeti hipotézis-kisérlet-kdvetkeztetés
sémabol semmi, hiszen maga Hamlet teszi ténkre ezt. Mindez pedig nem kdnnyiti meg
Hamlet dolgét, hanem pontosan arra helyezi a hangsulyt, hogy Ut- és szerepkeresésrél
is széljon a tragédia, és ezaltal kerllje el az egyszer( bosszUtragédia sémait.

13 William Shakespeare, Hamiet, dan kirdlyfi tragédiia ford. Arany Jénos, szerk. Fabiny Tibor (Budapest:

lkon, 1994).

14 William Shakespeare, Hamlet dan kirdlyfi tragédidja, ford. Edrsi Istvan (Budapest: Cserépfalvi Kiadd,

1993), 85.

15 Shakespeare hdrom drdma, 110.



EARLY MODERN POLITICAL THOUGHT:
FROM CIVIL REASON TO REASON OF STATE

AMIRA ALOUI

The present paper will be addressing the political philosophy of Raison d Etarthat started
to emerge in the early modern era, marking a transition, or rather a shift from the
Ciceronian political heritage of the republics and the city-states. The concept Reason of
State became the key word in the political literature of sixteenth and seventeenth cen-
turies continental Europe. The idea of the state, its origin, and forms started to become
recurrentin political theorists leading to the emergence of an extensive body of political
literature on the state, its reason, its secrets or what is known at the age as arcana imperii
With Reason of State, a new political philosophy started to take shape, one thatis radically
different from previous dictum, centring on the preservation of the state — the state of
the princerather than the people — erasing the latter'sagency and leading to the parallel
formation of the early modern subject, the legal or contractual subject.

REASON OF STATE AND MODERN POLITICS

The shift to Reason of State is probably due to absolutism and absolutist monarchy that
were prevalentinthe continent. Itis, thus, no surprise that the state and étatisme as such
have become central to the politics of early modern Europe. A new political language,
hence, started toemerge. Quentin Skinnerinthefirst volume of 7he Foundations of Farly
Modern Political Thought signals a shift in his analysis of early modern politics from
history to historical semantics to argue for the rise of étatismein early modern Europe:

The clearest sign thata society has entered into the self-conscious possession of a new
concept is, | take it, that a new vocabulary comes to be generated, in terms of which
the conceptis then articulated and discussed. So | treat it as a decisive confirmation of
my central thesis that by the end of the sixteenth century, at least in England or France,
we find the words “State” and I'Etat beginning to be used for the first time in their mod-
ern sense.!

"' Quentin Skinner, 7he Foundations ofModern Political Thought. Vol. 1: The Renaissance(Cambridge:

Cambridge University Press, 1978), .
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As Skinner shows, in the previous citation, étatismeand the art of politics or the state be-
came part of the collective (political) consciousness of early moderns?

Iwould like to start by demystifying the term despite its nuanced nature. The theory can
be defined in very simple terms. The locution was first used by the Italian Giovanni Botero
in Della kagion di Stato, who played a key role in rethinking étatismeand its reason:

Stateis a stable ruler over a people and Reason of State is the knowledge of the means
by which such a dominion may be founded, preserved and extended. Yet, althoughin
the widest sense the termincludes allthese, itis concerned most nearly with extension
than with foundation; for Reason of State assumes a ruler and a State (the one as artifi-
cer, the other as his material) whereas they are not assumed — indeed they are preced-
ed — by foundation entirely and in part by extension.’

The definition provided by Boterois to some extent the broadest and most accepted, or
in other words, the most neutral definition provided by contemporaries. Many early
modern theorists in the continent wrote on Reason of State, including Machiavelli,* Jean
Bodin,” Francesco Guicciardini Michel de Montaigne,” Justus Lipsius, George Buchanan,”
making the discourse all the more hybrid and the philosophy more mosaique-like. Each
offered a different conception of the theory.

Reason of State can be defined as the means which rulers seek to employ so as to
ensure the preservation of the state —in most cases tyranny —which is, in turn, the high-

> | talk further about the transition from Ciceronianism and civil reason to Reason of State and the

art of politics in my paper: “The Rotten State of Denmark’: The Discourse of Reason of State in Shake-
speare’s Hamlet," Polish Journal of English Studies 7, no. 1 (2021): 7-19, http://pjes.edu.pl/wp-content/
uploads/2021/12/PJES_7-1_1_Amira_Aloui.pdf.

3 Giovanni Botero, 7he Reason of State and The Greatness of Gities, trans. Parnela Joan Waley and
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4 Niccold Machiavell, 7he Prince, trans. George Bull (London: Penguin Book, 2019).
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est of all goods. Preservation is, hence, a key word. In Reason of State philosophy, the
state is mostly that of the prince and not of the people.

Theorists, chiefly, relied on the writings and translations of Tacitus — introducing,
therefore, early modern Tacitism. Turbulent political life on the continent explains therise
of Tacitism. Cornelius Tacitus was re-created and re-thought in the political thought of
early moderns, associating him with absolutism and tyranny. Ferenc Horcher argues:

The term Tacitism does not relate to the historical figure of a Roman author with that
name, but refers to an early modern, late humanist intellectual “fashion”, which had
such a dominant influence, and the name of the concrete author was only used here
as a label, as an argument of authority [..] this term referred to that political literature
which appeared in the period after the Renaissance, “in which the forbidden name of
Machiavelli was replaced by that of Tacitus, who was not at all problemless, but who
was regarded acceptable according to contemporary court standards.""”

The concept of Reason of State was problematic to some extent. The shift from repub-
licanism and Ciceronian politics and the introduction of the new understanding of
politics was controversial. Maurizo Viroli poses the question “which reason is Reason of
State?”, and says:

If we go back to the question that | raised at the outset of this paper, namely why po-
litical philosophers constructed and put into use the locution ‘ragione di state’, we can
answer that they did it because they needed a new concept of reason apt to excuse
deroganons from moral and civil law imposed by the necessity to preserve or expand
states understood as dominions [...] It marked the beginnings of what has been aptly
called ‘the politics of the moderns’ as opposed to ‘the politics of the ancients’, that is
the view that politics is simply the art of pursuing, securing, expanding power, not, as
the ancients and their naive humanist followers seemed (or pretended) to believe, the
art of founding and preserving a republic. Whether the transition from the former to
the latter conception of politics should be regarded as an intellectual progress or as a
decay is a highly contested matter, but it cannot be denied that the transition did in-
deed take place; and it began when those two words, reason and state were put to-
gether."

10
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GiovanniBotero,acontemporary, prefaces his Reason of State with the following remark:

In Recentyears I have been obliged by various circumstances to make journeys, both on
my own account and in the service of friends and patrons, and to frequent, more than |
should have wished, the courts of kings and great princes, in Italy and beyond the Alps.
Among the things that I have observed, | have been greatly astonished to find Reason of
State a constant subject of discussion and to hear the opinions of Niccolo Machiavelliand
Cornelius Tacitus frequently quoted: the former for his precepts relating to the rule and
government of peoples, the latter for his lively description of the arts employed by the
Ermperor Tiberius in acquiring and retaining the imperial title of Rome.'

Reason of State has not been unproblematic to its contemporaries. Its ‘immorality’ has
beendenounced by manyauthors,including Giovanni Botero. However, ithad been wel-
comedas progressive by many theorists, including Francesco Guicciardiniand Justus Lip-
sius, especially for its departure from the ethical aspect of the civil reason of republican-
ismn and the art of the city. Other theorists, including Jean Bodin, note the radical shift of
the new political discourse without rejecting. The latter rather point to the inevitability
of politics. Richard Tuck notes in this regard the following:

But all that changed decisively during the 1570s: a new kind of humanism became a
central and familiar feature of the intellectual landscape. Like all humanisms, this one
had its classical texts; in place of Cicero it put the stylistically and morally objectionable
figure of 7acitus [..] No other Roman writer was such a sceptical and disenchanted
commentator on political events. By clearly liberating itself from the model of Cicero,
it also disentangled itself from some of the problems which Machiavelli had found."

The new understanding of politics was controversial. To understand the nuances of this
controversy, one can turn to the arts, and especially to the drama. Theorists of Reason of
State wrote their advice to rulers in the light of the new transition, participating in the
political genre advice-for-rulers, also known as mirror-for-princes — a metaphor that has
been employed in Ham/et!'* The protagonist produces a play that, he claims, shows the
mirror up to Claudius’ conscience —an illegitimate ruler, yet the perfect prince according
to Reason of State theory. Comparing medicine to political science and examining how

12 Botero, Reason of State xiil.

13 Richard Tuck, Philosophy and Government 157.2-1657(Cambridge: Cambridge University Press, 1993).

" William Shakespeare, Hamlet eds, Ann Thompson and Neil Taylor (London: The Arden
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the science of Reason of State started to impose itself in early modern political thought,
Peter Burke remarks:

Political behaviourwas generally considered tofollow rules or principles, so that it could
be reduced to maxims or ‘aphorisms'’ (a term associated with the ancient Greek physi-
cian Hippocrates and so an extension of the medical metaphor). Like the rise of the
reason-of-state genre itself, this work suggests that a serious attempt was being made
to put the study of politics on a sound empirical basis by collecting detailed observa-
tions in a systematic manner, as was being done in medicine, botany, astronomy, and
other disciplines [..]"°

by doing a quick survey on the dramas written and performed at the time, it would be
easy to notice that theatre landed itself on the discussion of Reason of State. The
tragedies were devoted to infamous rulers in history, often discussed in the Annals. The
term Tragedy of the State, hence, would not be an exaggeration.

TACITISM AND THE NEW HUMANISM

As I have mentioned above, early modern politics relied on the translations of ancients,
including Tacitus Cornelius. An extensive body of political literature started to emerge,
negotiating contemporary politics, based on Roman history, especially the history of the
republicsand city states.'® Cornelius Tacitus became the protagonist of early modern po-
litical philosophy, hence the emergence of early modern Tacitism.

Pre-reason of State politics was understood as the art of preservingthe state without
eclipsing the pursuit of virtues, justice, and equity. The Ciceronian tradition, or in other
words, the Christian humanist discourse can be merely defined as ‘ruling’ or governing
"selon raison et selon justice"” It relies on a repertoire of maxims that ensure liberty and
the freedom of the subjects, as they have always been in the city republics. The rise of
Tacitism, however, marked a shift from the Ciceronian traditional framework that started
waning with the earlier Elizabethan republicanism and ended with Jacobean politics.

Similarly to Reason of State, Tacitism and the argument of absolute authority were
controversial. On the one hand, theorists like Francesco Guicciardini encourage the ex-

15 Peter Burke, "Tacitism, Scepticism, and Reason of State,”in J. H.Burns and Mark Goldie, eds, 7he Cam-

bridge History of Political Thought 1450-1700(Cambridge: Cambridge University Press, 2008), 477-98.

16" Jtalkabout Tacitism in more detailsin my paper entitled “Free, equal lords of the triumphed world

Cornelius Tacitus and George Buchanan in Ben Jonson's Sejanus His Fall,” 7he £SSE Messenger 30-2
(Winter 2021): 18-27.

17" Proverbial reference to ruling or governing according toreason and justice.
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treme brutality of the new political theory: “If you want to know what the thoughts of
tyrants are, read in Cornelius Tacitus the last conversations of the dying Augustus with
Tiberius”and that Tacitus “teaches those who live under tyrants how to live and act pru-
dently;just as he teaches tyrants ways to secure their tyranny.”'®*On the other hand, theo-
rists like Giovanni Botero rejected it as radical:

Among the things that | have observed, | have been greatly astonished to find reason
of state a constant subject of discussion and to hear the opinions of Niccold Machiavelli
and Cornelius Tacitus frequently quoted: the former for his precepts relating to the rule
and governments of peoples, the latter for his live description of the arts employed by
the Emperor Tiberius in acquiring and retaining the imperial title of Rome [..] | was a-
mazed that soimpious an authorand so wicked a tyrant should be held in such esteem
that they are thought to provide ideal examples of the methods by which states be
governed andadministered;and lwas moved toindignation ratheramazementtofind
that this barbarous mode of government had won such acceptance.'”

THE CONTRACTUAL SUBJECT: SUBJECT FORMATION/EROSION

Afterexamining Reason of State and Tacitism separately, lwouldlike to examine the legal
subject of the early modern state. The emergence or formation of the subject is parallel
to that of the modern state, being its correlate. The two are not aetiological, that is, the
subjectand itsformation are nota “product”,a construct, of a certain con/text. Rather, the
modern subject (and its formation) is a correlate of the emergence of étatisme, or the
modern state and vice versa, that can be traced back to the early modern political
thoughtwith the city republics and the politico-philosophical discourse of Raison dErat™
towhich subjectivity is central. The understanding of the subject has been “reconstruct-
ed” along with the emergence and the radical transformation of early modern politics,
and particularly the emergence and equally the formation of the modern state.

18 Guicciardini, Maxims, 44, 45.

19 Botero, Reason of State xiil.

0" |am not claiming that the political and philosophical thought of the state started only in the early

modern era. It can be traced to the texts of the ancients (Aristotle, Cornelius Tacitus, Livy, and others) as
Iwill be showing later in this part. However, my concern is to address the early modern discourse of the
state, which led to the conception of the modern state, similarly to the concept of the subject that
started to emerge with that, viz dependently, of the modern state. An analysis of the subject cannot be
achieved independently from that of the state, its big Other in Lacanian parlance.
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As | have shown earlier, Botero defines the state as “a stable ruler over people”, a “do-
minion"?' to be preserved and/or extended. Reason of State, in this regard, is concerned
with its own preservation, over or in contrast to,as in Ciceronian civil reason, the interests
of the people, its subjects, and the common good. It departs from an understanding of
the state as a res populj the re/public of and for the people, the state as a social contract,
i.e. a consensus that serves the interests of the people and the vox popu/i Civil reason
and similartheories of the avant /ia lettreétatisme have been eclipsed, or rather, the “mor-
al"foundations forming the essence of the social contract have been finally regarded as
unrealistic, paving the way to Hobbes's state as the Leviathan.?

Politics is no longer understood as the “art” of preserving a decent political life for its
subjects through justice and equity. Politics becomes the science of uniquely preserving
the state by any means, the state ofthe prince. It is no longer seen as the “science” of
preserving or protecting a community of “men” living together in justice, that is reason
in the sense of recta ratioin agibilium and ratio civilis.

Since the 13th century, when a recognizable language of politics re-emerged, politics
held the monopoly of reason: ruling in justice, shaping just laws, framing and preserv-
ing good political constitutions were, in fact, regarded as the most genuine achieve-
ments of reason. Politics was the exercise of reason in counselling, deliberating and
legislating to preserve a community of men living together in justice — reason in the
sense of recta ratio in agibilium and ratio civifis [..] Politics teaches how to rule the
inhabitants of a kingdom and a city (ville) and a people and a commune, both in times
of peace and war, according to reason and justice.”

The state, therefore, becomes or can be defined as a dominion over people, as essentially
and by definition oppressive, violent, and seeking to maintain its preservation through
force — material or other. Reason of state philosophy articulated the idea that the state
originates in violence. Guicciardini, in a Hobbesian logic, argues:

Since the majority of men are either not very good or not very wise, one must rely more
on severity than on kindness. Whoever thinks otherwise is mistaken. Surely, anyone
who can skillfully mix and blend the one with the other would produce the sweetest
possible accord and harmony. But heaven endows few with such talents; perhaps no
one. [.] Polemical power cannot be wielded according to the dictates of good con-

21 Botero, Reason of State, 3.

22 Thomas Hobbes, Leviathan or the Matter, Forme and Power of a Common-wealth Ecclesiastical

and Civifl(London: Andrew Crooke, 1651).

3 Viroli, From Politics to Reason of State, 68.



34 Amira Aloui

science. If you consider its origin, you will always find it in violence — except in the case
of republics within their territories, but not beyond. Not even the emperor is exempt
from this rule; nor are the priests, whose violence is double, since they assault us with
both temporal and spiritual arms.*

This is how subjects are perceived in the philosophy of reason of state. They are con-
quered enemies rather than a community of people formed for the cornmon good of
each 'individual’. Guicciardini and other reason of state theorists including Bodin and
Lipsiusgofurther by arguing that subjects should submit to the power of étatisme, to the
ruler,and even totyrants.Ben Jonson's play Sejanus His Fallprovides an example, examin-
ing the question whether subjects should rebelagainst a tyrant or obey one. Guicciardini
replies to the same question by saying:

Waste no time with revolutions that do not remove the causes of your complaints but
that simply change the faces of those in charge. For you will still remain dissatisfied. To
take an example: what good does it do to rid the Medici of Ser Giovanni da Poppi, if he
is replaced by ser Bernardino da San Miniato, a man of the same quality and calibre.

And,

If you live under a tyrant, it is better to be his friend only to a certain extent rather than
be completely intimate with him. In this way, if you are a respected citizen, you will
profit from his power — sometimes even more than do those closer to him. And if he
should fall, you may still hope to save yourself.

Reason of state, hence, is that of preservation, rule, and control, not of subjects. George
Buchanan's understanding of the law can be regarded as a dissenting voice to contem-
porary political theory. Buchanan denounces reason of state altogether and introduces
instead a naturalisticapproachtolawand espouses aradical theory of popular sovereign-
ty.In his De jure regni apud Scotos, Buchanan sketches his theory of popular sovereignty
and rule arguing that no person/subject in the state, including princes, should be above
the law, which people through their representatives, enact:

B. — The law then is paramount to the king, and serves to direct and moderate his
passions and actions.

M. = That is a concession already made.

4 Guicciardini, Maxims, 53-4.

% Guicciardini, Maxims, 54, 66.
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B.—Is not then the voice of the people and of the law the same?
M. —The same.

B.— Which is the more powerful, the people or the law?

M. = The whole people, | imagine.

B.— Why do you entertain that idea?

M. — Because the people is the parent, or at least the author of the law, and has the
power of its enactment or repeal at pleasure.”®

With the formation of the modern state and emergence of the reason of state philoso-
phy, the political subject becomes erased. An account of subjectivity is not possible with-
out an analysis of étatisme. The formation of the two goes hand in hand. The notion of
agency and erosion of the subject is central to the analysis of Reason of State. Reason of
State centres on the subject — by erasing it, pushing it back to the margin forits own pre-
servation. The early modern subject protested against its own erosion; Bolingbroke in
Richard llprotests: “What would you have me do? am a subject,/ And | challenge law."*/

%6 Buchanan, De Jure, 67-8.
77" William Shakespeare, Richard /i, ed. Stanley Wells (London: Penguin Books, 1997), 2.3.137-38.






MULTIMEDIALITY AND THE NARRATIVE ARTWORK OF FAITH RINGGOLD

IREN ANNUS

MULTIMEDIALITY AND CULTURAL REPRESENTATION

In one of his seminal essays on culture and representation, Gyorgy Endre Szényi outlines
his basic premise on the mediality of culture." He departs from Clifford Geertz's definition
that views culture as “the ensemble of stories we tell ourselves about ourselves” and argues
that through storytelling we construct ourselves as individuals as well as express our sense
of belonging to a community, one that is able to understand and interpret our stories. He
proposes that culture operates as a symbolic system which is constituted as “social practice
by which a community constructs, interprets, and represents its own identity."”

Through a wealth of examples taken from Greek antiquity to postmodernity, Szényi
illustrates that cultural representations may be expressed through various forms of media
and that they are thus “tendentiously multimedial and intermedial.” Initially employed
as a popular term in the digital world, multimediality acknowledges the complexity of
communicationinterms of forms of content that are integratedin various constellations
—therefore, it crosses traditional boundaries between various methods of artistic creation.
Traditionally, notes Mitchell, Western literary theory has been “resolutely iconoclastic, that
is,antipictorial,antivisual, antispatial, even, at the most general level, antimimetic." Multi-
mediality, however, undermines this rather bleak position by recognizing that "verbal
storytelling can be substituted or completed, or contested by pictures, gestures, dance,
music, or by a number of other media in an infinite variety of combinations.”

This study focuses on the narrative quilts of Faith Ringgold, an Afro-American artist,
whosealternative and subversive creations combine text and image, words and pictures,
to convey a story, a narrative, to the reader/viewer. The paper first introduces the artist
and the trajectory of her artistic development, with particular attention to her fiber art
and its use in a multimedia setting. The second part of the paper focuses on her very first

' GyorgyEndre Sz8nyi, "The Mediality of Culture: Theories of Cultural Representations”, KON Journal

of lconographic Studies / Casopis za ikonografske studjje7 (2014): 73-84.
2 Ibid, 74.
> Ibid.
4 W.J.T. Mitchell, “Space, Ideology, and Literary Representation,” Poetics Today 10,no. 1 (1989):91.

> Sz6nyi, "The Mediality," 74.
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narrative quilt, Who’s Afraid of Aunt Jemima (1983), with a concern about how various
artistic traditions and forms have been incorporated to formulate a cohesive narrative, one
that breaks away from racist and sexist distortions of mainstream practices of marginaliza-
tion, giving her both voice and visibility as an Afro-American woman and artist.

FAITH RINGGOLD AND HER FIBER ART

Ringgold was born in 1930 in Harlem, New York City, a place she called home for most
of herlife.Her childhood there was not onefilled with experiences of deprivation, poverty
and violence, but rather with memories of a safe home of comfort in the middle of this
vibrant Afro-American culturalhub. She took to drawing at a very young age, particularly
when she had to stay home from school because of herasthma, soit came as no surprise
that she decided to study art 6 She received both her BAand MA degrees in art education
from the City College of New Yorkin 1955 and 1959, respectively. She started painting to
supplement her salary as a teacher: her classical landscapes, such as Untitled: Province-
town 3from 1958, a cubist harbor scene depicting the town where she would summer
with her two daughters, and her still lifes, such as 7he Artist’s Studliofrom 1948, were all
scenes conceived in the tradition of the great European masters that she had been ex-
posed to through her education. However, events in the streets of Harlem during the
Civil Rights Movement prompted herto paint what she experienced asan Afro-American
woman. Asaconsequence, in 1963 she started her very first series by the title 7he Ameri-
can People(1963-67), which problematized social and economic tensions that divided
Armerican society so deeply during the 1960s. In addition, she also engaged in political
activism, first fighting for racial recognition, which then shifted into struggle for Black
women's equality by the 1970s.

Her education in classical painting motivated her to tour the grand art museums in
major European cultural capitals, such as Paris, Rome and Amsterdam, where she could
appreciate many of the original paintings she was asked to copy as a university student.
Hervisittothe Rijksmuseumin particular left a lasting mark on her art: it was there in 1972
that she encountered Thangkas for the first time. These were roll-up Buddhist paintings
on silk surfaces from Tibet, used during meditation. Inspired by these soft images,
Ringgold decided to abandon regular solid frames for her canvas paintings and employ
fabric borders as frames instead. This was her initial step towards adopting fabric in u-
nique and creative ways in her hallmark art — which was a material very close to her heart.
Her mother was a sought-after dress designer and seamstress, so Ringgold not only

© Lisa Farrington, Faith Ringgold (San Francisco: Pomegranate, 2004), 12.
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learnt how to sew from her, but also grew up witnessing her creative ideas taking shape
through the medium of fabric.

Ringgold's later tripsin 1976.and 1977 took herto West Africa, which not only provid-
ed her with further ammunition to enrich her art, but also contributed to her “personal,
intellectual and spiritual liberation.”” By then, she was spurred on by her African cultural
heritage: she had been engaged in producing wooden masks, inspired by the sacred Dan
masks worn by men during ritual performances and festivals in Liberia. The shapes, the
highly stylized, geometrical forms, flat planes of natural colors and muted tonality em-
ployed on African masks had a lasting impact on Pablo Picassoand Cubism as early as the
1900s, a fact of which Ringgold was keenly aware. However, she wished to return to the
original craft of creating masks to deconstruct, transform and appropriate these objects
so that they could be metamorphosed in the American context. When making the
masks, in addition to painting, she also applied raffia, beads and appliqués as decoration
and often attached dresses to them which she designed in collaboration with her moth-
er. As a result, Ringgold was able to create complete personas with marked gendered
identities, such as her series of Women’s Liberation Talking Masks (1973-89), which she
would then integrate into her performance art.

In parallel, she also experimented with textilesin anotherart form: sculpture. Thisform
of expression has been associated primarily with hard physical materials in the West —
such as different kinds of stones, especially marble or granite, and metals, particularly
bronze —and has been reserved for the male artistic realm perhaps even more than any
of the other visual art forms. Ringgold challenged this artistic practice through her life-
size soft sculptures of people —which may also be conceived as enlarged textile dolls that
women would create for their daughters to play with. At the intersection of traditional
masculine art and feminine craft, she subverted male-dominated ritual practices.

In addition to exhibiting these pieces, Ringgold also included them in various perfor-
mances she staged: by combining different media — such as her images, masks turned
into masquerade and soft sculpture, with Afro-American music and improvised African
dance movements — within the same production, she created truly multimedia art per-
formances through which she could tell her stories. The very first of these masked perfor-
mances, as Ringgold called them, was held in 1976, entitled 7he Wake and Resurrection
of the Bicentennial Negro. It was a 30-minute-long enactment of the funeral of two
African Americans, embodied by two life-size soft sculptures dressed in black, delicately

7 Iren Annus, “The Unheroine: The Figure of the Spinster in Doris Lessing's The Trinket Box," in Nora

Sellei and Jack Waudby, eds., She’s Leaving Home: Women's Writing in English in a Furopean Context
(Bern: Peter Lang, 2011), 58.
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decorated with white beads and black tassel fringe. The deceased figures were Buba, a
man who had died of a drug overdose, and his wife, Bena, who had then died of grief?
Theactorsinthis ‘improvisational performance” were all volunteers who were instructed
tocreate dialoguesfitforthe specific scenario as well as to engage in movements to gos-
pel music by Aretha Franklin playing in the background. Authenticity was also lent to the
performance by the setting, which was a church building.

Through the theme of drug exploitation, this performance portrayed the conditions
of Afro-Americans in the US after two centuries of racism and marginalization: the self-
destruction that comes with a lack of recognition and the resultant psychological strug-
gle that drives the historically also emasculated Afro-American men to engage in crime
and substance abuse that causes their premature death — which Ringgold must have
known about first hand as she had divorced her jazz musician husband because of his
drug addiction. This is how, in this performance, the social and political narratives inter-
sectwith hervery personal story. The understanding of true love and enormous pain felt
by the departure of her beloved husband breaks the heart of the wife who dies after him
- not just symbolically, but also literally. This folkloric storyline of mythical dimensions
functions as a counter-narrative to stereotypical portrayals of African Americans, rooted
intheinstitution of slavery, aslacking in commmitment, maturity and long-term emotional
devotion that the institution of marriage in Western societies presumes. This specific
mask performance, thus, was a direct exposition of and attack on the long history of rac-
ismin the US.

THE MULTIMEDIALITY OF NARRATIVE QUILTS

Ringgold's recognition of the power of patriarchy not only within the white American
community, but also the Afro-American one triggered her involvement in activism for
Black women’s equality. Her Afrofemcentrism? was perhaps most pervasively conveyed
and systematically expressed in her story quilts, described as herimage/text narratives.
In these art pieces, Ringgold drew specifically on Black culture and portrayed her own
Afro-American female experience as intersecting with the collective experience and

& Faith Ringgold and Josephine Withers, “Faith Ringgold: Art," Feminist Studlies6, no. 1 (1980): 208,

accessed June 11,2021, https://www jstor.org/stable/3177658.

° Itisaterm defined by Freida Tesfagiogris as expressing “a state of consciousness that asserts [Afro-

femcentric artists] race, sex and artistic ability, the three major entities of existence which direct [their]
lives and work.” Freida High W. Tesfagiogris, “Afrofemcentrism and its Fruition in the Art of Elizabeth
Catlett and Faith Ringgold,”in Norma Broude and Mary D. Garrard, eds., 7he Expanding Discourse: Femi-
nism and Art History(New York: Routledge, 1992), 474.
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history of Afro-American womenin general. As Finley asserts, “the quilt became a palette
on which Ringgold not only shares her talent as an artist, but also her experiences as a
blackworman."'’ She expandedthe conceptof herfiber-framed canvas paintings to using
quilts as the basic surface upon which she could experiment with various art forms. The
multiplicity of cultural relevance of quilt and quilt-making bound her to this art form
which then became her trademark for many years to come.

The quilt as a quintessential segment of American folklore has carved its place in the
sharedimagination. However, it has been a widespread craft with a substantial history of
many centuries. The oldest patchwork, an Egyptian bed canopy of colored leather
squares, is dated to 980 BC.'" A rich quilt collection in the Victoria and Albert Museum?
in London displays quilts from the Middle Ages from India, the Far East and Europe,
where it appeared around the 12-13" centuries. Quilts, which contained a basic sheet,
upon which some filling was placed with a decorative top layer, stitched together for
decorative purposes as well as for keeping the filling in place, were quite popular at the
time. The patchwork method was frequently employedin making bed covers, but earlier
examples show evidence that other methods, such as stuffed quilting, were also in use
in preparing warm and beautiful pieces of clothing — which probably developed from
quilted armorthat had become quite common in Western Europe by the 14" century' —
as well as wall hangings, such as the Tristan Quilt “from 13™-century Sicily [..] depicting
14 scenes from the medieval legend of Tristan and Isolde - lively depictions of battles,
ships and castles.' In the fashion of the famous Bayeux Tapestry, some sections also
contain inscriptions in addition to images, to clarify the storyline.

It may come as no surprise, then, that many cultural groups have laid claim to trans-
planting quilting to what would become the US, including the early settlers from the
Dutch Republic and the British Isles, all of whom brought with them their textile tradi-
tions."” It came to maturity in the second quarter of the 19™ century, when a unique
American quilting style started to emerge, characterized by a block style and appliqué

10 Cheryl Finley, “Visual Legacies of Slavery and Emancipation,” Ca/ia/oo 37, no. 4 (2014): 1031.

" Elsie S. Roberts et al, 7he Quilt: A History and Celebration of an American Art Form (Minneapolis:

Voyageur Press, 2010), 16.

12 “An Introduction to Quilting and Patchwork," Victoriaand Albert Museum, London, accessed March
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13 Roberts, 7he Quilt 20.

14" "An Introduction to Quilting.”

15 Certaingroups, such asthe Amish and the Latter-day Saints, are known for their quilt-making even today.
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design, along with special design elements, such as the Star of Bethlehem.'® American
genre paintings, such as Edgar M. Ward's /he Quilting Party(1892), stand witness to the
popularity of quilting parties at the time, a favored social engagement for women who
gathered to work on a quilt, while also chatting and enjoying drinks together. Some of
the depictions, such as John L. Kimmel's 7he Quilting Frolic (1813) and Henry Bacon’s
Quilting Party(1872) attest to how young men, potential courters, were also allowed to
frequentthese partiesin case youngwomenwerealso present. Probably today's quilting
circles, guilds and national societies also evolved out of this tradition.

Until recently, however, this craft had been associated with white women,'” and Af-
rican American quilt-makers "have been rendered doubly invisible: by both dominant
racist social discourses and masculinist black discourses.""® This was the case even if the
quilt reflected very different traditions'® and experiences, such as some of the pictorial
quilts produced by former slave Harriet Powers, which clearly integrate African fable sto-
rytelling traditions through panels that portray groups of animals, but alsoinclude panels
depicting episodes from the life of Southern slaves told through figurative representa-
tions.”% Asfaras we know, Faith Ringgold's great-great-grandmotherwas also a Southern
slave and quilt-maker, fromwhom the craft was passed down from generation togenera-
tion, until finally Ringgold also learned the art from her mother.?' For Ringgold, this per-
sonalfamily tradition binding generations togetherwas notonly anintimate experience,
but also a tool through which to make the personal political and the political personal
and to start claiming double visibility by transforming a traditional craft done in the pri-
vate, domestic space into what is now regarded as proper contemporary art on display
in public galleries and museums.

With this subversive act of countering racist and sexist practices of representation, she
also joined an emerging community of Afro-American women writers, such as Alice

16" Roberts, 7he Quilt 31.

7 1bid, 34.

18 Hertha D. Sweet Wong, Picturing ldentity: Contemporary American Autobiography in Image and

Text (Chapel Hill: The University of North Carolina Press, 2018), 197.
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see Floyd Coleman, “The Importance of Decorative Arts in African American History: Foreword,” in
Jacqueline L. Tobin and Raymond G. Dobard, eds., Hidaen in Plain View: A Secret Story of Quilts and the
Underground Raflroad (New York: Anchor Books, 2000), 5-6.

I Faith Ringgold: Tell It Like It Is, directed by Louise Lockwood (2019; London: BBO), https//vimeo.
com/376453995.
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Walker, Toni Morrison, Phyllis A. Perry and Phyllis Lawson, who not only returned to the
theme of quilts and quilt-making in some of their works to signify the creative energies
of womanhood and the power of united sisterhood, but also employed it as a narrative
technique, a method to collect and connect loosely related episodes, stories and frag-
ments of experiencesintoacohesive storyline, thus creating texts which Elaine Showalter
describes as "verbal bedcovers."# In fact, in everyday use the quilt may operate as a vehi-
cletore-collect memoriesand re-connect with people who engagedin making the quilt
orwhose items of clothing provided the scraps forit. Narrating the quilt as the eyes of the
beholderwanderaround the surface integratestwo media, the visual and the verbal bed-
covers, with the quilt functioning as memorabilia.”* As for literary works of art, Ringgold
wasinspired by Walker's 7he Color Purple(1982),and, through the strategy of interartistry,
she engaged in a dialogue with the novel when completing her piece entitled 7he Pur-
ple Quilt (1986). It combines quotations from the novel with imaginary portraits of the
characters — portraits which these characters would not have had the privilege of having
had done otherwise. Through this quilt, Ringgold was able to expand the base forinter-
artistic dialogue with other Black women artists, confirming and validating common de-
nominatorsinthe shared experiences of Afro-American women andtheir narrative repre-
sentations.”

When Ringgold originally turned to using complete quilts in herart, which were often
80-90inchesin size, she used the patchwork quilt as the canvas upon which she painted
her images. The first of her quilt paintings was 7he £choes of Harlerm from 1980, which
was also the last project on which she collaborated with her mother. An acrylic painting
on textile, it contains 30 face portraits, each representing different ages, genders, skin
complexions and facial expressions that capture the way residents respond to life in
Harlem. The arrangement of the portraits in the middle in a rectangular shape and then
in rows on all four sides of the quilt with corner pieces reflects one traditional design
pattern that many quilt-makers employed.

Ringgold soon expanded her artistic engagement and started to supplement her
images with texts, through which she was able not only to share her story, but her ver-
sionofthe story, ultimately challenging and subverting traditional mainstream American

22" Elaine Showalter, “Piecing and Writing,” in Nancy K. Miller, ed,, 7he Poetics of Gender(New York:

University of Columbia Press, 1986), 187.
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* Margaret M. Dunn and Alice Morris, “Narrative Quilts and Quilted Narratives: The Art of Faith
Ringgold and Alice Walker,” Explorations in Ethnic Studies 15, no. 1 (1992): 29.
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narratives of the Afro-American past. Farrington described these narrative quilts as “acrylic
paintings that are quilted, cloth bordered, and accompanied by original storybook nar-
ratives, written directly onto the canvas."® Her first story quilt, which integrated image
and text, was her widely acknowledged Who’s Afraid of Aunt Jemima (1983), a title that
immediately relates to three cultural products: a nursery rhyme about fear and the big
bad wolf, a drama by Edward Albee which integrates the name of Virginia Woolf into the
title, and the subversion of this by replacing her name with that of Aunt Jemima, anicon-
icfigure of stereotypical representation as well as of economic and social exploitation of
African American women. Albee once said that the title of his 1962 drama, Who's Afraid
of Virginia Wolf? means "who's afraid of living without false illusions.”® Ringgold's title
playsonnamesand asks the same question with reference to the status of Afro-American
wonmen in particular: who's afraid of living without false illusions about them?

Although this piece is a story quilt, only the text carries the narrative content, while
the imagery only includes bust portraits of the various characters that appear in it. The
images are therefore not the visual articulation of the storyline on their own. The text is
hand-written in vernacular Black English on white sheets of fabric, each a quilt panel,
placed next to painted portraits of the characters, arranged as if on two pages of an open
book. Each new pair of pages is lined up below the previous two pages in two columns.
The pages of the text are numbered, but the images are referred to in the text like figures,
identified by letters of the alphabet. The pages which are arranged in a rhythm that out-
lines arectangular central area on two sides, are to be read on the right and then on the
left, from top to bottom, and the last page is located in the middle at the bottom of the
rectangle. The title of the story quiltis in the very middle, right above the portrayal of the
central character, Aunt Jemima. Except for three of them, the portraits in the middle
section appear with a yellow background, while the frame includes portraits only with
a dark background, which alternate with squares that are traditional geometrical quilt
patterns. Arather narrow fabric edge completes the composition. In addition to the nine
pages that include the narrative, two squares also contain the words "only you can pre-
vent”and "break your match” - potential words of encouragement to other Blackwomen
feeling trapped in a web of social deprivation.

Ringgold thus produced a patchwork quilt which provided the basis forthe visual and
verbal appliqués. Sellei found patchwork quilts to be “rhizomatic, non-hierarchical [..]

> Farrington, Faith Ringgold, 155.

% William Flanagan, "Edward Albee, The Art of Theatre No.4.” 7he Paris Review 39 (1966), https://
www .theparisreview.org/interviews/4350/the-art-of-theater-no-4-edward-albee.
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allowing connections between any points in the framework, also in the Deleuzian way,
by allowing multiple entries and multiple exits for interpretation, resisting any notion of
the obvious centre."”” This harmony, however, is interrupted by the panels of pages and
portraits, which lend a new dynamism to the quilt, giving primacy to the narrative. But
the color coding and the arrangement of the panels, while creating an overall pattern of
arectangular center with a frame, confuse the viewer as different visual clues guide one
to different focal points. One of these is the central panel which is the cover page:its lo-
cation as well as the oversized letters written in various bright colors catch the eye im-
mediately, as do the white panels with their tiny letters. The bright yellow background
of the portraits within the rectangle definitely attracts the gaze, and the images of wom-
enwith no names specified, painted on dark scraps, create the frame which is visually less
exciting than the middle section. This color coding creates a kind of hierarchy, placing the
story on white pages in the center, which, through regular interruptions, then guides the
viewers in exploring the middle portraits, in a set order, leaving us to contemplate the im-
ages of the frame last, with our own rhythm. This multimedial integration of text and image
Creates a constant flow between the verbal and the visual in the mental processing: it
departs from the written text but then leaves it all behind and creates an interface of bal-
ance by the end that creates harmony between the two forms of expression and not an
opposition. The quilt can be fully explored and the narrative best understood through
the oscillating and permeating movement between the media of text and image.

Theimages are portrayals of Aunt Jemima's family members. Depicted with a mono-
chrome background, these images are rather simplistic, one-dimensional, almost child-
like drawings, with a clear outline that is colored in. The shapes of the people are often
not quite symmetrical and proportionate, and definitely follow the same pattern; for
example, the depictions of the women follow the same body outline. Ringgold used a
small range of colors and ignored tonality, so the portraits are rather flat with no mass or
dimensions. At the same time, everyone is portrayed in clothes with bright colors and
busy patterns, from stripes and plaids to flowers and tiger prints. Everyone is very smart,
as if we were looking at a fashion catalogue of various dresses Ringgold's mother had
designedand made. Aunt Jemimais portrayed asa most beautiful woman, with a sophis-
ticated, kindface, make-up thataccentuates her soft features, stylishly dressed with taste-
ful white pearl accessories like a model, holding herself with elegance and dignity. Her
appearance could be no further from that of the brand faces that have been used on
product labels for over a century.

7" Nora Sellel, "Quilting as Collective Self-Narrative by Women,” in Teodor Mateoc, ed., Cujtural Texts

and Contexts in the Fnglish-speaking World (V)(Oradea: Editura Universitatii din Oradea, 2017), 186.
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Thestoryitselfisa“contemporary folk tale written in traditional Black dialect [... which]
combines elements of folklore and anecdote with the African and West Indian dilemma
tales."”® Dilernma tales are a common form of tales in which narrators present listeners
with a difficult choice that usually has ethical implications, and the listeners must make
their moral decision in the end. The dilemma in this case is presented in the title which
frames the narrative by being repeated as the closing sentence. In addition, the dilemmma
is also brought forth by the storyline which departs from hegemonic narratives of tradi-
tional Afro-American female stereotypes and by the fact that, unlike in folk tales, the
figuresare not simplified stock characters but more complexand at times morally ambig-
uousfigures. The anecdotal features are unigue additions to what otherwise seems to be
afamily saga with compressed content as this nine-page story chronicles the lives of four
generations of Aunt Jemima's family.

Aunt Jemima has been an iconic cultural figure in the US for over a century, initially
the trademark of a pancake mix represented by a Black woman. The idea was conceived
during a vaudeville performance in 1889 but took its final form when, “in order to bring
the trademark to life, former slave Nancy Green was hired for the First Columbian Exposi-
tion of 1893 [..] where she cooked pancakes, sang, and told stories."” It exploited the
traditional stereotype of the mammy, a “faithful, obedient domestic servant [...that] sym-
bolizes the dominant group’s perceptions of the ideal Black female relationship to elite
white male power.*" The face and character of Green intersected with the mentalimage
of the simple but kind, smiling, warm-hearted, full-figured, asexual reminder of the Black
fermale slave and house servantwhois objectified, domesticated, dominated and exploit-
ed, and “willingly accepts the position assigned to her.”*" A century later, the Quaker Oats
Companydescribedthistrademarkas symbolizing “warmth, quality, good taste, heritage
and reliability"?, elegantly ignoring the way in which it also became integral to the ico-
nography of race in the US. It was this practice that Ringgold challenged and re-con-

8 ThaliaGouma-Peterson, “Faith Ringgold's Journey: From Greek Busts to African American Dilernma

Tales,” in Dancing at the Louvre: Faith Ringgold’s French Collection and Other Story Quilts (Berkeley:
University of California Press, 1998), 42.

29" Doris Witt, Black Hunger: Food and the Politics of US. ldentity(Oxford: Oxford University Press, 1999), 25.
30 patricia Hill Collins, Black Ferninist Thought: knowledge, Consciousness, and the Politics of Fm-
powerment (New York: Routledge, 2000), 72.

' lbid, 72.

32 Witt, Black Hunger, 23.
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figured, thus constituting an alternative reading as for who Aunt Jemima could have
become?

In Ringgold's narrative, Aunt Jemima is a successful businesswoman, although she
continuesto be related to cooking: she owns and runs a popular restaurant and catering
businessin New Yorkwith herhusband. Hergrandparents were dark-skinned Black slaves
living in New Orleans, where her half Native-American grandmother ran a brothel and
thus managedtoearn moneyto buy theirfreedom. Her parents wanted Jemima to marry
a doctor. Instead, she ran away with the man she loved, and both became servants to a
whitefamily, the Prophets. Because of atragic accident, she inherited their money, which
sheinvested in a restaurant that brought well-being and comfort to her family. Their son
married a white girl from Germany and maintained good relations with Jemima and her
husband. They inherited the New York businesswhen Jemimaand her husband returned
to New Orleans, where their light-skinned daughter who had married a doctor lived. He
resented them and turned their children againstthem,whosetragic caraccident on their
way to open a new restaurant in New Orleans ends the story. In many ways, it is a regular
family saga, with struggles and triumphs,** which may appear in any family, regardless
of its race. Some core American values, such as morality, religious devotion and the Prot-
estant work ethic, are integrated into the storyline, as are issues of children’s revolt, inter-
racial marriage, lack of respect and toxic family relations that cast shadows on an other-
wise successful life.

Through her alternative biography of Aunt Jemima, Ringgold claims her back for the
Afro-American community: sheis nolongerthe objectified face reproduced endlessly to
make profit for a white company, but a master of her own life. By appliquéing this family
saga on the surface of a quilt, with patchwork patterns of natural sites with flowers, leafed
tree branches, sparrows that alternate with monochrome surfaces and triangles with
African geometrical patterns, Ringgold integrates their story into a broader environment
and community, that of other Afro-American women (and their families), who surround
them, rendering the frame nameless, but not faceless. Through her numerous other nar-
rative quilts and over twenty books she wrote and illustrated for children, Ringgold con-
tinued her struggle for racial and gender equality.

3 In 2020, as an acknowledgement of the racial tone and its negative impact on the Afro-American

community, Quaker Oats Company announced the re-branding of their products trademarked as Aunt
Jemima, adecision that stirred up further debate about the possible contemporary interpretations of the

trademark.

3 Wong, Picturing Identity, 197.



48 Iren Annus

CONCLUSION

"Cultural representation is knowledge, ideology and politics that we employ when we
think and act.”* Faith Ringgold is keenly aware of the intricate structural interplay be-
tween these factors and has been able to contest mainstream cultural practices through
herinnovative and provocative art. Her narrative quilts, through which she embraced her
African cultural traditions and her Afro-American community, provided her with excep-
tionaltoolstointervenein the long tradition of racist and sexist views, narratives and ster-
eotypes of the majority society. By correcting and re-claiming the commmunal past, she
has been endeavoring to re-build the communal present, thus countering biased white,
patriarchal domination.

Her symbolic narrative quilts, these “politically charged stories”,* contributed im-
mensely to this project. “The story has to be woven into the total composition”, said
Ringgold.?’ Through the method of textual rupture, her very first story quilt obliged the
reader/viewer to engage with the piece, constantly oscillating between the verbal and
the visual, image and meaning, tradition and innovation, personal and communal. Her
re-configuration of art through the interface of two media was an irreversible initial step
toward dismantling boundaries between art forms as well as between the communities
who produce them.

3 Sz6nyi, "The Mediality," 81.

3 Lockwood, Faith Ringgold,

3 Dunn and Morris, “Narrative Quilts,” 29.
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"

LEqgy rosszkor elharapott sz6, egy félreértett hangsuly, és félresiklott az egész beszélgetés.
(E. M. Forster)

BEVEZETES

A hétkdznapi kommunikacio sordn még az azonos kulturdban él6 és kozos anyanyelvet
beszéldk is félreérthetik egymast. Mogottes, sokszor rossz szandékot tulajdonftunk be-
szédpartnerink megnyilatkozasanak, olyan kovetkeztetéseket vonunkle, amelyet azilletd
nem is gondolt. Még inkdbb gy van ez az interkulturdlis interakcioban, vagy mégsem?
Jelen tanulmany a nyelv, a kultdra és a megértés viszonyat jarja kordl az interkulturdlis
taldlkozdsok kontextusaban interkulturdlis pragmatikai szempontbol.

A kulonbdzd etnikai csoportoknak megvan a sajat, korszakonként valtozo tarsalgasi
szokdsrendszere, melyben az anyanyelvi beszél dltaldban magabiztosan mozog, képes
kifejezni a gondolatait, sikeresen megvaldsitani a kommunikativ szandékait, rendelkezik
az ehhez szikséges szociopragmatikai kompetencidval. Amint azonban interkulturdlis
dialdgusba kezd idegen nyelven egy masik kulturdbdl szarmazd emberrel, szamos félre-
értést tapasztalhat meg. A tanulmdny el&szor megvizsgalja, hogy milyen kulturdlis sajé-
tossagoknyilvdnulhatnak meganyelv altal, majd gorcsé ald veszi, hogy a befogadd kultu-
rdja mennyiben hatdrozza meq a sajat interpretaciojat. Kitérink a nyelvi udvariassag és
udvariatlansdg interkulturdlis értelmezhetdségére szamos élényelvi példan keresztll. £
szempontok segftenek dsszefoglalni az interkulturdlis félreértések okait, valamint rdmu-
tatni arra, hogy valdjdban az inter- és intrakulturdlis kommunikacio nem klonithetd el
élesen.

Etanulmanyazinterkulturdlisinterakciot a maga dsszetettségében és dinamikajdban
szemléli, figyelembe veszi a beszéld és beszédpartnere szempontjait, céljait, szandékait,
akontextust és a kdzos tudast, azonban mindvégig a megértést ésnem a beszédproduk-
ciot vizsgalja.

A NYELV ALTAL MEGNYILVANULO KULTURALIS SAJATOSSAGOK

A nyelv dltal megnyilvanuld kulturdlis sajatossdgok megéréséhez el kell kilonitentink a
nyelv ésanyelvhaszndlat vizsgélatdt. Maga a nyelv hangkészlete, morfoldgidja, szintaxisa
nem kulturajeldld, abban az értelemben, hogy nem az adott kdzosség multbéli tapasz-
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talataibol szdrmazd szokdsok és mintak hozzak 1étre. Azonban székincsének egy része, a
kulturdlis konnotécioju szavak és a frazeoldgizmusok dllanddsult szokapcsolatai méar kultu-
rajeloldk. Azeldbbire példaleheta nagysaga, elviarsndmegszolitdsok, amelyek egy adott
torténelmi korszakra utalnak', 6Gnmagukban hordozzak az akkori tarsadalmi berendezke-
dés elvardsait, ideoldgidjat, ezért is nem hasznalhatoak szinonimaként pl. a Adlgyem szé
helyett. Egyes szavak konnotacidi tdgabb kulturkérben is jol értelmezhetdek, de nem az
egészvildagon.Egy magyar mintidegen nyelviirodalomorankerilt el egy Oravecz Imre
vers elemzése kapcsan a haldszsz6, amely az eurdpai kulturkdrben nem jaratos tavol-
keletihallgatékszamaranem hivtaelda Jézusravalo utaldst,annakellenére, hogy a haldsz
sz6 jelentését ismerték. Gazdag kulturdlis tartalmat hordozhatnak a szinek is, pl. Europé-
ban a gydsz szine hagyomanyosan a fekete, mig pl. Koredban, Kindban vagy Indidban a
fehér, igy ezen kulturék hallgatdi a ,fehérbe oltozott a tdj" kifejezéshez automatikusan
tarsitjdk a gydsz képzetét, pedig a magyar értelmezésnek ez nem része, sét bennlink sok-
kal inkdbb egy pozitiv érzet, a tiszta, havas, érintetlen taj rome aktivalodhat.

Afrazeoldgizmusok, melyek lehetnek akdr mondat jellegU, idézetszer( szdlasok, koz-
mondasok is, nagyon gyakran kultUraspecifikusak, jelentésik nem kompoziciondlis, az
adott kulturdt nem ismerd beszéld még az egység szavainak ismeretében sem tudja
kikovetkeztetni az dtvitt jelentést. A nem enged a 48-bd), az élet nem habostortaallan-
dosult kifejezések megértéséhez torténelmi, mivelddéstorténetiismeretek szikségesek.
Aszoldshasonlatok (pl. alszik mint a bunda) gydkerezhetnek az adott nyelvi kdzosség kul-
turdjaban, de szdmosesetben a magyaralak parjat egy masik nyelvbenis megtaldlhatjuk?.
Amennyiben ugyanabban a formdaban jelenik meg, adaptaciordl beszélink, mint a vén-
dorszélasokesetébenis. A Neigyal eldre a medve borére!frazeologizmus a német, 0rosz,
angol nyelvben is ugyanebben a formaban Iétezik®.

Akulturdlis sajdtossagoklegerdsebben a szitudciokhoz kotott verbdlis és nem-verbalis
nyelvi viselkedésben pl. a beszédaktushaszndlatban jelennek meg. A nyelvi viselkedés
erds felszini kulturajeldld, amely minden esetben a format kialakité kultura értékeit hor-

"' Afrazeologizmus magyar és killfoldi szakirodalomban t&bb terminussal is rokonsagot mutat, funk-

Cioi, tipusai sem egységes megitéléstiek. E dolgozatban a frazémak (Forgacs Tamas, ,Frazeoldgiai egy-
ségekésvalencia,"in Buky Laszld és Maleczky Marta, szerk, A mai magyar nyelvieirdsanak djabb modszerei
MSzeged: JATEPress, 1998], 7-40) és a frazeoldgiai egységek (Hadrovics LaszI6, Magyarfrazeologia. Térté-
neti dttekintés [Budapest: Akadémiai Kiadd, 1995] terminusokat hasznlom.

> Forgacs Tamds, Bevezetés a frazeoldgidba: A sz0lds- s kizmonddskutatds alapjai(Budapest: Tinta

Kényvkiado, 2007), 247-68.

3 Drahota-SzabdErzsébet, A frazeologizmusok explicit oktatdsa a kontrasztivfrazeoldgia modszeré-

vel,"inKarlovitz Jdnos Tibor, szerk, £imélet és gyakoriat a neveléstudomanyok és szakmddszertanok koré-
bdl(Komarno: International Research Institute, 2018), 14.
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dozza; azért manifesztalodik, mert az adott kulturdlis kozegben elvart viselkedést valdsitja
meg*. A nyelvi tevékenység végeredményben minden esetben az adott kultdra éltal
meghatdrozott, szabalyvezérelt és tanult®. Ahhoz, hogy az adott nyelvi viselkedést meg-
értsuk, a nyelv és kultura viszonyat kell dtgondolnunk, fel kell derftentink az adott kultura
értékeit. A fogalmak sszefliggését az 1. dbra szemlélteti alulrdl felfelé haladva. A nyelv-
haszndlati stratégidt és a stratégiat megvaldsitod formdét a nyelvi udvariassdgi szabdlyok,
anorma betartdsanak elvdrdsa hozza létre; maga az elvarasrendszer pedig egy kulturdlis
értéken alapul.

visszatUkrozédnek a kommunikécioban: a nyelvi udvariassagban,
a beszédaktushasznalatban, a tarsalgdsvezérlésben, a szévegszerkezetben,
a kulturdlis metafordkban, frazémakban stb.

1

megjelennek a kultlra nem l&thatd elemeiben: a normékban, elvarasokban,
tarsadalmi szerepekben, szimbolumokban, mitoszokban stb,

1

Az adott kultdra értékei (pl. szerénység, versengés, hierarchia)

Azanyanyelvi beszélék automatikusan vélasztjak ki a szitudcionak megfeleld, szocioprag-
matikailag elfogadhatd nyelviformat, és dltaldban nincsenekis tisztdban a vélasztastindu-
kalo elvardssal, de legaldbb is maguk szamara ritkdn explicitdljdk. £. T. Hall® ezeket a térsa-
dalmi szabdlyokat, elvérdsokat a lathatatlan kultdra elemének tekinti sok més jelenséggel
egyUtt, mint példaul az idékezelés (azidd kulturdlis szegmentéldsa’), a szerénység, azidé-
sekhez valo viszony stb. A nyelvhasznaldk tobbsége igyekszikigazodni a tarsadalmi elva-
rasokhoz, de egyéni kilonbségek természetesen megfigyelhetdk, és az is, hogy a kis-
gyermekek még nincsenek birtokdban az dsszes szabdlynak, hiszen eza csalddiés azisko-
lai nevelés hatdsara alakul ki hosszu évekalatt. Van olyan anyanyelvi beszél6, aki nem akar

4 E gondolatmenet Hofstede hagymamodelljére épiil. Geert Hofstede and Gert-Jan Hofstede,

Cultures and Organizations: Software of the Mind (New York: McGraw-Hill, 1991), 9.

> Janusz Banczerowski, A vildg nyelvi, tudomanyos és kultirképe mint a masodik valdség kompo-

nensel,” Magyar Nyeldr130, 2. sz. (2006): 188.

®  Edward T. Hall, Beyond Culture (New York: Anchor Books, 1976).

7 Pétrovics Péter, Nyelvi idékép és idé-attit(idok: Nyelvi-kulturdlis megkdzelftés” Magyar Nyel111,

4.57.(2015): 434.
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igazodni, azonban a normasérté nyelvi viselkedéssel nem az adott normarendszert kér-
déjelezivagy valtoztatja meg, csupan a beszélét fogja a kozodsség negativan mindsiteni.
Amagyartidegen nyelvként beszéldk sok esetben nincsenek birtokdban ezekneka nyelv-
haszndélatot irdnyitd elvardsoknak, és gyakran a sajat kultUrdjuknak megfeleld nyelvhasz-
nalati gyakorlatot kovetik. Ezért eléfordulhat, hogy a magyar toébbségi kultira éltal nem
elfogadott alakokat fognak létrehozni, amelyet az adott nyelvhasznaloi kozeg vagy meg-
értéen kijavit (pl. oktatdsi kbzegben) vagy elitél, és negativan sztereotipizdlja a beszéldt,
esetleg dltaldnositva, a beszéld kulturdjatis. Egyik, kozel C1-es szintd magyartudéssal ren-
delkez6 algir hallgatdnk azért jott el az egyetemi nyelvérankra, mert meg akarta érteni,
miért éri rendszeres erds negativ kritika a nyelvhasznalata miatt. A kdzds munka sordn ki-
derilt az ok. Mivel a tandij el6teremtése miatt fizikai munkdt végzett évekig, a magyar
nyelvet munkatérsaitol tanulta meg, akik csak a tegezd formét hasznaltak, raadasul nyelv-
hasznélatukban felllreprezentéltak voltak a tragér szavak, a szleng és a kdromkodsés,
amelynek stilisztikai értékével, tarsadalmi elfogadhatosadgaval egyaltaldn nem volt tiszta-
ban a hallgaté. Rdadasul, az anyanyelvihez kozelité kiejtése, a folyamatos beszédproduk-
Cidja, a gyors beszédtempdja és a bé szdkincse miatt nem kapta meg azt a hagyoma-
nyosan tolerdns hozzaalldst, amelyet a magyar anyanyelviek tanusitanak a magyarul
tanulokkal szemben. Ellenkezéleg, sok esetben  bunkonak” mindsitették. A kdzds munka
a szokincs stilusértékének azonositdsaval és tudatositasaval kezdddott, valamint a ma-
gazas kifejezdeszkdzeinek gyakorldséval.

Fontos azt is megjegyeznlnk, hogy a nyelvhasznalati szokdsok, a tarsadalmi elvaras-
rendszernem konstans, hanem véltozik azidék sorédn. JéI megfigyelhetd eza maimagyar
nyelvhaszndldi kdzegben, ahol a kdzel egykoru szilék mar az elsd alkalommal automa-
tikusantegezddnekpl.egy szUl6i értekezleten, holott harminc éve még a magazd format
valasztottdk volna. Ennek oka az, hogy a térsadalom tagjai egyre inkédbb az informalis ala-
kokat részesitik elényben. £z pedig annak kdszonhetd, hogy a tekintélytisztelet, a hie-
rarchia a magyar kultUrdban mdra mdr kevésbé fontos értéke,

Nézziink most egy mdasik példat a fenti dbra szemléltetésére. Azokban a kulturakban,
ahol érték a pontossdg és a hatékonysag, elvaras lesz a hatariddk betartdsa, a késés mel-
|6zése. Ezt olyan kifejezések is visszatikrozik, mint azamerikaiangolban hasznélt Let’s get
down to buisness!(Térjink a targyral), Don 't waste my time!(Ne pazarold az idémetl). A
késés esetén kimondott bocsédnatkérés beszédaktusa pedig sokkal kidolgozottabb lesz

& Arvay Anett és Kovics Margit, A tegezés és amagézas hasznalata és a metapragmatikai tudatossag

magyar anyanyelviiek és magyar mintidegen nyelv tanulokkdrében,” eléadas, Uidonsagoka szemantikai
és a pragmatikal kutatdsokban, Szegedi Tudomdnyegyetem, Szeged, 2018. dprilis 27.



Nyelv - kultdra - meg(nem)értés 53

ezekben a kulturakban, mivel nagyobb kompenzaciét igényel a hiba helyrehozésa.® A
kézmondasok, mint kollektiv bdlcsességek is visszattikrozik a szoros idébeosztas, a ha-
tékonysag értékét vagy épp nem kivanatossagat, pl. a magyarban az Amit ma megte-
hetsz ne halaszd holnapra/kdzmondas él, ezzel szemben alengyelben az Amit ma meg
kell tenned, tedd meg holnaputan, lesz két szabadnapod. (Co masz zrobic dzisiaj, zrdb
pojutrze, bedziesz mial dwa dni wolne)? véltozat.

A BEFOGADOI INTERPRETACIO A KULTURA FUGGVENYEBEN

Az eltérd kulturdkbol érkezd, eltérd anyanyelvet beszéldk interakcidjdban amegértés sike-
ressége —feltételezve, hogy a beszédpartnerek odafigyelnek egymésra—nagy mértékboen
fugganyelvismeretiszintjuktél és attdl, hogy a kulturajuk nyelvhasznalati szokasai meny-
nyire térnek el egymastol. Az interkulturdlis megértés kutatdsa legféképp a kdztesnyelvi
pragmatika keretén belll folyik. Kecskés Istvan, az interkulturdlis pragmatika egyik vezetd
nyelvésze a domindns, egynyelvi pragmatikai modellekkel ellentétben egy olyan dina-
mikus szocio-kognitiv modellt alkotott, amely alkalmas a koztesnyelvi beszédproduktu-
mok létrenozasdnak és megértésének elemzéséreis. A szocio-kognitivelmélet szerintegy
megnyilatkozds megértésében nagy szerepe van a kontextusnak és a kdzds tuddsnak
(vagy kozos alapnak). Mindkettd a priori, azaz a beszéldk dltal elézetesenisismert, ugyan-
akkor — és ez az elméletében az Uj elem — a kontextusnak és a kozos tudasnak van egy
olyan szegmense is, amely a beszélgetés soran épul fel, azaz emergens jelenség.'" A
kontextus ennélfogva dinamikus konstrukcio, deklarativ és aktudlisan felépld tudas is. A
jelentés felépulése az aktudlis szituacids kontextustol és a kordbbikontextussal kapcsola-
tos tapasztalatoktdl figg, hiszen a kommunikativ partnerek elméjében tarolédnak a ko-
rabbi egyéni tapasztalatok, az el¢z6 kontextusok élményei, amely szerepet jatszanak a
megnyilatkozas értelmezésében. Kecskés szerint egyetlen nyelvijel sem kontextusfigget-
len, hozzatapadnaka szé kordbbi hasznadlata sordn megjelend kontextusok. Ide tartoznak
akultdraspecifikus fogalmijegyekis, amelyek félreértésekhez vezethetnek. Ha példdul az
amerikai kultdraban nemjartas, magyaranyanyelvimeghallja, hogy amerikai beszédpart-
nere a Listen, Pumpkin, how about going for ice cream? (Figyelj Tok, mit széInél egy fa-
gyihoz?) megnyilatkozast intézi a fidhoz ', automatikusan valészintleg nem elismerd és
kedves megszolitasként értelmezia hallottakat, hanem kissé negativként, mivela,, pump-

°  Shoshana Blum-Kulka and Elite Olshtain, ,Requests and Apologies: A Cross-Cultural Study of Speech

Act Realization Patterns (CCSARP),” Applied Linguistics 5,no. 1 (1984): 209.

10" patrovics, Nyelvi idskép,” 442.

" Istvan Kecskes, /ntercultural Pragratics (Oxford: Oxford University Press, 2014), 4.

2 Yo, 143.
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kin”(tok) szohoz olyan magyar elézetes kontextusok aktivalddnak az elméjében, amely
szerint, ha tokfilkdnak hivunk valakit, az degradalo, és a gyerek butasagéra utal. Amerikai
angolban viszont ennek pont az ellenkezdje igaz, a pumpkinegy kedves megszolitas. Az
interkulturdlisinterakcioban megfigyelhetd jelentésképzésbe azonbanitt kapcsolddik be
az aktudlis szitudcids kontextus, mely sordn a magyar beszélé a fizikai kontextus, a non-
verbdlis jegyek (pl. az apa kedves mosolya, a gyerek 6réme) segitségével felllirhatja a
pumpkin szonak tulajdonftott negativ értelmezését. A jelentés tehdt az elézetes és a
pillanatnyi kontextusok &sszjatékdbdl alakul ki. E gondolatot tdmasztja ald Kovecses kog-
nitlv metaforaelmélete is, amely szerint a metaforikus konceptualizacié sordn a beszéld
koherens akar lenni a kontextust alkotd tényezdkkel, és ezt csak Ugy érheti el, hogy iga-
zodik a kultUrajahoz. Ha tehét a jelentést tarsadalmi konstrukciénak tartjuk, akkor abbol
az is kdvetkezik, hogy az az adott kultura, a térténelem, az ideoldgiai meggydzddés stb.
flggvényében véltozik'.

Akdzds tudas (vagy kozos alap) az interkulturdlis megértés masik fé alappillére. Minél
nagyobb az elézetes kozos alap, annél kevesebb erdfeszitésbe ésidébe kerdl azinforma-
ciofeldolgozas és a megértés. Kecskés az elézetes kozos alap dsszetevdi kozott emliti az
altaldnos vildgtudast és az adott kultura ismeretére vonatkozd tudast, Ugymint orszagis-
mereti és nyelvi viselkedésbeli tuddst. Amennyiben a tarsalgds valamely résztvevé anya-
nyelvén folyik, Ugy az idegen nyelvet hasznéldnak hidanyzik a sok éven 4t tartd szocializa-
Cio soran felhalmozhato kulturdlis ismeretek 6sszessége, igy limitalt lesz a kozos tudas.
Még Osszetettebb a helyzet, ha a kommunikacié egy harmadik nyelven folyik, hiszen
ilyenkorakozos alapteljesenkiszémithatatlan, a beszélgetésben résztvevéknem tudhat-
jdk egymdsrol, hogy a kommunikacidjukban haszndlt idegen nyelvhez tartozé kulturdlis
tudds mennyire van a méasik birtokdban. Ezértlesz kiemelt fontossagu azilyen tarsalgasok
sordn azemergens kozos tudas, amelyet a beszédpartnereknek teremtenek meg, és en-
nek segitségével felépithetd a koztik lévé kapcsolat, melynek része az egymasrél vald
ismereteik halmaza, eredménye pedig a bizalom és az interakcié kozos élménye!.

Fogaljuk 6ssze tehat, milyen kihivasokkal kell szamolniazinterkulturdlis interakcidban
résztvevéknek, akik nem a sajat anyanyelvikon, hanem valamely kozvetitd nyelven be-
szélgetnek. Szikséguk van megfeleld nyelvtudésra, hogy gondolataikat ki tudjék fejezni,
a megnyilatkozésokat megértsék. Emellett, elsésorban a beszélgetés téméja fogja meg-
hatdrozni a megértés mértékét, amelyet részben egylttmukoddve hoznak létre. Emiatt
tehdt nem alljia meg a helyét az a vélekedés, miszerint idegenekkel mindig nehezebben

13 Kovecses Zoltdn,  Testesltség (embodiment) a nyelvben és gondolkodésban — kognitiv nyelvé-

szeti megkozelités,” Replika 121-122.sz.(2021): 57.
“ Uo, 151.
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mUkodik a kommunikdcio. Példaul, ha két — azonos PhD programban tanuld — de eltérd
nemzetiség( kalfoldi hallgatd a kutatési tervét vitatja meg angol nyelven egymdssal,
kisebbafélreértésesélye, mivelkdzos tudéssal rendelkeznek az adott tudomanytertletrdl,
valamint a beszédszitudcio, a beszédszandékok is kolcsonosen ismertek szamukra. A
megeértés kérdésével régdta foglalkozik a nyelvtudomany, a nyelvfilozéfia, a pszicholing-
visztika, a hermeneutika, melyek egyetértenek abban, hogy bizonyos mennyiség kdzds
eldismeret szUkséges a megértéshez.

AZ UDVARIASSAG ES AZ UDVARIATLANSAG ERTELMEZHET OSEGE
AZ INTERKULTURALIS KOMMUNIKACIOBAN

Anyelviudvariassag kutatdsaapragmatikdban hosszd multra tekint vissza'®, sét az utobbi
évtizedekben az udvariatlansag kérdéskore is gorcsé ald kerlt.'® Azonban nagyon kevés
sz0 esik arrol, hogyan értelmezhetd az udvariassag az interkulturdlis interakcioban. Ami
azazonos nyelviiek kommunikdcidjanak udvariassagatilleti, eqgyik meghatarozd elmélet
Leech-¢,"” aki a grice-i egyUttmUkodési alapelv'® analdgidjara létrehozta az Un. udvarias-
sagialapelvet (Minimalizéld az udvariatlan gondolatok kifejezését! Maximalizéld az udva-
rias gondolatok kifejezését!) és az ehhez tartozd udvariassagi maximakat, amelyek a tar-
salgds térsadalmi és interperszondlis természetét frjdk le. Bar az alapelv univerzélisnak
mondhatd, de a maximak eltérd érvényességgel bimakaz egyes beszéldkozodsségekben.
Afatikus maxima (Kertld a csendet! Tarts szdval a beszédpartneredet!) példdul egyaltaldn
nem elvards egyes tavol-keleti vagy észak-eurdpai kulturdban, ellenkezdéleg, szinte udva-
riatlannak szamit a folytonos csevegés. Ott, ahol viszont erésen érvényesil ez a maxima,
nagyon nagy az un. small talk (csevegés) jelentdsége, mint példaul az amerikai kultdra-
ban. Gyakran idézett példa a szerénység maximajanak (Minimalizéld az én dicséretét!
Maximalizald az én leszdlasat!) eltérd jelenléte akulturdkban. Ott, ahol a szerénység érték,
abeszédpartner személyére, targyaira, teljesitrnényére vonatkozd dicséretet llik visszauta-
sitani,ezeknekamegnyilatkozasoknak azelfogadasat nagyképlinek értékelik. Azokban a be-

15 Erving Goffman, /nteraction Ritual- Fssays on Face to Face Behaviour(New York: Anchor Books,

1967); Robin Lakoff, , The Logic of Politeness, or Minding Your P's and Q's," Chicago Linguistics Society9
(1973):292-305; Lakoff, ,Stylistic Strategies within a Grammar of Style,” Annals of the New York Academy
ofSciences327 (1979): 53-78; Penelope Brown and Stephen C. Levinson, Politeness: Some Universals in

Language Usage (Cambridge: Cambridge University Press, 1987).

16" Jonathan Culpeper, ,Towards an Anatomy of Impoliteness,’ Joumal of Pragmatics 25,n0. 3 (1996): 349-67.

17 Geffrey. N. Leech, Principles of Pragmatics (London: Longman, 1983).

18 H.Paul Grice, Logic and conversation,"in Peter Cole and Jerry L. Morgan, eds., Syntax and Seman-

tics 3: Speech Acts (New York: Academic Press, 1975), 41-58.
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szélékozosségekben viszont, ahol a szerénység nem érték, a dicséret elfogadasa a bevett
gyakorlat. Az ajandékétadéaskor megfogalmazott megnyilatkozésokndl is megjelennek kultu-
rélis mintazatok: egyes beszélékozosségekben részletesen kifejtik az ajandék kilonlegessé-
gét, értékességét, mig mashol szerényen adjdk &t, és szinte leszdljdk a hozott ajandékot.'”

Miért mindsitenek tehdt udvariatlannak egyes megnyilatkozdsokat a beszédpartne-
rek? Roviden azért, mert sajat beszélskdzosséguk szokasrendszerébdl indulnak ki. A mi-
ndsitések érzésekbdl fakadnak, amelyeket pedig a hallgatdi elvarasok, kulturdlis konven-
cioknem teljestlése véltja ki. Terkourafi?’ szerint az udvariassag egy perlokUcios hatds, s
a megnyilatkozas a kultura makrokontextusadba van bedgyazva. Interkulturalis dialogus-
ban,amennyiben udvariatlannak érziink egy megnyilatkozast, azlenne a cél, hogy meg-
vizsgadljuk, hogy a beszédpartneriinknek szandékaban allt-e megsérteni minket vagy csak
nem tudtamagataszitudcionak megfeleléen kifejezni? Amennyiben azanyanyelviinkon
szOlhozzédnkegy idegen ajku, automatikusan érezzik a megnyilatkozas hatasat, és kony-
nyen megallapithatjuk, hogy udvariatlan volt-e. Azonban, ha egy harmadik nyelven folyik
a tarsalgas, akkor felvetédik a kérdés, hogy kinek az udvariasségi normdi szerint kommu-
nikdljunk? Nagyon gyakran tapasztalhato, hogy bar a kimondott nyelviformaegyidegen
nyelvi kédot hasznél, maga a nyelvi viselkedés, azaz a megfogalmazas madja, a megnyi-
latkozdstkiséré non-verbdlis kommunikacid a beszéld anyanyelvi szociokulturdlis szabdlyait
koveti.lllusztraljuk ezt ajelenséget a visszautasitds beszédaktusan kereszt Ul Vannak nyelvek,
ahol elfogadottadirekt visszautasitas (pl. kinaiban, magyarban), méshol (pl. japanban) pedig
ennek elkerllése szamit elvartnak, udvariasnak?' Képzeljik el, hogy egy magyar és egy
japan anyanyelvi angolul kommunikal, a magyar felajanl, javasol valamit, amit a japan
beszédpartner nem szeretne elfogadni. Mivel nagyon erésen arra szocializéltak, hogy ne
mondjon nemet, kitérd, vagy a magyar beszélé szamdra reményt kelté valaszt fog adni,
amelyfeloldhatatlan félreértéshez vezet.Ezanyelviviselkedés, a kimondott megnyilatkozas
ugyan nem hat udvariatlannak a magyar fél szamara, mindazonaltal félrevezetd lesz.

Az udvariassdg tehdt a szociokulturdlis tudds megvaldsuldsa, amelyet a szocializacid
sordn sajatitunk el, és egy adott kultura valtozdsdval egyitt modosul. A nyelvi udvarias-
sdgot meghatdrozza abeszéldk kozottitarsadalmikapcsolat, a tdrsadalmitdvolsdg,anem
ésazegyénistilusis. Akovetkezékben tekintsik ét felsoroldsszerten, milyen fogalmakkal
hozhat¢ dsszefliggésbe az interkulturdlis udvariatlansag.

19 Hidasi Judit, interkulturdlis kommunikacio (Budapest: Scolar Kiadd, 2004), 74.

0 Mariana Terkourafi, Politeness and Formulaicity: Evidence from Cypriot Greek" Journal of Greek
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Nyelv - kultdra - meg(nem)értés 57

A tisztelet/tiszteletlenség

Kulturdnként eltéré, hogy a tekintély, a hierachia, az idések tisztelete mennyire fontos érték
az adott kultrdban. A nagy hatalmi tavkéz kultlrdkban® elvért az iddsek véleményének
kikérése,a munkahelyen a rangban felettiink &llok magézasa, a titulusok hasznalata, Udvoz-
léskor és koszonet kifejezésekor egyes kulturdkban a meghajlds megfeleld mélységig.

Az interkulturdlis tarsalgds témaja és az interkulturdlis tarsalgasvezérlés

Kulturdlisan meghatdrozott, hogy a térsalgasokban mirél szabad vagy nem illik beszélni
(pl.vallds, pénz, magénélet). Atabutémadk emlegetése, az arrol szl kérdezgetés nagyon
udvariatlannak szamit. Jelent&s ktlonbségek mutatkoznaka tarsalgdsvezérlés modjatille-
téen is: eltérd, hogy az atfedd beszédet mennyire tolerdlja az adott beszél6kdzosséq.
Nagy kilonbségek mutatkoznakabban is,hogy hogyan torténikabeszélévaltds, milyenek
a szOatadasi technikdk, milyen mértékd hattércsatorna-jelzés az optimalis, mennyire kell
Uj témakat eléhozni egy tarsalgasban vagy éppen hagyni, hogy maga Utjan folyjon a
beszélgetés®. Fontos azonban megjegyezniink, hogy a beszélévaltds modja, sét annak
megitélése egy kulturdn beltl sem feltétlentl azonos, egyes kutatdsok aztigazoltdk, hogy
a megftélés beszélé-tipus és nem-fliggd.

A tarsalgdsi stilus

Az egyes kultUrakban a preferdlt beszélgetési stilus is eltéréseket mutat: az individualista
kultrdkban elvart az egyéni vélemeény kifejtése, a hatdrozottsag, az eltérd allaspontok
nyilt Gtkoztetése, amely a kollektiv kultdrdkban udvariatlannak mindsul. Szintén udvariat-
lannak mindsithetnek egy beszélét az informéacidatadas retorikdjanak idegensége miatt
is. Azalacsony kontextusu kulturdbol érkezék prezentacidinak vagy a hosszabb ¢sszeflig-
g6 monoldgjainak 6sszegzd lezardsat a magas kontextusu kulturdk beszéléi gyakran
tulmagyarazdnak, akdr kioktaténak értékelik. £z a kommunikdcios stilus frésban még job-
ban tetten érthetd. A hivatalos targyaldsoknal pedig az okozhat gondot, hogy a kollektfv

22 Christine J. Yeh, Agnes Kwong Arora, and Katherina A.Wu, ,A New Theoretical Model of Collectiv-
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kulturdkbol érkezék szamos, nem a munkdhoz kapcsolddo kérdést intéznek a beszéd-
partnerekhez, mivel szamukra killondsen fontos a személyes viszony kialakitasa, atargyald
fél megismerése. Ez azonban igencsak udvariatlannak tdnik egy nyugati ember szamara,
ahol a maganéletrdl hivatalos kontextusban senki nem beszél.

A beszédaktusok megvaldsitdsa

Az interkulturdlis pragmatika legkorabbi kutatasi terUlete a beszédaktushaszndlat. Szam-
talan tanulmény bizonyitotta a beszédaktusok nyelvi megvaldsuldséanak kultUraspecifikus-
sagat”, éstérképezte felazegyes nyelvekben aleggyakrabban hasznalt nyelviformuldkat
akulonbozé beszédaktusok (pl. kérés, bocsanatkérés, panasz, visszautasitas, javaslds) vég-
rehajtdsanal. Azegyik legnagyobb eltérés, amely miatt szamtalan beszélét udvariatlannak
érzékellinkaz, haazindirektség mértéke eltérazanyanyelviinkben megszokott normatal.
A6 kérdés az, hogy az adott beszélékdzdsségben az indirektség korreldl-e az udvarias-
saggal vagy nem. Példaul megfogalmazhatnak-e a beszéldk nyiltan kritikat, pl.: £z az ér-
velés nem logikus, vagy elvards-e a tompitds: £zaz érvelés nem tanik logikusnak? A leg-
kényesebb beszédaktus, a visszautasitds megfogalmazasanalis kulcskérdés azindirektség.
Ueda vizsgdlatdban kimutatta, hogy a japdnok is visszautasitanak bizonyos kéréseket, de
a direktséget kerUl6 stratégidik miatt az idegenek nem minden esetben veszik ezt észre,
sétakdrbeleegyezésnekis érthetikaz elfogadds-mentegetdzés-bocsénatkérés alaktusok-
bolall6 szekvencidt? Azamerikaiangolban®ésamagyarbanis (ellentétben pl.a kinaival)
a visszautasitas tompitasa elvart a sajnalkozas kifejezésével.

A non-verbalitds

A non-verbdlis kommunikdcié tudatos irdnyftdsa nagy kihivas a beszéldk szamdra, ezért
interkulturdlis interakciokban gyakran eléfordul, hogy a beszédpartner automatikusan az
anyanyelvi beszél6kdzdssége non-verbalis kommunikdcidjat hasznalja, amely miatt akdr
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Journal of Pragmatics9,no. 2-3 (1985): 145-78; Wierzbicka, Cross-cultural Pragmatics: The Semantics of
Human interaction (New York: Mouton de Gruyter, 1991), 26; Blum-Kulka and Olshtain, ,Requests and
Apologies,” 202.

" Hollé Dorottya, Kultira és interkulturalitds a nyelvdran (Budapest: L'Harmattan, 2019), 116.

27 Maréti Orsolya, Aj@niatok elutasitdsanak pragmatikal vizsgdlata természetes adatqyjtési mod-

szerrel, PhD-disszertacio, Pécsi Tudomdnyegyetem, 2013, 93-8.

%8 John R.Searle, Expression and Meaning: Studiies in the Theory of Speech Acts(Cambridge: Cam-

bridge University Press, 1979), 36; Hongyin Julie Chen, Cross-cultural Comparison of English and Chinese
Metapragmatics in Refusals, PhD-diss., Bloomington: Indiana University, 1996.



Nyelv - kultdra - meg(nem)értés 59

udvariatlannak is mindsithetik. Fontos non-verbdlis viselkedés a szemkontaktus tartds,
amely egyes kultUrdban a tisztelet, az odafigyelés jele, mashol azonban kifejezetten ud-
variatlannak, agresszivnak szamit, igy egyértelmden kertlendé .2’ Ellenkezé nem beszé-
I6knél pl. Kozel-Keleten kihivénak tartjak, ezért tiltott. Szintén udvariatlannak, zavarénak
érzékelhetjik, ha a térkdzszabdlyozas dltalunk megszokott és elvart mértékét nem tartja
be a beszédpartneriink, pl.tulkozeljon, ahogy ez a kozel-keletitdrsadalmakban éltaldnos.
Vagy egy kellemetlen szitudcidban rendkivil udvariatlannak érzékelhetjik Eurépdban a
japdn beszélgetépartnertiink mosolygasat, holott ez szamukra csak a kinosség leplezé-
sének céljigbol onkéntelenll megjelend mosoly, minden gunyos szandék nélkial*© A
gesztusok, kézjelek kulturaspecifikus volta is okozhat konfliktusokat.

AZ INTERKULTURALIS FELREERTESEK OKAI

Az interkulturdlis tdrsalgdsban résztvevéknek sokszor az az érzésik, hogy nincs automa-
tikusan, egyértelmUen és biztosan hozzaférhetd jelentés, a kifejezésekhez sokszor nem
kapcsolodik elézetes kontextus, kulturdlis tudés. A befogadd a szavak szintjén akdr toké-
letesen meg is érti a megnyilatkozast, azonban a kulturdlis szokdsrendszer ismeretének
hijan téves kovetkeztetésre jut, és fgy félreértés alakul ki. Amennyiben példaul a beszéd-
partnerek kulturdjanak idékezelése nagyon eltérd, a befogaddi interpretacié is az lesz. A
Gyeredteste §-ralmeghivasnak nemaszé szerinti dekddoldsa okoz majd gondot, hanem
kulturdlisimplikatura létrehozdsa, azaz annak az eldontése, hogy mikorra kellene odaérmni,
a20:00valéjdban pontosan nyolc, kilencvagy tiz? Vannak olyan afrikai orszagok,ahol nem
is létezik az id6pazarlds kifejezés, nem probléma a késés, mert nem szekvencidlis, hanem
szinkronikus az idékezelésuk ' Amennyiben a beszédpartnereknek nem ismerik a masik
kultdrédt vagy nem alakult ki az interkulturalis kormmunikativ kompetencidjuk, azaz nem
kérdeznek ra az elvarasra, hogy ezéltal elkeriljék a kellemetlenséget, borftékolhaté a fél-
reértés. Hasonlo a helyzet az orosz vagy a lengyel minajdrt vagy a Dél-Amerikdban hasz-
nalt marnana(holnap)kifejezésekkel*, amelyeka magyarelvarasnalhosszabbiddinterval-
lumra utalnak.

Szintén nagy kihivas a frazémak megértése is, ha azoknak kompoziciondlisan nem ki-
kovetkeztethetd a jelentése. Példaul, ha az angol /s the Pope catholic? (A papa katolikus?)

%% Shota Uono and Jari K. Hietanen, ,Eye Contact Perception in the West and East: A Cross-Cultural

Study,” PLoS ONE10,no. 2 (2015): 1-15.

30 Hidasi, Interkulturdlis,” 92-3.

31 Fons Trompenaars, Riding the Waves of Culture (London: Nicholas Brealy Publishing, 1995).

32 Pétrovics, Nyelvi idékép,” 14.
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szolasnak nincs ekvivalense abeszéld anyanyelvében vagy egy dltalaismert masik nyelvben,
nem tudja értelmezni azt, mert nem fér hozza a kulturdlis konnotaciohoz. Vannak olyan
kommunikativ frazeologizmusokis,amelyek beszéldi attitlidoket hordoznak. Drahota-Szabd
erre A kutya meg a macska!példat emliti*3, amely frasban valdban félreértéshez vezethet,
de egy interkulturdlis interakcidban nagy valdszinlséggel nem, mivel a harag, mint univer-
Zdlis arckifejezés [atvanya, valamint a beszéldiintonacic érzékelése miatt hozzaférhetdve és
kikovetkeztethetéveé vélik a befogadd széméra a beszeldi attitlid.

Az interkulturdlis félreértések egyik érdekes esete egy beszédaktus vagy egy non-ver-
bélis jelillokucios erejének fel nemismerése. Ez utébbira széléséges az példa, amikor egy
adott kultura non-verbdlis jelzése semmilyen jelentéssel nem bir a beszédpartner kul-
turdjdban. Hidasiemliti, hogy egy nigériai didk Ugy Udvozolte a mellette elhaladd amerikai
didktarsait, hogy megallt, ezzel jelezvén, hogy szeretne velUk beszélni. Mivel az amerikai
angolban a megallds, mint cselekvés nem jelez beszédszandékot, nem tulajdonitottak
nekiillokucids erét, ezért nem is interpretélhatték kérésként, kdvetkezésképpen tovabb-
mentek a nigériai didk megdobbenésére 3 Természetesen sokkal gyakrabban fordul eld
azinterkulturdlisinterakcioban az a tipusu félreértés, amikor ugyanazon megnyilatkozés-
hoz a beszédpartnerek mds-mas illokUcios erdt térsitanak. £z sok esetben az udvariassag
fent emlitett eltérd kifejezésmaodjabol fakad. Moeschler, a francia anyanyelvl nyelvész
szamoltbearrdl, hogy egy emailben olyannyiraimplicit (azazafrancianyelvhasznalatban
elvart) modon, egy kérdésben (Can you tell me how to get from the airport to Rabat?),
Meg tudnd mondani, hogyjutokel areptérrél Rabatba?) fogalmazta meg a kérését, hogy
menjenek érte a repllétérre, hogy azt a marokkoi beszédpartnere nem ismerte fel, és
emiatt egyszerlen csak pontos vélaszt adott a kérdésre * Az amerikai angolban hasznalt
JLet’s have a coffee one aay!” (Fqyszer kdvézzunk eqyet!) megnyilatkozdst®® egy magyar
beszél konnyen meghivasnak értékeli, holott nagyon gyakran csupdn az udvarias elkd-
szonésritudléjanak része. Azilyentipusufélreértéseket a szakirodalom pragmalingvisztikai
hibaként* emliti.

Osszefoglalva tehat, félreértések alakulnak ki abban az esetben, ha (1) a hallgaté a be-
s7é16i szandékot rosszul azonositja, azaz a beszédaktusok illokucios erejét nemismerifel, (2)

3 Drahota-Szabd Erzsébet, Fordithatdsag, fordithatatiansag és ami kizéitte van: A kultdraspecifikus

nyelvi elemek dtdiitetésérdl (Szeged: Grimm, 2015), 178.

* Hidasi, ,Interkulturalis,” 52.

3 Jacques Moeschler, Intercultural Pragmatics: A Cognitive Approach,” /ntercultural Pragmatics 1,

no. 1 (2004): 53-4.

% Hollo, Kulttra és interkulturalitas,” 71.

3 Jenny Thomas, An Introdluction to Pragmatics (Harlow: Longman, 1995).
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a megnyilatkozas tartalmdt nem érti meg. Ennek oka az alacsony nyelvismereti szint, a
kifejezésekhez kapcsolddd elézetes kontextusok, a kulturdlis konnotacid ismeretének hidnya,
valamint a nyelvi viselkedésre vonatkozé kozos kulturdlis tudas korldtozott megléte.

A félreértések lehetdsége inter-ll. intrakulturdlis kommunikacidban is fennall, de el-
térd mértékben. Azonosanyanyelv esetén sem garantdlhatd minden esetben azeldzetes
kontextusok ismerete, dridsi kulonbségek lehetnek a kdzos tudds mértékében is, ezért
semlehetéles hatdrvonalat huzniinter-ésintrakulturdlis interakcio kozott. Mindazonaltal
azazonos kulturdboélszarmazok nyelvi viselkedésre vonatkozd kulturdlis tudésa kevesebb
potencidlis félreértésre enged kovetkeztetni.

AZ INTERKULTURALIS KOMMUNIKACIOS STRATEGIAK

Verschueren®**ismert kommunikaciés modelljében a nyelvi tevékenységet harom kulcs-
szoval jellemzi: vélasztés, egyezkedés, adaptacio. Interkulturdlis tarsalgés esetén, ha nem
anyanyelvikon kommunikédlnakabeszédpartnerek, akkor a nyelvivalasztasok korldtozot-
tak,akozosségileg konvencionalizélodott és egyénileg begyakorolt formuldk, a rutinszerd,
szitudciohoz kotdtt megnyilatkozdsok tarhdza nem all a beszéldk rendelkezésére, ezért
nem beszélhetldnk rutinszer( nyelvi valasztasrél.*

Az interkulturdlis interakcioban valdjaban az egyezkedés és az adaptacio jut kiemelt
szerephez, de azis kissé masképp, mint azazonos nyelvet beszéldk kommunikaciojdban,
ugyanis ritkdn kérdéjelezik meg a beszédpartner nyelvi vélasztasat az egyezkedés folya-
mataban. Abeszédpartnerekdltal létrehozott kommunikdcios helyzet azért valtozik dina-
mikusan, mert a résztvevék fokozottan figyelik, monitorozzék* egymas és sajat nyelvi
viselkedését, hiszen, ahogy fentebb emlitettik, szamitaniuk kell arra, hogy nem garantéal-
hatdazegyértelmUen és biztosan hozzéférhetdjelentés. Azinterkulturalis interakciokban
gyakrabban észlelhet® a megértés ellendrzése, a visszakérdezések, a pontositdsok, vala-
mintegy Un.elengedd (let-it-pass) kommunikdcios stratégia, amely azt jelenti, hogy a be-
szédpartnerek nem kérdeznek ra minden egyes meg nem értett egységre, hanem meg-
elégednek egyfajta kortlbeluli megértéssel. Ettél gordilékenyebbnek, szildrdnak tlinik a
tarsalgds, végsé soron azonban veszélyeztetheti a hatékony kommmunikéciot, mert feltle-
tes konszenzust eredményez.!

% Jef Verschueren, Understanding Pragmatics (London: Arnold, 1999).

39 Tétrai Szilard, Nézdpont kérdése: A konstrudlds pragmatikai vonatkozasardl," Argumentum 17
(2015): 536; Tolcsvai Nagy Géabor, ,A nyelvi megformaltsdg szerepe a kultdra autopoietikus és dnreflexiv
folyamataiban,” Magyar Nyelvor139, 2. sz.(2015):177.

40" Kecskes, ,Intercultural Pragmatics,” 2.

4" House, ,Pragmatics Lingua Franca,’ 368.
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Ahatékony interkulturdlis megértéshez szikséges a kulturdlis kilonbségek miatt [ét-
rejové eltérd kommunikécios stilusok tudatositdsa és elfogadasa, valamint az, hogy a
beszélék feleldsséget vallaljianak a sajat megértésukért. Ez azaltal is megvaldsithatd, hogy
a beszéldk felkészilnek a lehetséges félreértésekre, és expliciten jelzik beszédpartnereik
szamara, ha valamit nem értenek.

OSSZEFOGLALAS

Az eléz6 oldalakon sorra vetttk, melyek az interkulturdlis interakcio jellegzetességei a
megeértés és a félreértés szempontjabdl. Legnagyobb kihivés, hogy a beszélgetésben
résztvevok sokkal kisebb mértékben vagy egyaltaldn nem alapozhatnak az elézetes kon-
textusra és az elézetes kozos tuddsra, mint az intrakulturdlis kommunikacioban. Kivételt
képeznek az interkulturdlis szakmai kozosségek, ahol behatérolt a beszélgetés témaja.

Vildgossa vélt azis,hogy barazintrakulturdlisinterakcioban részt vevék ugyanannyira
felel¢seka kommunikacio sikeréért, mint azinterkulturdlis beszélgetések szerepldi, azon-
ban ez eltéré mértékl eréfeszitést igényel. A beszédpartnerek kilonbozé anyanyelve és
a hozzd kapcsolodo két vagy tobb kulturdlis normarendszer egylttes jelenléte nagyobb
fokd tudatossagot, koncentraciot és egyuttmukodést vér el télik, azaz fejlett interkultu-
ralis kommunikativ kompetencidval kell, hogy rendelkezzenek. Ha ehhez az intenziv egy-
maésra utaltsdghoz egy nyitott, elfogadd attitlid is tarsul, a kommunikacio sikeres lesz, és
végsd soron megalapozhatja a kulturdk kozotti jo kapcsolatot. Barrett et al. szerint az
interkulturdlis kommunikdcionak az is hozadéka, hogy ,a kulturdlis kilénbségek megta-
pasztaldsan keresztll hozzajarul abeszél6 sajat kulturdlis identitdsainak megértéséhez és
onismeretéhez.? Azinterkulturélis kommunikativ kompetencia fejlesztése® hosszu folya-
mat, magabanfoglalja az attitlidokkialakitasat, ismeretek megszerzését, azismeretek mo-
gotti okok, Osszefliggések megértését és elfogadésat és a cselekvést* Amennyiben
azonban azinterkulturdlisinterakcidban részt vevéknek sem nyitottsdga, semtapasztalata
nincs a beszédpartnerekirdnt,azesetleges félreértések negativ értékitéletek, sztereotipidk
kialakitdsokhoz vezethetnek a beszédpartner, sét a kultUrdja irdnt is.

4 Martyn Barrett et al, Developing Intercultural Competence through Fducation, Pestalozzi Series

3 (Strasbourg: Council of Europe, 2014), 16-7.

4 Michael Byram, ,Intercultural Competence in Foreign Languages,” in Darla K. Deardorff, ed., 7he

Sage Handbook of Intercultural Competence (Sage: Thousand Oaks, 2009), 71.

# Hollo, ,Kulttra és interkulturalitds,” 47-8.



ENTOMOPOLIS, CONTEMPORARY ART, AND JOHN DEE
ERRATIC SPECULATIONS ON THE ART CONTAGION AND

ITS VECTORS SPURRED BY A READING OF ROBERT SMITHSON'S
INCIDENTS OF MIIRROR-TRAVEL IN THE YUCATAN'

JAN BACKLUND

Thereis a passage in Robert Smithson's essay, “Incidents of Mirror-Travel in the Yucatan’,
that has kept intriguing me for a long time. | am referring to the last few sentences of
"The Seventh Mirror Displacement”, when Smithson has described a confused ‘no man’s
land” with uprooted trees:

Nevertheless, flies are attracted to such riddles. Flies would come and go from all over
to look at the upside-down trees, and peer at them with their compound eyes. What
the fly seesis “something a little worse than a newspaper photograph as it would look
to us under a magnifying glass.” [..] The “trees” are dedicated to the flies. Dragonflies,
fruit flies, horseflies. They are all welcome to walk on the roots with their sticky, padded
feet, in order to get a close look. Why should flies be without art?”

Immediately, this appears as a downright whimsical question, comparable with a Bud-
dhist k6an, and is probably also left standing as such, oscillating between its unanswer-
ablequipaswell asitsepiphanic weight. But Smithson's essay isnotatall concerned with
the artistic institutions of flies, but rather with agencies or agents of art beyond history,
around the question concerning the cause ofart where the past and the future behaves
asif mirrored and superimposedin one of Smithson’senantiomorphic chambers. Contin-
uing on the trail of inquiry from “Incidents ..", my aim here will be to make the coun-
terintuitive point that the practice of John Dee will (within an imminent future) be con-
sidered an art project (7ezcatljpoca knows the work of John Dee). In the sense that John
Dee, his angelical conversations (in particular), his cartography and astrology, his collect-
ing and studio at Mortlake, as well as his other activities will feature at art-exhibitions and
art-historical essays within a decade or so. Although a blatant stupid thesis, it has never-

' Robert Smithson, Incidents of Mirror-Travel in the Yucatan,” in Nancy Holt, ed., 7he Writings of
Robert Smithson (New York: New York University Press, 1979), 101. Orig. published in Artforum 8, no. 1
(September 1969): 28-33.
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theless the advantage of being rigorously verifiable orfalsifiable and I will, like the myopic
(e fly-sighted) Miranda in Ingeborg Bachmann's short story “Ihr glickliche Augen”, be
the first to admit my Denkfehler, if proven wrong?

To do so I will follow three — heavily condensed and abbreviated - lines of thought,
more or less freely adapted from ideas present in the works of artists such as Hilma af
Klint, llya Kabakov, Walid Raad, as well as from Robert Smithson: @)the recent metamor-
phosis of art itself, which seems to be evolutionary driven by a desire beyond human in-
tentions, but where the objects of this desire epjphanicallypresents themselves as art for
our imagination; £)that this art nevertheless does not behave and function like a con-
cept, but rather like a germ or a bug, carried by an angelical (or demonical) vector - for
instance the housefly, musca domestica— and finally;, ¢)that this bug has always been
"knowing” that, for instance, the cave paintings eventually would be realized as an art
when the cinematographic dispositif of the brothers Lumiere eventually became assem-
bled in 1895, in the same way as it always knew; forinstance, that Hilma af Klint's or Maria
Sibylla Merian's work would not only be compossible, but furthermore paradigmatic, for
art after “the history of art’, in very much the same way, as “[tJhe Jaguar in the mirror that
smokes in the World of Elements knows the work of Carl Andre.”

THE ART CONTAGION

When the German priest and pomologist Korbinian Aigner (1885—1966) was included in
the 2012 Documenta 13, thiswas not an exceptional inclusion, but rather part of a signifi-
cant trend in recent biennials (and exhibitions in general) of including practices, which
never understood themselves as having anything to do with art, asart. The Venice Bien-
nial of 2013 was almost exclusively built up around this concept, and the Documenta
included, apart from Aigner, the late Finnish pornographer and computer-futurist Erkki
Kurenniemi, the Austrian quantum physicist Anton Zeilinger, and a number of other
"orojects”, who would never describe themselves as art projects. These projects were
smoothly joined with works by well-known artists, such as Walid Raad or Pierre Huyghe,
which in their turn addressed this eerie topography of art in their work, corresponding

2 Miranda's capacity of sight is “something a little worse than a newspaper photograph as it would

lookto us underamagnifying glass,” butitis Beatrix, in “Probleme, Probleme,"who develops the concept
of "“Denkfehler” The methodological stance taken here is thus motivated by Ingeborg Bachmann
Simultan (Frankfurt a. M.: Suhrkamp, 1972) together with Jean-Francois Lyotard De /apathie théorigue
(Critique 31, no. 333 [February 1975]: 254-65).

3 Smithson, “Incidents of Mirror-Travel,” 97.
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to Smithson’s description of the Seventh Mirror Displacement: “Are they dead roots that
haplessly hang off inverted trunks in a vast 'no man’s land"?”

Noone could be more unconcernedaboutart than Korbinian Aigner. The apples (and
occasional pears) he painted in watercolor, gouache or with colored pencils, stand in no
relation whatsoever to the West German or International art scene of his time. They are
incompossible with it, in the same way that Hilma af Klint's paintings are incompossible
with abstract painting of the early twentieth century. Nevertheless, it was obvious forany
visitor that Aigner's project was of paramount interest for art history and theory. For most
of us, the inclusion of Aigner, was not only feasible, but furthermore se/~evident. Before
the huge walls and showcases of hundreds of postcard-size images, it became evident
that it was all about the systematic and archiva/way of documenting, the project char-
acterof this archive, and this project’s merging with the question of art and life in the
shape of the bare /ife of the concentration camp prisoner through a biological form of
remembrance, forwhich the grafting of the apples became a metaphor. Nothing of this
is visible as such, but is rather communicated through an initiation in the art discourse,
in much the same way as the knowledge of the apple varieties K77 (no. 541), K73 (no.
600),and A74(no.543) among the hundreds of “ordinary” apple varietiesis kept inexplicit,
if the observer does not engage in the project. This is an initiation that establishes a con-
tract between the visitor, the work and the institution in which every enunciation is
undergirded by the promise that they all are mediated by art. One aspect of this, | learned
after having left Kassel, was the planting of an apple-tree of one of the abovementioned
varieties in Kassel, thus acting as a self-sustaining and autonomous biological vector of
Aigner'swork projectedintothefuture, devoid of any “signature”. The authorbeing noth-
ing but the reproductive evolution of the variety itself.

Aigner's project, running from 1912 to 1960, does of course represent a huge effort
from its maker/medium, so much that he was criticized by his superiors for being more
apomologistthan a priest. If not Aigner or his superiors, the drawings themselves never-
theless knewtheywere art. Thisis suggested partly by the limited pomological relevance
they carry. The drawings are kept in a scale of 1:1, but not consistently so, and contrary
to the then well-established pomological practice, they do not provide cross-sectional
drawings of the core. And when transformed into an art discourse, it becomes obvious
that Aigneris not even the author of the project. The nominal author of the project is not
its agent, but part of its /conography,in the same way as a proper name is part of a novel.
But more importantly, and contrary to common belief (/e the institutional theory), any
author is neither to be searched for among the curators. The curators, as well as the visi-
tors, answers,areresponding to,an intention and anagency,and thisagency s the desire
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of art itself— hence the self-evident apparition for the initiated and the sheer incompre-
hensibility for the uninitiated. It is the explication of this desire that makes certain projects
self-evidentand self-explicatory as art projects:its contagiousness. The aesthetic response
is always "of coursel How could we notsee it?" produced by the artistic discourse itself.
An authorless, self-evident epiphany generated by the desires of the art world itself,
which produces a beauty its promise of happiness provokes, that is: an obligation, or
bond, with a perfective future.

The premise for this argument is that jfthere is to be any art of the future (/e art
museums, history, collecting, etc.) it has to opt, with necessity, for a future viewed in a
perfective aspect, else "art” would dissolve into the (contingent and imperfective) pro-
ductionofwares, services,and experiences. Withoutdwelling at this part of the argument
(Ihave done it elsewhere), we note that any history, collecting, and discourse of art must
precipitate from an already realized event in the future (a perfective future), as history is
always written backwards: Tezcatlipoca "knows the Future travels backwards™ And this
is the very reason why the idea of the “end of art”is such a persistent theme in art theory;
itis the sine qua non of art.

THE KNOWLEDGE OF THE FACTURE

We, artists and art historians, can have no reasonable knowledge of such a perfective
aspect of the future (or the past), but this incapacity is not shared by the art work. Re-
gardless of how we look upon the object in question, its predicate as art was always
there, even when it couldn't be observed. The work of art "knows" the shape of this per-
fective future, precisely because it /s, embodies and incarnates, this future event. The
(specific) art work is the vector of the (generic) contagion: asz. The future event is ossified
as a pledge waiting for its fulfillment and liquidation as art, much in the same way that
the upper paleolithic cave paintings was liquidated with the cinematographic device in
18952 The art work chooses its artist, who acts as the medium for the realization of / as
is seen from Duchamp’s concept of the readymade as a rendez-vousin the future (with

4 Smithson, “Incidents of Mirror-Travel,” 97.

> Onthe general epistemological challenge the discovery of the cave paintings implied, see Mats

Rosengren, Cave Art, Perception and Knowledge (London: Palgrave Macmillan, 2012); its relation to the
cinematographic device: Gerald Noxon, “Pictorial Origins of Cinema Narrative: The lllusion of Movement
and the Birth of the Scene in the Paleolithic Cave Wall Paintings of Lascaux,” 7he Journal of the Society
ofCinematologists4-5 (1964-65). 20-6 and Werner Herzog, Cave of Forgotten Dreams(IFCFilms, 2010).
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allkind of delays) © Artists, such as Hilma af Klint, Robert Smithson, llya Kabakov, and Walid
Raad perceive this, and their works could be viewed as models or proposals for such a
perfective future of art. But more importantly, the art world itself, this intangible yet dis-
tinct agent, has always oriented itself towards such a teleology like a magnetic needle
orients itself in relation to the North Pole.

What is more, with Korbinian Aigner's project, the recent reception and inclusion in
the art discourse of the pioneer entomologist Maria Sibylla Merian (1647-1717), active
inthe decadesaround 1700and daughter of the printerand engraver Matthaeus Merian
the Elder, a topological transformation of the art historical narrative establishes a mean-
ingful link between Maria Merian and Korbinian Aigner, beyond any conceivable chron-
ology or causality. Consequently, this proximity, or non-causal inheritance, willinevitably
contradict any narrative running, say, from Rembrandt to Watteau, or from Caravaggio
toGoya, orwhatever, fundamentally reshaping any art historical narrative into a topologi-
cal (contagious) space.

The emergence of the self-evident topos created by the spacetime contagion of, for
instance, Maria Merian's and Korbinian Aigner's projects, or by the establishment of the
cinematographic apparatus by the brothers Lumiere in 1895 with the sudden appear-
ance of the paleolithic cave paintings the very same year, are neither arbitrary, nor neces-
sary, but intentional. This intention can only express itself as art, by the desires art history
andarttheory creates.Ina part ("Index XXVI:Red") of his performance-lecture-installation,
Scratching on Things | Could Disavow(2007-), Walid Raad gives a rather precise descrip-
tion of this future’s desire and workings with the past by the future Arabic artists’ need
forthe colorred, whichthey through telepathic contact with “Walid Raad” consequently,
but unintentionally, produces’

This corresponds toawell-known phenomenon every artist (or writer) inevitably must
have noted, namely that the physical work develops an agency, a certain craving, a
groove, or a gravitational field that demands to be released. The physical work starts to
insist onitself,onits own logic. The modernists called this phenomenon an “inner neces-
sity”,and located this necessity in the sensibility andinner subjectivity of the artist, where-

®  “Préciser les ‘Readyrnades’. En projetant pour un moment proche & venir (tel jour, telle date telle

minute), dinscrire un readymaae’— e readymade pourra ensuite étre cherché (avec tous délais). L'im-
portant alors est donc cette cet horlogisme, cet instantané, comme un discours prononcé a l'occasion de
n'importe quoi mais a tefle heure. C'est une sorte de rendez-vous. — Inscrire naturellement cette date, heure,
minute sur le readymade, comme renseignements. Aussi le coté exemplaire du readymade.” Marcel Du-
champ, Duchamp du signe: £crits, ed. Michel Sanouillet (Paris: Flammarion, 1975), 49.

7 Walid Raad, “Index XXVI: Red,” e-fux 54 (April 2014); 1-6.
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asnone of the recent reconfigurations (as for instance Korbinian Aigner or Hilma af Klint)
seemto support such anartist-centered or anthropocentricagency. On the contrary, the
intentionality seems to stem solely from the facture of matter jtself Another recent reve-
lation, also perfectly answering to the desires of the art world, could illustrate this point.

In 2015 the exhibition “Allegory of Cave Painting”, at Extra City Kunsthal and Middel-
heim Museum in Antwerp brought together a number of contemporary artists in a
framework of the so-called Branshaw, or Gwion Gwion, Rock Paintings in North Western
Australia. The subject is controversial, mainly due to disagreements if these stylistically
isolated paintings are of aboriginal origin, or if they are produced by some other, now
extinct, culture, as well as due to considerable different dating of the paintings, spanning
from 45,000 years to only some 2,500 years from now. These issues were not addressed
by the exhibition. What attracted the interest of the art world was instead the fascinating
fund by the microbiologist Jack Pettigrew and his team that these paintings were colo-
nized by bacteria and fungi, which has formed a living pigment:

[..] colonized by red cyanobacteria and blackfungi, main actants in a biofilm consisting
of hundreds other, symbiotic microorganisms. Their rejuvenation (cannibalizing on
preceding generations) and reciprocal sustenance (an exchange of carbohydrates and
water) sustain the paintings’ chromatic vibrancy. Bacteria and fungi coproduce a proc-
ess of continuous restoration, while also etching the picture deeper into rock.”

The desire this scientific thesis arouses in an art context is precisely this desire for an
object-orientated and material agency within the very core of the work itself. This non-
anthropocentric perspectiveisfurthermore confirmed by anaboriginal guide, whoasthe
first, albeit reluctantly, explained the provenance of the Branshaw's rock paintings: “Long
ago Kujon a black bird, painted on the rocks. He struck his bill against the stones so that
it bled, and with the blood he painted. He painted no animals, only human-shaped fig-
ures which probably represent spirits."'® This myth concerning the provenance of the
Branshaw rock paintings has since been independently corroborated from other sources,
suggesting that the aboriginals were aware of the material rejuvenation of the images
and interpreted this as an evidence of their non-human origin. “For the Europeans, the

& Jan M. Crawford, “Function and Change in Aboriginal Rock Art, Western Australia,” World Archaeo-

/ogy'3,no. 3 (February 1972): 310.

°  Mihnea Mircan, “Figure 1."in Mihnea Mircan and Vincent W. J.van Gervan Oei, eds., Allegory of the

Cave Painting (Antwerp: Extra City Kunsthal / Mousse Publishing, 2015), 14.

10" Agnes Schultz, “North-West Australian Rock Paintings,” Memoirs of the National Museum of Victoria

20 (January 1956): 47. Crawford, “Function and Change,” 306, emphasis added.
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salient question regarding the paintings has always been: who painted them? what do
they represent? what do they tell us of their authors/These questions are not automat-
ically the primary ones. For the Aboriginal people, they evoke very different questions:
where are they’and what do they want?'"

WHERE ARE THEY? WHAT DO THEY WANT?

First of all, flies do play a role in art history, a marginal role, admittedly, but still curiously
significant in its marginality. | am thinking of religious paintings and illuminations from
Burgundy before the time of art, in later Dutch still lifes during the seventeenth century
up tollya Kabakov's Concertfora Flyand other similar installations on the same theme.'?
Although flies do not play any iconographic role at all in Smithson’s art, the question of
agency and the observational apparatuses of flies is of course not by chance: its ubi-
quitous presence, its inexterminable stamina (“would come and go from all over”), and
its observational apparatus (almost 360° patchwork images in low resolution but high
frequency). But | believe itis llya Kabakov who gives the key, when he insistently links the
housefly with the “little white men”, the toilet, dirt, and corners, all of which points to-
wards the specific theological and metaphysical character of the fly: angelic and sub-
terranean; winged,omnipresent,andall-seeing, but attracted to shitand decay; together
with its grotesque appearance, which it shares with most insects, of being composed of
mechanical, mineral, vegetable, as well as biological parts.

Entomologically, Smithson is not referring to the fly (muscidae) as such, but any
wingedinsect (pterygota), ashe includes "dragonflies, fruit flies, horseflies” in hisenumer-
ation, and if we were to stick to the Linnaean taxonomy we would have to include but-
terflies and beetles as well. But there are no compelling reasons why we should prefer
this discourse before any other “Chinese encyclopedia’, apart from noting that — /n art—
dragonflies, butterflies, and beetles are more closely related to muscidae than the Lin-
naean taxonomy suggests."” Compelling is, however, the fact that Smithson inconspicu-

" Adam Jaspers, "Lonely Rocks,” in Mircan and Gervan Oei, Allegory of the Cave Painting, 83.

12" llya Kabakov, installationen 1983-2000- Werkverzeichnis,ed. Toni Stooss (Dusseldorf:Richter Verlag,

2003). The Fly with Wings(1984),n0.3; Concertfora Fly (Chamber Music)(1986),no. 12; Concert fora Blue
Flyand a Yellow Penci/(1990), no. 35; My Motherland: The Flies(1991) and The Lite of Flies(1992), no. 56;

Concert fora Fly(1993), no. 71.

13 Jean Pucelle “refined the ‘drolleries’ into a fairy tale alive with birds and flowers, snails and insects;

andamongthese a place of honorwas reserved for the elegant dragonfly, demoiselleor pucellein popu-
lar French, which became the punning trademark of his shop.” Erwin Panofsky, £arly Netherlandish Paint-
ing: Its Origins and Character(Cambridge, MA: Harvard University Press, 1953), 32.
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ously refers to “art” in relation toflies. It is not images or aesthetics that flies have, but art:
Thatthing “art”,which in our culture has existed since the Renaissance,andfrom the time
of Robert Smithson onward, has taken over the few other art traditions existing in the
world (the Chinese, the Japanese, and the slamic art traditions),as well as it has colonized
innumerable non-art cultures and traditions into the discourse of contemporary art (Afri-
can, Medieval, Aboriginal, and Paleolithic art), comparable to how “[ijnsect vectors of
pandemic diseases have probably affected humans more than any other eukaryotic
animals.""* This, seemingly inevitable expansion of the art world has naturally posed an
insurmountable problem for any narrative or history of art as we know it. The art pan-
demic has had a tremendous, recursive, impact on the concept of art, in such a way that
ouraccustomed notions like “representation”, “illusion abstraction”, "ready-
made’, and so on, have become more or less irrelevant, an evolution of which Smithson
seems to have been perfectly aware.

Although Smithsondoes notinquire afterany "intelligence” or "agency” aslam doing
here, he is just stating it: “The Jaguar in the mirror that smokes [/e. Tezcatlipoca] in the
World of Elements knows the work of Carl Andre."” But he does give some hints regard-
ing the “form” of this agent. In the introductory part, we are told that the “road went
through butterfly swarms Near Bolonchen de Rejon thousands of yellow, white and black
swallowtail butterflies flew past the car in ervatic, jerky flight patterns.''

Swarmingis an emergent, decentralized behavior especially among insects, such as
bees, ants, locusts, or termites, which precisely exhibit this kind of extra-individual intelli-
gence. Although swarming presents a wealth of attractive attributes and is typical for
most insects, it does not seem to play any compelling role when it comes to muscidae,
butterflies, or beetles, which are the insects most commonly encountered in art. A con-
cept closely linked with swarm intelligence is stigmergy, a mechanism of indirect coor-
dination between agents and actions, who lack any memory, intelligence or even a-
wareness of each other, leading to the spontaneous emergence of coherent and sys-
tematic activity. One significant example of stigmergic behavior is the migration of dra-
gonflies, beetles,and butterflies, which differs from bird migration in that it does not nec-
essarily take the same direction each year, but furthermore due to the fact that since the
migration can last over several generations to complete, the migrating insects is capable
of keeping the flight pattern intact through some kind of inheritance or re-enactment.

"o "o

,‘expression’,

14" David Grimaldi and Michael S. Engel, £volution of the Insects (Cambridge: Cambridge UP, 2005), 5.

1> Smithson, “Incidents of Mirror-Travel,” 97.

15 Ibid, 96, emphasis added.
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How the species manages to return to the same overwintering spots over a gap of sev-
eral generations is apparently still a subject of research.'” But, to my knowledge, such
stigmergy or migrating inheritance in butterflies through a medium of time or genera-
tions does not seem to apply to muscidae either.

For us, as for the medieval theologian, the fly seems devoid of any raison-d'étre. It
seems useless, and superfluous, “but also because it seemed a kind of counterfeit life, life
self-realized in excess of the divine blueprint.”'® And maybe it is just that. Remembering
a passage in Bruce Chatwin's succinctly art theoretical novel Uiz the character Olrik says:

“Ichose”, he said, “to study Musca domestica within the Prague Metropolitan area.”

Justas hisfriend Mr Utz could tell at a glance whether a piece of Meissen procelain was
made from the white clay of Colditz or the white clay of Erzgebirge, he, Orlik, having
examined under a microscope the iridescent membrane of a fly's wing, claimed to
know if the insect came from one of the garbage dumps that now encircled the New
Garden City.

He confessed to being enchanted by the vitality of the fly. It was fashionable among
his fellow entomologists — especially the Party Members — to applaud the behaviour
of the social insects: the ants, bees, wasps and other varieties of Hymenoptera which
organised themselves into regimented communities.

"But the fly", said Orlik, “is an anarchist.""”

And this gives us a clue to why the fly, and especially the beyond comparison the most
common species, the musca domestica, to my knowledge, without any significant
swarming behavior, norwith any recognized stigmergy, nevertheless would be the most
susceptible for having art — namely: its synanthropy, its metropolitanism and historical
commensal relationship with humans, which seem to have been the very cause for the
evolution and worldwide distribution of the species in the first place. The fly has ac-
companied humanoids and humans throughout the ages as our inseparable shadow.
Assuch, the houseflyis the most prominent transmitter of parasites, bacteria, and viruses
to humans while it itself develops immunity within a couple of generations.

17" Christine Merlin,RobertJ. Geagear,and Steven M.Reppert, "Antennal Circadian Clocks Coordinate Sun
Compass Orientationin Migratory Monarch Butterflies,” Science325,n0.5948 (September 2009): 1700-1704;
Charalambos P. Kyriacou, “Unraveling Traveling,” Science 325, no. 5948 (September 2009): 1629-30.

18 Steven Connor, “Flysight,” accessed January 19, 2022, http//www.stevenconnor.com/flysight.

19" Bruce Chatwin, Uzz(London: Random House, 1988), 28.
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Ina Portrait ofa Mathematician(Luca Pacioli) by Jacopo de’Barbari from about 1495,%
a housefly sits with its sticky, padded feets right on the carte/linowith the artist's signa-
ture, partially obscuring the date. Because this cartellino is not part of the image itself, but
a colophon to the image, and the fly sits on it, the fly pushes the colophon back as an
integral, iconographic part of the image, making the painter and date the image-space
effectand the fly the real-space cause. The fly occupies the same liminal status in Petrus
Christus's austere and thoughtful Portrait of a Carthusian (1446),°" situated on the
trompe-I'ceil frame, outside the image, but, within the indexical space of the signature,
here exactly above the interpunct that splits “petrvs” from “xpi”. A different effect is ap-
parent in one of Carlo Crivelli's Madonna and Child (ca. 1480), where the fly sits on the
parapet to the left corresponding to the trompe-I'ceil signature on a cartellino attached
to the watered-silk cloth with wax to the right. The Holy Figures both seem distracted by
its presence, as if they were posing in a photo session, and in the very moment of ex-
posure were disturbed by this sudden presence of the fly.

Since Erwin Panofsky firstidentified thisiconographic quirk inthe history of Furopean
painting, it has subsequently been observed in different parts of Europe during the long
century before art, i.e. from the mid-fourteenth to the early sixteenth century, when it as
suddenlyas completely disappears.? Itis clear that the real-space images of flies painted
on the image-space or trompe-I'ceil frames or cartellini are related to the story of Giotto
fooling his master Cimabue, which is first documented in Filarete's treatise on architec-
ture from the early 1460s, where Filarete says he had read “of Giotto that in one of his first
works he painted flies and his master Cimabue was fooled by them, thinking they were
alive, and wanted to chase them away with a cloth."** Even if based on a topos well
known since Antiquity, it is obvious that this story can't be the cause of the muscae de-
pictae but that the anecdoteisitself an expression of the quirk. The transformation of the
classical topos from featuring a drapery or grapes into flies might, on the other hand, be
due to Guerino da Verona's Latin translation of Lucian's satirical Muscae Fncomium in
1440, which inspired Alberti to write his own adaption?

20 QOil on panel, 99 X 120 cm. Museo di Capodimonte, Napoli, Q 58.

21 Oil on panel, 29.2 X 21.6 cm. Metropolitan Museum of Art, New York, 49.7.19.

2 Tempera and gold on panel, 37.8 X 254 cm. Metropolitan Museum of Art, New York, 49.7.5.

> Erwin Panofsky, Albrecht Direr, 2 vols. (Princeton: Princeton UP, 1943), 2:12. André Pigler, ‘La

mouche peinte: un talisman,” Bulletin du Musée Hongrois des Beaux-Arts 24 (1964): 47, 50.

% Antonio Averlino detto Il Filarete, 77atto di architettura, ed. Anna Maria Finoli and Lilianna Grassi,

2 vols. (Milan: Il Polifilo, 1972), 2:181. Quoted from Norman Land, “Giotto's Fly, Cimabue's Gesture, and a

‘Madonna and Child" by Carlo Crivelli,” Source: Notes in the History of Art15, no. 4 (1996): 13.

%5 Kandice Rawlings, "Painted Paradoxes: The 7rompe-/oeilFlyinthe Renaissance,” Athanor26(2008): 7-13.
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1. Giovannino de’ Grassi, "Creation of the World,” with seven musca depicta and a stag beetle. Visconti
Hours, ca. 1494-95. Florence: Biblioteca Nazionale, Landau-Finlay 22, f. 19.

Source: (1,030 X 1,500 pixels, file size: 1.62 MB, MIME type:image/ jpeg) Public domain. https.//commons.
wikimedia.org/wiki/File:Offiziolo_-_L9%27eterno_e_gli_eremitijpg

Anna Eorsi has identified the earliest example of a representation of real-space flies
on an image-space to be Giovannino de’ Grassi miniature painting “Creation of the
World", in the Visconti Hours, dating from around 1394- 95.% Seven flies (and a stag

% Biblioteca Nazionale, Florence, Landau-Finaly 22, fol. 19; Anna Eérsi, " Puer, Abige Muscas/Remarks

on Renaissance Flyology,” Acta Historiae Artium Academiae Scientiarum Hungariae42 (2001): 7-8; Edith
W.Kirsch, Five llluminated Manuscripts of Giangaleazzo Visconti(University Park and London: College Art
Association / The Pennsylvania State UP, 1991), 55, 89-92, ill. 60.
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beetle, thatis a scarabaeoid), in life-size and seen from above, are all welcome towalk on
the page with their sticky, padded feet, in order toget a close look. They are onthe image
—partlyjoining usin our observation,and partlyirritating and obfuscating our view —and
inthis case, outside of the creation, as if insects were not created by God but rather some
kind of ready-made remnants, or cast shadows of invisible entities. This would at least be
llya Kabakov's interpretation.

Duetothefactthatthesereal-space representations “landed” on manuscriptillumina-
tions and panel paintings during the century before art, just to disappear altogether — or
dissolve into the image-space — during the sixteenth century onwards, the flies acts as
ifagents or vectors in the establishment of this art. This is further emphasized by the fact
that the flies are almost always depicted close up to, or even above, the signatures, as if
correcting or demean them. This resonates curiously with the mischievous misspelling
of the Arabic artists’ names, communicated by the artists of the future, in Walid Raad's
“Index XXVI: Red". But the reason, the performance-lecturer speculates, is because the
future artists need the coforreathatwill eventually surface with the sprayed corrections.”

In a signed painting by Derick Baegart, St Luke Painting the Virgin (ca. 1470),% the
signature is placed on a jug on a cabinet in the back of the room where St Luke is paint-
ing,immediately adjacenta trompe-I'ceil fly, albeit within theimage-space of the picture,
but more conspicuously, further in the right background we see an ange/grinding the
color req”” as if prefiguring “Index XXVI: Red” of Walid Raad. The St Luke-picture is the
model from which the centerpiece — of lesser quality, and without signature and fly — of
a St Luke Altaroieceis copied. The altarpiece (and a fortiorithe panel) — so argues Felix
Tharlemann —is in turn a close copy of a lost original altarpiece by Robert Campin,*® and
if Baegert copied every detail meticulously, then the lost original of Campin would be the
earliest musca depictaon a panel, and would then date from the 1420s.

‘Nevertheless, flies are attracted to such riddles.”The "riddles” Smithson refers to are
of topological nature: “dislocated North and South poles”, “poles that have slipped from
the geographical moorings of the world's axis”, establishing and markinglocal, peripheral
places, ‘regions of the mind fixed in mundane matter” as marking a “dizzy path from one
doubtful point to another.”! Although based on very few artefacts, it has been argued

77" Raad, "Index XXVI: Red,” 4-6.

%6 Oil on panel, 113 X 82 cm. Westfalisches Landesmuseurn, Mnster, no. 59.

2 Forsi, Puer, Abige Muscas]’17.

%0 Felix Thirlemann, “Das Lukas-Triptychon in Stolzenhain: Ein verlorenes Hauptwerk von Robert Campin

in einer Kopie aus der Werkstatt Derick Baegerts," Zeitschrift fiir Kunstgeschichte 55, no. 4 (1992): 524-64.

31 Smithson, “Incidents of Mirror-Travel,” 101.
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that the earliest representations of insects in Olmec art and writing, notably as a letterin
ayetunknown writing system, functioned precisely as a transcendental vector identified
as the ax/is munadj?* that is the mobile, dislocated topological axis flies are attracted to.

John Dee depicted this axis mundliin his “Circumpolar chart” (1580),% with its mag-
netic rock, rupes nigra, based on information received from Gerard Mercator.** The source
of Mercator, the otherwise unknown Jacob Cnoyen (active during the last quarter of the
fifteenth century), must nevertheless, directly or indirectly, have informed Hieronymus
Bosch of this polar rock, as can be plainly seen on the central axis of the central panel of
his Garden of Farthly Delights, which obviously interprets Cnoyen’s description of the
North Pole (as the center of the world), but where the central rock is rendered as a kind
of spherical glass, crystal rock, or bizarre arkhitekton. Dee had access to,and used, Chinese
maps for the Far Eastern part of his “Circumpolar chart”*® and somehow, through some
strange enantiomorphism, this idea of rupes nigra came to mirror one of the central
topos in Chinese art: the readymade rock, which presented itself for the susceptible
mind.* And here we should not forget what John Onians reminds us of, namely that
Pliny the Elder's reports of the painters and sculptors of Antiquity “are not introduced as
histories of art at all, but as accounts of how earth, metals and stones are transformed by
man for his use. [..] Sculpture and painting appear only because Pliny need to give an
account of the processing first of metals and then of stones.”’

32 Amaud F. Lambert, “Insectiforms in Olmec-Style Art and Writing,” 7he Post Hole, no. 34 (2014): 17-24.

3 Robert Baldwin, “John Dee’s Interest in the Application of Nautical Science, Mathematics and Law

toEnglish Naval Affairs,"in Stephen Clucas, ed., John Dee: Interdisciplinary Studies in Fnglish Renaissance

Thought (Dordrecht: Springer, 2006): 102.

*In the midst of the four countries is a Whirl-pool [..] into which there empty these four indrawing

Seaswhich divide the North. And the water rushes round and descends into the Earth just as if one were
pouring it through a filter funnel. It is four degrees wide on every side of the Pole, that is to say eight
degrees altogether. Except that right under the Pole there lies a bare Rock in the midst of the Sea. Its
circumference is almost 33 French miles, and it is all of magnetic Stone [..] This is word for word every-
thing that | copied out of this author [Jacobus Cnoyen] years ago.” E. G. R. Taylor, “A Letter Dated 1577
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¥ JohnOnians, Classical Art and the Cultures of Greece and Rome (New Haven: Yale University Press,
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JOHN DEE, THE CONTEMPORARY ARTIST

The concept of a history of art, formed by Vasari, through Winckelmann up until mod-
ernism, is that the discourse of art continuously evolves through temporal causality.
Cimabue and Giotto are the causes of Masaccio and Ghirlandaio, who again are the
causes of Raphael and Michelangelo; Pollock and Newman are the consequences of
Kandinsky and Mondrian, who in their turn are the effects of Monet and Cézanne, who
are the effects of Courbet and Manet. In this way the art historian has access to earlier art
through a methodological “reverse engineering.” Any formal, iconographic, or semiotic
featureinawork canbe explained (interpreted) through this causal-historical engineered
excavation of meaning. With the recent receptions — or rather. epjphanies — of Maria
Sibylla Merian, Hilma af Klint, and Korbinian Aigner, among many others, the historiog-
raphical coherence of this methodology is altogether annihilated (not to speak of con-
temporary art practices). Any meaning, including history, of their practices, as works of
art, must obviously stem from elsewhere.

Thus, the art historical relevance of Hilma af Klint's practice is not — as often stated —
any pioneering abstraction. Klint's art stands in no relation whatsoever to the question
of post-impressionism, cubism, suprematism, or neo-plasticism. It does not even concern
the question of abstraction as such, nor does it concern other typical modernist concepts
asexpression, realism, significantform”, orany other such conceptual currenciesfromthe
early twentieth-century art. It is an implicit feminist project, opposing the male domi-
nated art historical narrative by “going underground’, and in this way undercutting the
roots of this narrative. But what makes her practice momentous is first and foremost its
project character, herre-definition of the author-function, first through the collaborative
practice in the group “De Fem” (7The Five), later through her communication with (the
named) higherintelligences, giving her their assignmentand defining the meaning and
form oftheimages. These intelligences (Amaliel, Gregor, a Rosicrucian from the fifteenth
century /sic/]..) knows her art in the future; that the project was already realized in a per-
fective aspect: “In the rear-view mirror appeared Tezcatlipoca — demiurge of the “smok-
ing-mirror.” “All those guide books are of no use”, said Tezcatlipoca, “You must travel at
random, like the first Mayans, you risk getting lost in the thickets, but that is the only way
to make art.”*®

Smithson'’s use of Tezcatlipoca as the informing agent throughout the essay, is not
by chance. Tezcatlipoca, which means “smoking mirror” in classical Nahuatl, is a black
deity linked with sorcery and divination through his main attribute, the obsidian mirror.

B Smithson, “Incidents of Mirror-Travel,” 93—4.
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Smithson knew of these mirrors through his artist-friend Michael Heizer's father, Robert
Heizer, a distinguished archaeologist who did some substantial works on Olmec obsidian
mirrorsandthey are obviously connected to Smithson'sideas on enantiomorphism, that
ismirrored symmetries. Thisenantiomorphicfigure orobsidian mirror is used throughout
Smithson'’s Yucatan-essay, often in a surprising context, as the rear-view mirror of a car
or the like.

Apart from a number of other “glasses” and “stones”, it was precisely such an Aztec
obsidian mirror that John Dee, with his scrying collaborators, used in their coonmunica-
tion with the intelligences. "The specu/umbrought by the angel might be the obsidian
mirror in that Dee at first mistakes it for a round shadow [..]."*? Although the provenance
to Dee of the obsidian mirror in the British Museum is not firmly established,” this is of
limited relevance in this topological (enantiomorphic) perspective: Horace Walpole, the
antiquarian, collector, writer,and art historian, who first claimed that the stonewas used
by John Deeinthe Actions,had already in 1784 produced the association of the activities
of John Dee to Tezcatlipoca, the “Smoking Mirror”, without the slightest idea of its Aztec
provenance, but on the other hand unwittingly explaining why the Apparitions in the
Actions more often than not are accompanied with smoke?!

3 Christopher L. Whitby, John Dee’s Actions with Spirits: 22 December 1581 to 23 May 1583,2 vols.,
PhD diss., University of Birmingham, 1981, 1:140.

40" 1bid, 1:138-141;Silke Ackermann and Louise Devoy, “The Lord of the Smoking Mirror’: Objects As-
sociated with John Dee,” Studies in History and Philosophy of Science 43, no. 3 (2012): 542-43; Stuart
Campbell et al, “The Mirror, the Magus and More: Reflections on John Dee’s Obsidian Mirror,” Antiquity
95,n0.384 (2021): 1550; Deborah E. Harkness, John Dee’s Conversations with Angels: Cabala, Alchemy,
and the Fnd of Nature (Cambridge: Cambridge UP, 1999), 30; Gyorgy E. Szényi, John Dee’s Occultism:
Magical Exaltation through Powerful Signs(Albany, NY: State University of New York Press, 2004), 205-6.
The most compelling argument for that the obsidian mirror in the British Library really stems from Dee,
is to be found in documents during the settlement of John Pontois's estate (Pontois being an alchemist
and an intellectual associate and scryer for Dee during his last years) after his death in 1624 by another
late associate of Dee, Patrick Saunders: "Saunders described Pontois's double study, which contained
some of Dee’s books,a few old trunks, 'a Table [..] which Pountys [sic] rec[kloned to be of great value,’and
a 'stone or Jewell of Cristall. Hawes's description of the double study was more detailed. The grocer
referred to ‘a certain round flat stone like a Christall which Pountis said was a stone which an Angell
broughttodoctordye wherein he did worke and know many strange things. The valuable table was also
morefulsomely described as a Table with Caracters and devises uppon it which was kept covered by the
said Pountis in the innermost of the upper studdyes.” Julian Roberts and Andrew G. Watson, John Dee’s
Library Catalogue(L.ondon: The Bibliographical Society, 1990),61. Quoted from Harkness, John Dee’s Con-
versations with Angels, 219.

41 Whitby, "John Dee's Actions with Spirits,” 2:50-1, 130-31, 163, 188-89, 271, 392.
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If not causally linked with any main current of modernism, Hilma af Klint's practice is
ontheother hand perfectly compossiblewith the practice of John Dee,and furthermore
casting a partly new light on the sense and meaning of Dee’s quest for knowledge with
his otherwise —evenifwetry toapply a period eye —unconventional blending of scientif-
ic, hermetic, and magical discourses* It is true that the recent recognition of Hilma af
Klint first and foremost is incited by her paintings, being the conventional artistic medi-
um. But the dispositifs motoring this reconfiguration of art are, as said, nevertheless lo-
cated in the hermeticism, the collaborative and non-anthropocentrical practices, and
especiallythe performativeaspect of herwork (without which the paintings would never
had been exhibited in the first place). This becomes clear when we consider some other
remarkable re-appearances, like the one’s of Sophie Taeuber-Arpand “The Baroness’, Elsa
von Freytag-Loringhoven, both propelled by their performative practices and not at all
by their “Dada sculptures.” The latter pointing at the activities of Anita Berber and Se-
bastian Droste as navigational stars of any future art*

This shift in contemporary art, from artefact to performativity, have some dramatic
consequences, which of course have been operative all the time in every art tradition
labelled “primitive.” The most fundamental consequence, succinctly observed by Nelson
Godman, being the allographiccharacter of the performative arts, as opposed to the auto-
graphiccharacter of physical works like paintings.* “Where does that leave the art object?
If European art is necrophilic, mobile and semiotic, the art of the Ngarinyin and Murinbata
is generative, spatial and performative.” This implies that the performative art work can
only be disseminated through series of re-enactments or “installations.” But as the art insti-
tutionsareintrinsically dependent on exhibitable and reproducible artefacts, it has to trans-
form any "document” (and other remnants) from its status as historical record towards an
exhibitable and reproducible artistic expression for esthetic apprehension.“

4 “[Moapproach prognostication on a strictly scientific ground, .1 Szényi, John Dee’s Occultism, 157.

4 Anita Berber (1899-1928) and Sebastian Droste (1898-1927), dancers and performers, published
their version of a’'Mnemosyne-Atlas’: Die 7anze des L asters, des Grauens und der Fkstase (Wien: Gloriette
Verlag, 1923). Irene Gammel, Baroness Flsa: Gender, Dada, and Everyday Modernity: A Cultural Biography

(Cambridge, MA: MIT Press, 2002), 331-33.

* Nelson Goodman, Languages of Art: An Approach to a Theory of Symbols (Indianapolis: Hackett,

1976),13.

> Jasper, “Lonely Rocks," 91.

4 Asforinstance Hilma af Klint's Notebooks, Maria Sibylla Merian's Publications, but as a logical con-

seguence, numerous 'non-art’documentsas well, e. g. Walter Benjamin’s Notesas well as Aby Warburg's
Manuscripts.
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It is not without pride that Dee recalls his very first performance, with which he already
as a young man gained a certain reputation as a magus:

Hereupon | did sett forth (and it was scene of the University) a Greeke comedy of
Aristophanes, named in Greek Eipfvn, in Latin, Pax with the performance of the
Scarabeushisflying up to Jupiter's pallace, with a man and his basket of victualls on her
back: whereat was great wondring, and many vaine reports spread abroad of the
meanes how that was effected.”

As if a human-size stag beetle flew up onto the ceiling of Trinity Hall with its “sticky,
padded feet, in order to get a close look.”

4 John Dee, “The Compendious Rehearsal” in Autobiographical Tracts of ar. John Dee,ed. James
Crossley (IManchester]: Printed for the Chetham Society, 1851), 5-6. In his Mathematicall Preface from
1590 he gives it a broader perspective when he describes the “Thaumaturgike,” the art of making
“straunge workes, of the sense to be perceived, and of men greatly to be wondered at.” John Dee, “Math-
ematicall Preface”in Euclid et al,, 7he Elements of Geometry of Fuclid of Megara, trans. Henry Billingsley
(London:lohn Daye, 1570),sign. A1, https.//www.loc.gov/item/03020856/. Thaumaturgike”isone of the
nineteen arts described by Dee as derivative from mathematics. Among these we note "Musike,”
"Architecture,” and “Zographie,” the latter being Dee’s term for painting (and sculpture).






KAIROS AND THE ANNUNCIATION
INCARNATION AND THE CRITICAL MOMENT

BARBARA BAERT

“.there s only the unattenaed

Moment, the moment in and out of time,

The diistraction fit, lost in a shaft of sunfight,

The wild thyme unseen, or the winter lightning

Or the watertfall, or music heard so deeply

That it Is not heard at al| but you are the music

While the music lasts. These are only hints and guesses,
Hints followed by guesses; and the rest

Is prayer, observance, discipline, thought and action.

The hint half guessed, the gift half understood, is Incarnation.

”

T.S. Eliot (1888-1965)
Four Quartets(1941)

*

Since the Early Christian origin of the theme of the Annunciation to Mary, scholars have
been concerned with its iconography and the legitimacy of the culture of the image as
such.Foris not the mystery of God-become-flesh precisely the emanation of an invisible
Visage into the visibility of the Son? And is not this emanation analogous to that other
mystery: the possibility of expressing the divine artistically — tracing it in line and colour
in the world of time and space?

This brings meto the subject of this paper: ‘the now-time'. The Annunciation touches
on a startling double paradox. The Incarnation continues to escape us due to its 'visible
invisibility, but alsoinstalls this mystery of theimage in a split second, in a breach intime,
asin Eliot's the unattended Moment, the moment in and out of time. This is the Kairos
or the ‘occasion time”: the interval between moments that holds potential. In the ‘'now’
they turn into ‘pregnant moments’. Hence, in this essay | will revisit the Quattrocento
iconography of the Annunciation from the standpoint of ‘Kairoticenergy’. | will argue that
by looking at the works of Sandro Botticelli (1444-1510) and Francesco del Cossa (1436
1478) the devotional interchange between image and beholder in this period is un-
locked by pictorial (self-)reflection on the Incarnation as the ‘critical moment.
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KAIROS” WINDOW OR THE SELF-AWARE IMAGE

The process of becoming flesh has installed itself as the punctum, as the revolution, as
the knotin the Christian history of salvation. We cannot know this knot, but we can sense
it in part. Only through unarticulated intuition does the knot unfold itself, untangle itself
before our eyes, because of the vigilance of an insight that resides in the chamber of
mystery. When the angel entered the room and startled its occupant, something that
had long remained hidden collapsed in time and space.

Paul writes in his Letter to the Hebrews, 1, 7-8: "Of the angels he says, 'He makes his
angels winds, and his servants flames of fire.” But of the Son he says, 'Your throne, O God,
is forever and ever.” (For Christ is more divine than the winds.) Pseudo-Dionysius the
Aereopagite (late fifth — early sixth century) writes:

The fact that [the angels] are named winds denotes their rapid action, passing almost
instantaneously to all things, and their transporting movement in passing from above
tobelow,and again from belowtoabove, [..] . But perhaps someone would say that the
appellation of wind, to the aerial spirit, also denotes the Divine likeness of the Heavenly
Minds."

Isidore of Seville (¢ 560-636) connected wind, angels, and their invention by artists: “In
defence of the free fantasy of the painters, they [the angels] are given wings to allude to
their rapid movement [through the air], precisely as in the poets'fables, where the winds
had to be represented with wings to signify their swiftness.”

The spectrum of winged wind and aerial beings such as pysche and Christian angels
is of a piece with the Greek notion of the flying passage or sudden alighting of a particu-
lar deification: Kairos, the embodiment of the right moment.? In what follows [ will briefly

' Pseudo-Dionysius the Areopagite, "Per! tes uranfas hierarchias,” trans. John Parker, in 7he Works of

Dionysius the Areopagite. Part Il. The Heavenly Hierarchy (London: James Parker and Co., 1899), 61.See
alsoThomas Raff,"Die lkonographie der mittelalterlichen Windpersonifikationen,” Aachener Kunstbidtter
48 (1978-1979): 158.

2 Quoted after AlessandroNova, 7he Bookofthe Wind: The Representation of the Invisible(Montreal:

McGill-Queen's University, 2011), 48; See also: 7he Etymologies of Isidore of Seville, trans. Stephen A.
Barney etal, (Cambridge University Press,2010), VIl.v.3.(p. 160): “For this reason the license of artists makes
wings forthem, to signify their swift course on all their missions, just as in poetic fiction the winds are said
to have wings to indicate their speed.” ‘Quibus (sc. Angelis) ideo pictorum licentia pennas facit, ut cele-
remeorum incunctadiscursum significent, sicut etiuxtatabulas poetarum ventipennas habere dicuntur,

propter velocitatem.”

3 John E. Smith, “Time and Qualitative Time," in Phillip Sipiora and James S. Baumlin, eds., Ahetoric

and Kairos: £ssays in History, Theory, and Praxis(Albany: SUNY Press, 2002), 46-57.
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sketch the Nachleben of this fruitful concept and of the Greek deity, before re-alighting
at the Annunciation. As will become apparent, the ancient figure of Kairos survived in
Christian culture semantically and iconographically, by finding host bodies: on the one
hand Fortuna/ Occasio,*and onthe other his Christian avatar, the angel > The angel, after
all, is just like Kairos an aerial being that breaks through chronos time, both announcing
and representing the crucial moment for action.

Let us explore the concept of Kairos more deeply®

The origin of the Greek concept of ka/rdsrefers to an important, yet vulnerable place
of the body.’ Inits original Greek meaning, it is closely related to the Homeric (¢ 750 BCO)
"to kairion: the place where the body can be 'hit’ most efficiently, there where life is most
endangered: the place where the stone thrown by Hector hit Teucer (lliad 8:48) 8 There
is also a nominal relationship with the term ‘kairos found in Homeric weaving termino-
logy, which is the technical term for the shed bar.” In weaving, the shed is the temporary
separation between upper and lower warp yarns through which the weft is woven. The
shed is created to make it easy to interlace the weft into the warp in order to create
woven fabric (Fig. 1)."° For a long time Kairos had no anthropomorphic representation.

4 Philine Helas, “Fortuna-Occasio: Eine Bildpragung des Quattrocento zwischen ephemerer und

ewiger Kunst," Stadel-/ahrbuch 17 (1999): 101-24.

> Elzbieta Jastrzebowska, "New Testament Angels in Farly Christian Art: Origin and Sources,” in

KazimierzlLewartowski,ed,, Medliterranean and non-Furopean Archeology(Warsaw: University of Warsaw,

2011),153-64.

6 See for the monograph: Barbara Baert, From Kairos to Occasio along Fortuna. Text / Image /

Afterlife: On the Antique Critical Moment a Grisaille in Mantua (School ofMantegna, 1495—1510)and the

Fortunes of Aby Warburg (1866-1929)(Trunhout: Brepols & Harvey Miller, 2021).

" Dorolevi,"ll Kairos attraverso la letteratura Greca," Rendliconti della reale Accademia Nazionale dei

Lincei: Classe ai Scienze Moralj, Storiche e Filologiche 5, n0. 32 (1923): 261-62.

& Henry George Liddell and Robert Scott, “kairios; kairds,"in Henry-George Liddell et al, A Greek Fng-

lish Lexicon, 979 (Oxford: Oxford University Press, 1996).
°  Richard Broxton Onians, 7he Origins of Furopean Thought. About the Bodly, the Mind, the Soul, the
World, Time, and Fate: New Interpretations of Greek, Roman and Kindred Fvidence, also of Some Basic

Jewish and Christian Beliefs (Cambridge: Cambridge University Press, 1994), 102-22, 345.

10 Ellen Harlizius-Kltick, Weberei als episteme und die Genese der deduktiven Mathematik Berlin:

edition ebersbach, 2004), 103: the drawing of the kairoson the loom on this page; Barbara Baert, “Life is
Short, Artis Long, Crisis is Fleeting: Kairos or Weaving the Right Moment," 7extite: Cloth and Culture 19,

no. 1 (2021): 26-48.

" Bruno Snell, Leben und Meinungen der Sieben Weisen (Munich: Heimeran Verlag, 1952), 102;

Mario Untersteiner, /sofist; 2 vols. (Milan: Lampugnani Nigri, 1967), 1:190-94; Mario Untersteiner, La for-
mazione poetica di Pinadaro (Messina: Casa Editrice G. D'’Anna, 1951), 87-102; Luigi Leurini, “A proposito
diKairos,” La Parola del Passato28 (1973): 207-9.
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Herodotus (485-425/20 BC) recounts how occasion became personified in the god
Kairos, and the geographer Pausanias (¢ 115-180) mentions a sanctuary for Kairos. The
formertells his reader that Kairos is the youngest son of Zeus and is venerated together
with Hermes.!?
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Fig. 1. Drawing of Kairos in weaving terminology, or the technical term for the shed bar. Image © Ellen
Harlizius-Kltick, Weberei als episteme und die Genese der deduktiven Mathematik (Berlin: edition
ebersbach, 2004), 103.

The late-antique copy in relief of the Kairos by Lysippos (second century BC), now in
the Museo di Arte Greco-Romana of Turin, shows how the ancient deity Kairos was
imagined (Fig. 2)." The wings at his feet he borrowed from Hermes; the wings on his
back make him akin to Psyche and aerial beings. Through the stance of his body Kairos
simultaneously connects the acts of landing and instantly flying off again. The scales bal-
ance on a cutting edge, which refers to the precariousness of the equilibrium and to the

12" Herodotus, 7he History of Herodotus, vol. 1, trans. G. C. Macaulay, Project Gutenberg License, ac-

cessed July 11,2022, http//www.gutenberg.org/files/2707/2707-h/2707-h.htm; Arlene Allan, “Situational
Aesthetics: The Deification of Kairos, Son of Hermes,” in Emma Stafford and Judith Herrin, eds., Personifi-

cation in the Greek World: From Antiquity to Byzantium (Aldershot: Ashgate, 2005), 123-34.

13 AndrewF. Stewart, "Lysippan Studies. 1. The Only Creator of Beauty,” American Journal of Archaeo-

logy82,no. 2 (1978): 164-65, no. 23, with images and a list of surviving copies.
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virtue of finding the right measure at the
right moment." For the Greeks, this per-
fectintegrationis expressedin theideaof |
the eemia (gpnWia): the ‘pregnant |
pause’ or the interval between two con-
secutive moments.”” For Lysippos, Kairos
was an artistic manifesto on the possibili-
ties of sculpting as an art form and the |
contribution of the god of opportunity to
the definition of the arts.'®

The epigram by Posidippus of Pella

(mid-third century BC) describes the Fig.2 Kairos relieffollowing the Lysippos model, second
sculpture as follows:” century BC. Marble. Turin, Museo di Arte Greco-Romana.
Image © Museo di Arte Greco-Romana, Turin

Who, whence is thy maker? Sicyon. His name is what? Lysippus. What art thou? Kairos,
the all-subduer. Why doest thou stand on the tips of thy toes? | turn forever. Why hast
thou double wings on either foot? | fly carried by the wind. In thy right hand why
carriest thou a razor? To men a sign that quicker than any edge | am. But thy hair, why
is it over the eye? In order to be grasped, forsooth, by him that meets me. The back of
thy head, why is it bald? Because he, whom I have once rushed by with winged feet,

14" Dietrich Boschung, Kairos as the Figuration of Time: A Case Study, eds. Glinter Blamberger and

Dietrich Boschung, Morphomata Lectures Cologne 6 (Munich: Wilhelm Fink Verlag, 2013); Paul Moreno,

Lisjppo: L arte e la fortuna, exh. cat, Rome, Palazzo delle Esposizioni (Milan: Fabbri, 1995).

15 Cyril Mango, Michael Vickers, and Eric D. Francis, "The Palace of Lausus at Constantinople and its Col-

lection of Ancient Statues,” Journal of the History of Collections4,no. 1 (1992): 89-98; Sarah Guberti Bassett,

“Excellent Offerings: The Lausos Collection in Constantinople,” 7he Art Bulletin, 82, no. 1 (2000): 6-25.

15 Jerome J. Pollitt, Art and Experience in Classical Greece (Cambridge: Cambridge University Press,

1972), 56-8. In Trogir (Tragurium) in Croatia a relief dating back to the third century BC was kept. It was,
therefore, even older than the aemuilatioof Turin. Itis located in the local Municipal Museum, but it used
tobein possession of the Benedictine nuns of the city of Trogir. Dietrich Boschung also discusses a relief
of the Museum of the Acropolisin Athens. It is presumed that the relief contains a depiction of Kairos'leg
(Boschung, Kairos as the Figuration of Time, 19) and a relief in Sint-Petersburg, The Hermitage (Ibid., 42).
The latter Kairos wears a beard according to Tempus (cfr. infra). The relief may have been partially re-

worked in modern times.

17 Stewart, "Lysippan Studies. 1," 163-71;Francesca Angio, ‘Il nuovo Posidippo (2001-2003),” Papyro-

logica L upiensia 12 (2003): 7-68.
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will never grasp me afterwards, though he desire it. Why did the artist fashion thee? For
thy sake, o stranger, he placed this warning lesson into the doorway.

Kairosalso became a key concept in the New Testament as tempusor momentum.'® In
the Gospel kairos means the moment of the appointment with God. Aa/osis a time of
fulfilment as well as the end of time, as in Mark 1, 15: “The time (kairos)is accomplished,
and the kingdom of God is at hand: repent and believe in the gospel!” Phillip Sipiora
points out that the 4a/os of the New Testament fundamentally refers to a ‘culminative’
notion of time: the time ‘unto’, the time that is ultimately eschatological. The kairotic ‘ac-
cumulations’in time reveal the epiphany of the time of God: “the divine arrangement of
time adjusted to the economy of salvation."”” For Paul the concept of kairosis a “critical
moment” for the revelation of the testimony of redemption and incarnation. “For there
is one God and one mediator of God and men, the human Christ Jesus, the one who
gave himself as a ransom on behalf of all — a testimony to be given at the right time
[Kairos]” (1 Tim. 2:5-6).

The fourth-century Coptic limestone relief from Thebes — now at the National Muse-
um of Cairo —is the earliest adaptation of a Christianized Kairos. The winged Kairos with
adiadem, wheel, and scales as his attributes looks a lot like an archangel (Fig. 3). In the
far-left corner stands a grieving figure, representing Metanoia or Poenitentia with her
hand characteristically touching her head. The female figure that Kairos appears to be
trampling underfoot probably personifies pronoiaor prudentia. prudence.?' The tension
between Kairos and the figure of Poenitentia could be read in the epigram of Decimus

18 Odile Flichy, Temps de Dieu, temps deshommes... Lafonction narrative de kaupdg et ypdvog dans

lintrigue des évangiles synoptiques,” in Hans Ausloos and Didier Luciani, eds., 7Temporalité et intrigue:
Hommage a Anaré Weénin,Bibliotheca Ephemeridum Theologicarum Lovaniensium 296 (Leuven: Peeters
Publishers, 2018), 208-9 with table: Kairos in Marc: 5, in Matthew: 10, in Luke: 12; Chronos in Marc: 2, in
Matthew: 3,in Luke: 7.

19" Phillip Sipiora, “Kairos: The Rhetoric of Time and Timing in the New Testament,” in Sipiora and

Baumlin, Rhetoric and Kairos, 121.

20" The Index of Medieval Art (Princeton) identifies the male figure as “Opportunity or Nemesis"; Paul
Lacroix, L école et la science jusqu a la Renaissance(Paris: Firmin-Didot &Cie,, 1887): La roue de Fortune’;
Ormonde Maddock Dalton, Byzantine Art and Archaeology(Oxford: Clarendon, 1911), 346,374, figs. 204,
221; Otto Kurz, “Ein insulares Musterbuchblatt und die byzantinische Psalterillustration,” Byzantinisch-
neugriechische Jahrbdicher14 (1937-1938):87, note 4; Henry Maguire, “The Depiction of Sorrow in Mid-

dle Byzantine Art," Dumbarton Oaks Papers31 (1977). 146-47,figs. 42-43.

21 Silvia Mattiacci, "Da 'Kairos' a Occasio: Un percorso tra letteratura e iconografia,” in Lucio Cristante

and SimonaRavalico, eds,, //calamo della memoria. Riuso di testie mestiere letterario nella tarda antichita
/V(Trieste: EUT Edizioni Universita di Trieste, 2011), 146.
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Magnus Ausonius (¢ 310-c¢ 395), who was most likely the source of thisiconography.??
[ will return shortly to this important source.

Fig. 3. Coptic Kairos relief, third—fourth century. Limestone. Cairo,
National Museum. Image © National Museum, Cairo

22 Ausonius describes the dialogue between Occasio and Poenitentia (Greek: Metanoia, rernorse)

from a sculpture which he ascribes to Phidias (480-430 BC). Occasio says “Sum dea quae rara et paucis
occasionota’(12,v.3),and Poenitentia answers: “Sum dea quae facti non factique exigo poenas, nempe
ut paenjteat: sic metanoea vocat ' Alfonso Traina, “Su Ausonio ‘traduttore’,” in Traina, ed., Poet; latin/ (e
neolating), vol. 3. (Bologna: Patron Editore, 1989), 171-77; Georgia S. Nugent, “Ausonius’ ‘Late-Antique’
Poetics and ‘Post-Modern'’ Literary Theory," in Anthony J. Boyle, ed., 7he Imperial Muse: Ramus Essays on
Roman Literature of the Empire. Flavian Epicist to Claudlian (Berwick: Aureal Publications, 1990), 236-60;
RogerP.H.Green, ed., 7The Works of Ausonius(Oxford: Clarendon Press, 1991); Nigel M. Kay, ed., Ausonius:
Fpoigrams(London: Duckworth, 2001),98-103, 102: ‘Crine tegis faciem Simona Cohen, Transformations
of Time and Temporality in Medieval and Renaissance Art(Leiden: Brill, 2014), 202-5.
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The ambo of the church in Torcello also features a relief dedicated to Kairos (Fig. 4).%
It is assumed that the sculpture was made under the rule of Doge Domenico Contarini
(1043-1070) for the St Mark's Basilica in Venice. The relief ended up in Torcello in the
fifteenth century.**On the left, we see a personification of Nike/Victoria,while on theright
Metanoia/Poenitentia touches her head out of frustration. On each side, we see an old
man and a young man. The young man had grasped Kairos' forelock. The old man has
missed Kairos.> The motif of the wheel, borrowed from Fortuna, makes the scene even
more dramatic.”® The fact that Kairos was, moreover, integrated into the church’sambo,
thelectern from which the Gospelis proclaimed, is no coincidence ”” In the Greek Ortho-
dox Church, the deacons call out before the gospel: Kaipdg tov momoa 1o Kupiw’
(Kairos tou poiesa to Kyrid): "It is time [kairos/for the Lord to act”. This points to a con-

2 Raffaele Cattaneo, Architecture in ltaly, from the Sixth to the Fleventh Century: Historical and

Critical Researchers, trans. Isabel Curtis-Cholmeley (London: Unwin, 1896), 235; André Grabar, Sculptures
Byzantines duMoyen Age. Il XF-XIV¢ siecle,eds, André Grabar and Jean Hubert, Bibliotheque des Cahiers
Archéologiques 12 (Paris: Picard, 1976), 115-17;Renato Polacco, “Considerazioni sulle sculture di Torcello
nel contestodella problematica delle origini diVenezia. | pluteidiKairos e dilssone,”in Gustavo Traversari,
ed, Le origini di Venezia: Problemi, esperienze, proposte. Symposium italo-polacco Venezia 28-29
febbraio—1-2 marzo 1980(Venice: Marsilio Editore, 1981), 139-42; Fulvio Zuliani, “ll cantiere di San Marco
e la cultura figurativa veneziana fino al sec. XIlI," in Rodolfo Palucchini, ed.,, Storia di Venezia: Temi. L arte
(Rome:Istituto della Enciclopedia ltaliana, 1994), 21-144; Charles E. Nicklies, "Cosmology and the Labors
of the Months at Piacenza: The Crypt Mosaic at San Savino,” Gesta 34, no. 2 (1995): 108-25; Gianpaolo
Trevisan, "Santa Maria Assunta e Santa Fosca a Torcello,” in Fulvio Zuliani, ed., Veneto romanico (Milan:
Editoriale Jaka Book Spa, 2008), 72-3; Guido Tigler, “Cronologia e tendenze stilistiche della prima scultura
veneziana,"in Gianmatteo Caputo and GiovanniGentili,eds., 7orcello: Alle origini di VeneZia tra Occidente
e Oriente (Venice: Marsilio Editore, 2009), 144; Gerhard Wolf and Manuela De Giorgi, “l tempi e lo spazio
delleimmagini,"in Caputo and Gentili, 7orcello, 155-57; Mattiacci, “Da 'Kairos'a Occasio,” 146-47; Sibylle
Appuhn-Radtke, “art. Occasio," RDK Labor, accessed March 4, 2019, http://www.rdklabor.de/wiki/Occasio.

% Thomas Creissen, "La cloture de choeur de la cathédrale de Torcello,” in Anne Baud, ed,, £Espace
ecclésial et liturgique au Moyen Age (Lyon: Maison de 'Orient, 2010), 128: ‘Dans un cas comme dans
lautre, ces sujets seraient une allusion a la personne au Doge vénitien et a sa politique avisée (chatiment
des traitres, loge du choix du « bon moment », du sens diplomatique). R. Polacco suppose gue ces
plaques formaient les parapets dela tribune du Doge située a S. Marco au Xle s, hypothese a vrai dire non
dénuée de charme.”

> Thereisarelationship between the iconography of the ages of men; Nicklies, "Cosmology and the

Labors of the Months,” 108-25.

% For the more general discussions of the Fortuna legends: Klaus Reichert, Fortuna oder dlie

Bestandigkeit des Wechsels (Frankfurt-am-Main: Suhrkamp Verlag, 1987).
7 Gustav Soyter, “Kairos," Philologische Wochenschrift 48, no. 22 (1928): 1168,
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nection between liturgical time and the time of God in eternity,”® and also launched a
concept of time that places the epiphanic opening within the liturgical space”
Now we return to the Annunciation.

", 2
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Fig. 4. Relief with Kairos, eleventh or twelfth century. Marble. Torcello, Cathedral Saint Fosca. Image ©
Saint Fosca Cathedral, Torcello

%8 Athanasios G.Semoglou, “Kairos and Biosin an Ambo relief in Torcello: An Allegorical Interpretation

of the Fifth Homily of John Chrysostom,” in Helen G. Saradi, Aikaterini P. Dellaporta, and Theoni
Kollyropoulou,eds., Acts of the International Congress: Concepts of the Byzantine Time, 29-30Mai 20175,
Byzantine and Christian Museum of Athens (Athens: Byzantine and Christian Museum, 2018), 227.

9 Further reading in Paul S. Minear, "The Conception of History in the Prophets and Jesus,” Journal

of Bible and Religion 11, no. 3 (1943): 156-61; Paul S. Minear, “Time and the Kingdom," 7he Journal of
Religion 24, no. 2 (1944).77-88; Edmund Perry, "The Biblical Viewpoint," Journal of Bible and Religion 27,
no. 2 (1959): 27-132; Paul L. Hammer, "Myth, Faith, and History in the New Testament,” Journal of Bible
and Religion 29, no. 2 (1961): 113-18; Glenn F. Chesnut, "Kairos and Cosmic Sympathy in the Church
Historian Socrates Scholasticus,” Church History: Studies in Christianity and culture 44, no. 2 (1975):
161-166;Mark Montesano, “Kairos and Kerygma: The Rhetoric of Christian Proclamation,” Rhetoric Society
Quarterly 25 (1995): 164-78. See also: Rui Zhu, “Kairos": Between Cosmic Order and Human Agency. A
Comparative Study of Aurelius and Confucius,” 7he Journal of Religious Fthics 34, no. 1 (2006): 115-38.
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THE RUPTURE IN TIME TAKES PLACE AT THE 7THRESHOLD

Dale L. Sullivan writes how the Gospel employs Kairos as an ‘epideictic rhetoric” the right
moment magically reveals an insight that goes beyond reason, which conjures up
thaumadizien, wonder, in the reader and listener° Kairos transmits the unique spiritual
inspiration with dynarmis, which according to the author possesses the potential power
toreveal, but also, to incarnate?!

The Greekexegete Nicephorus Gregoras (¢ 1295-¢ 1369) connected Kairos (Occasio)
directly to the Annunciation and the opportune moment in a sacred context in his trea-
tise /n annuntiationem sanctissimae Dei Matris>* Angelo Poliziano (1454-1494) refers to
this in his work Miscellaneorum Centuria prima of 1489:

Mud hauaquaquam praeterierim, Nicephorum quoque non inelegantem scriptorem
Graecum, sic ordlirn, quam de virgine dejpara composuit orationem, ut cum super
imagine ista nescio temporis dixerim, an Occasionis loguatur, referat eam ad temporis
illius, qui sit Graece chronos, fugacissimam celeritatern

Angelo Poliziano wrote his Miscellaneorum Centuria Prima for Lorenzo il Magnifico
(1449-1492) and in the work he offers his patron a diversity of knowledge on Roman law,
antique philosophy and poetry,contemporary codicological discoveriesand philological
contemplations. Caput 49of the Miscellaneorum discusses the epigrams on Occasion
by Posidippus and Ausonius, touched on above. At the end of this discussion comes ref-
erence to Nicephorus and his concept and designation of time in his treatise on the
Virgin Mother of God (de virgine Dejpara)**

30 Dale L. Sullivan, "Kairos and the Rhetoric of Belief,” Quarterly Journal of Speech78,no.3 (1992):329.

31 According to Hippocrates (460-377 BC) dynamijmeans the capacity of affects: a mana-like fluid.

[tis an energy that is transmitted from the supra-mundane to the mundane level. Normally dynamijis
not used in the Christian miracle episodes. It refers to a Hellenistic cosmic view of healing, the so-called
mana:a place in his theory of the relationships between representatives of the spiritual world and man-
kind; John M. Hull, Hellenistic Magic and the Synoptic Tradlition, Studies in Biblical Theology: Second
Series (Naperville: Alec R. Allenson Inc,, 1974), 87, 108.

32 Cohen, Transformations of Time and Temporality, 206; Nicephorus Gregoras, /n annuntiationem

sanctissimae Dei Matris, Cod. Vat. Gr. 1086, fol. 131-139v, Vatican, Biblioteca Apostolica, PG 148, cols. 49-50,
"Manuscript - Vat.gr.1086," DigiVatlib, accessed March 4, 2019, https//digivatlib.it/view/MSS_Vat.gr.1086.

3 From the edition of Angelo Poliziano, Miscellaneorum Centuria Prima (Florence: Antonio Misco-

mini, 1489;Basel:Nicolaus Episcopius, 1553), 108,accessed March 4, 2019, https://archive.org/details/ita-
bnc-in1-00000651-001/page/n108; Angelo Poliziano, Miscellaneorum Centuria Prima. Edizione critica, ed.
Vittore Branca and Manlio Pastore Stocchi, 4 vols. (Florence: Fratelli Alinari, 1972); Vittore Branca, “La in-
compiuta Seconda Centuria dei Miscellanea di Angelo Poliziano,” Lettere jtaliane 13, no. 2 (1961): 137-77.

3 With special thanks to Dr. Laura Tack, KU Leuven.
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Thisis a very fruitful notice in the context of the Annunciation, because it shows that
the ancient Kairos was recognized in the angel that communicated Mary's choosing. It
isworth remarking thatin the Greek world, the concept of Kairos was not fragmented by
a range of different translations and semantic derivations, but constantly continued to
embody the power of the right moment, even in the liturgy. The humanist Poliziano’s
misceflanea may have drawn upon his knowledge of Greek sources, which as is well
known had been reaching Italy in increased volume since the Fall of Constantinople. In
this passage, Poliziano relates Chronos (tempus) to the Latin counterpart of Kairos:
Occasio. Quattrocento depictions of Occasio show a feminine conflation of Fortuna and
Kairos. | have written on this in a study of a grisaille from Mantegna'’s milieu (Fig. 5). This
fresco shows the winged Kairos / Occasio flying past on her globe. On the right of the
composition a young man is urged to caution by an older woman (Prudentia?).

Fig. 5. School of Andrea Mantegna (1431-1506), Occasio and Poenitentia, ¢. 1500. Fresco transferred to
canvas, 168x 146 cm.Mantua, Museo della Citta nel Palazzo di San Sebastiano. Image © Museo della Citta
nel Palazzo di San Sebastiano, Mantua

> Barbara Baert, “Afterlife Studies and the Occasio Grisaille in Mantua (School of Mantegna, 1495
1510)," /kon 13 (2020): 95-108.
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Although this is the only concrete articulation of Kairos in the Annunciation that | have
encountered, the association between the Christian angel and its winged pagan Greek
counterpartis easy enough to understand. Thereis no biblical eventin which the kairotic
character is more strongly articulated than in the Annunciation. This brings into play
erjmia and the pregnant transition, the unique occasion within the nowof the critical
momenton the threshold, the New Testament Kairos as God’s time epiphany and per-
spective and finally, of course, Kairos as the angelic embodiment of swiftnessand the
divine messenger.

Let us take Sandro Botticelli's Cestello Annunciation (Fig.6) as arepresentative example,
paintedasithappensin 1489, the yearthat Poliziano's Miscellaneawas printed.* Here again
we see how the artist makes every effort to isolate a moment in time. This crystallizesin the
moment between the angel's descent —the Lysippan tension between landing and taking
off again is not far removed — and the disturbance of Mary's concentration. The time is ripe.

Fig. 6. Sandro Botticelli (1444-1510), 7he Cestello Annunciation, 1489. Tempera on
wood, 150 x 156 cm. Florence, Uffizi. Image © Uffizi, Florence

% The Cestello Annunciation was painted for the patron Benedetto di Ser Giovanni Guardito adorn the
church of the Florentine monastery of Cestello, which is now known as Santa Maria Maddalena de’ Pazzi.
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"And now, you will conceive in your womb and bear a son.” Her robe falls open in a shape
similar to a mandorla, or a sheath, revealing an intimately red underside. The erjmiatakes
place, as it were, between the words “Do not be afraid” and the words “How will this hap-
pen”. The critical momentcannot be more pregnant than on this occasionthat Mary unex-
pectedly confronts. Chronos is for an instant folded into qualitative time, and the Christian
Kairos becomes God's time (see above: boustrophedor).

The New Covenant makes the Trinity manifest.

The rupture in time takes place at the thresho/d The threshold between outside and
inside, and there, through the gate, through the window, the Kairos angel enters. | will
briefly discuss this remarkable motif of the gate and the window because it will take us
back to the metaphor of wind.

Since Kairos refers to cuts and short-lived opportunities, the figure provides a better
understanding of the Latin words ' opportunus and'opportunitas, in which it is possible
to discern the roots 'portd, " portus,'angiportus (which translates as ‘entry’ or ‘passage-
way’).> The Roman goddess Fortuna was originally venerated as a door ora window. She
was seen as the feneste/la: the sacred opening for luck and opportunity. If one moves
from ‘portd and 'portus to the Greek ‘poros (mOpog, opening), one recognizes its
contrary in'a-porid (&mopia). Opportunitasis therefore a dare locurm: a making place for
something; an offering space for the potential necessary for revolution, namely the
Wendepunkt Kairosenters the room through an opening,justas opportunitasmakes use
of the suddenly opened possibilities.

Kairos utilizes space in the same way as the angel does in Mary's chamber in the An-
nunciation.

The English word ‘window’ originates from the Old Norse 'vindauga, from 'vina,
‘wind',and 'augd, 'eye’; this translates as ‘wind eye’. In Norwegian Nynorskand in the Ice-
landic Old Norse this form has survived to this day (in Icelandic only as a less used syno-
nym to 'glugg/). Furthermore, in Swedish the word ‘vinddga remains a term for a hole
through the roof of a hut. Nevertheless, in Danish 'vindue€ and in Norwegian Bokmal
"vinad, the direct link to ‘eye’ is lost, just as it is in ‘window’. As explained in the Oxford
English Dictionary:*

A borrowing from early Scandinavian. (..) < the early Scandinavian cognate of wind n.1
+the early Scandinavian cognate of eye n.1. The Scandinavian borrowing superseded
the earlier Old English éagauru, lit.'eye-door’, and éagpyrellit.'eyehole’ (see eyethirln.).

37" Onians, Origins of Furopean Thought, 348.

3 OFD Online, Oxford University Press, September 2019.
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All three Germanic words probably originally denoted the opening in the gable of an
early medieval wooden hall (compare eye n.1 9), which allowed smoke to escape and
also admitted some daylight. Until the 16th cent, windowalso coexisted with fenester
n., which is ultimately of Latin origin (having originally denoted an opening in the wall
of a timber-framed or stone building of Mediterranean style); corresponding Latin
borrowings have replaced the earlier words for ‘window' in the other West Germanic
languages and thence also in Swedish; compare also ( < early Scandinavian) Early Irish
fuinaedc (see winnock n.) and (< Latin) Welsh #fenestr (14" cent).

| will end this section with the window motif from the Song of Songs. Canticle 2, 9-10
reads:"Look, there he stands behind our wall, gazing in at the windows, looking through
the lattice. My beloved speaks and says to me: ‘Arise, my love, my fair one, and come
away". Origen of Alexandria (184-253) interpreted this passage of the Canticum Canti-
corumas follows: the word of God, the bridegroom, is found not in the open courtyard,
but covered over, as if it were hiding behind the wall. Before entering like a lover, an
erotikos he leaps at the window of the house to get a glimpse of the Bride.

This glancing or peeping happens right at the momentwhen the bride is about to
unveil her face to go outside to find him. This is Kairos as teichoscopia, which brings me

to the motif of the gaze in the Annunciation.

UNLOCKING THE GAZE, THE TRACE OF THE SNAIL OR “ALL IS ALWAYS NOW”

In the Annunciation by the Ferrara court painter Francesco del Cossa (1430-1477) the
kairotic moment is strengthened, even confronted, by a special detail (Fig. 7 a-b).*° At the
front against the frame on the right-hand side of the composition, which also features

3 Patricia Cox Miller, “Pleasure of the Text, Text of Pleasure: Eros and Language in Origen's ‘Comn-

mentary on the Song of Songs'," Journal of the American Academy of Religion 54, no. 2 (1986): 241-53;
The osmosis between novel and love, body and the erotic readership, is analysed by Roland Barthes, 7he
Pleasure of the Text trans. Richard Miller (New York: Hill and Wang, 1975). See further: Henri Couzel,
Origéne et la Connalssance Mystique (Bruges/Paris: Desclée De Brouwer, 1961).

40 Vittorio Sgarbi, Francesco del Cossa (Milan: Rizzoli/Skira, 2003), 2007; Luke Syson, "Lo stile di una
Signoria. Il mecenatismo di Borso d'Este,” in Mauro Natale, Giovanni Sassu and Marcello Toffanello, eds,,
Cosme Tura e Francesco del Cossa. L arte a Ferrara nelleta di Borso dFste, exh. cat, Ferrara, Palazzo
Schifanoia, Palazzo dei Diamanti (Ferrara: Fondazione Ferrara Arte, 2007), 75-91; Eberhard Ruhmer,
Francesco del Cossa(Munich: Bruckmann Verlag, 1959), 77; See also: Roberto Longhi, Officina ferrarese
(Rome: Le Edizioni d'ltalia, 1934); Cecilia Cavalca, "Francesco del Cossa e Firenze: Tre ricami e la pala con
I'’Annunciazione di Dresda,” Muovi studi10 (2005): 39-67.
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Fig. 7 b. Francesco del Cossa (1436—
1478), The Annunciation (detail of the
snail), 1470-1472.Image © Gemaldega-
lerie Alte Meister, Dresden

< Fig. 7 a. Francesco del Cossa (1436-
1478), The Annunciation, 1470-1472.
Tempera on wood, 139 x 113,5 cm.
Dresden, Gemaéldegalerie Alte Meister.
Image © Gemaldegalerie Alte Meister,
Dresden

Mary, a snail can be seen crawling along.*' In 1978, Helen S. Ettlinger demonstrated that
this motif might be connected with Mary's virginity. | will copy her notes here:*?

The Defensorium inviolatae virginitatis beatae Mariaeis a typological work of the late
Middle Ages, enlarged by Franz von Retz (1343-1427) around 1400, citing not only
Biblical prefigurations but also analogies from classical mythology and nature.* Among
the natural parallels is the following: If the dew of the clear air can make the sea snalil
pregnant, then God in virtue can make His mother pregnant. Albrecht Durer (1471-

41 Lilian M. C. Randall, "The Snail in Gothic Marginal Warfare," Specu/um 37, no. 3 (1962): 358-67.

42 Helen S.Ettlinger, "The Virgin Snail,’ 7he Journal of the Warburg and Courtauld Institutes41 (1978):
316; See also Franziska Brons, .. Some Purpose Other Than Decorative.” Die Schnecke in der ‘Verkin-
digung’ von Francesco del Cossa,” Jahrbuch der Staatlichen Kunstsammlungen Dresden 29, no. 2001
(2004): 31-7.

 Franzvon Retz, Defensorium inviolatae virginitatis Mariae aus der Druckerei der Hurus in Saragossa
in Faksimile-feproduktion, ed. Wilhelm L. Schreiber (Weimar: Gesellschaft der Bibliophilen, 1910).



96 Barbara Baert

1528) also used the snail for this purpose in illustrating an antiphonary in the Book of
Hoursfor Maximilian 1.“ Two hundred years later, Filippo Picinelli (1604—c¢ 1679) echoes
this belief: Ad honore di Maria Vergine Annuntiata che concepi il Verbo divino nel suo
seno con la sola virtu dello Spirito Santo, serve limpresa della conchiglia col motto.
RORE PVYRO FOECVYNDA. As the dove of the Holy Spirit flies down from heaven to im-
pregnate the ever-virgin Mary, her symbol, the ever-virgin snail, crawls quietly along the
edge of the frame.*

On a second level, the snail with its spiral shell is a symbol for post-mortem resurrection.
Votive snails have been found in Roman sarcophagi?® Thirdly, the snail is also a symbol
of slowness. The snail steadily inching its way forward is the imagery of diachronic Chro-
nos — as in Marin's horizontal narratif— against the synchronic and vertical interruption
by Kairos.

Typically of the Ferraran Quattrocento, Francesco del Cossa’s Annunciation is a lively,
even an idiosyncratic event that takes place in a complex architectural setting with nu-
merous vistas.”” Behind a double arcade arch with a monumental column that seems to
be supporting a portico, we see Mary in a private chamber of the time.*® The bedstead
is open and a stone fountain can be seen, perhaps a reference to the epithets of the
Blessed Virgin, Canticle’s “sealed fountain” (4:12) and “spring of living waters” (4:15). In the
distance a dog is strolling past a palazzo. The young mother and her infant looking out
the window have no inkling of what is taking place a little further, close to the viewer.
They are in the present, but (as yet) unaware that in the foreground another ‘now’ is

* Thetext makesthisabsolutely clear: ‘Postpartum virgo inviolata permansisti-deigenitrix intercede
pro nobis [.] Pretibus et meritis beatissime gloriosissimeque matris semper virginis Marie’s \Walter L.
Strauss, 7he Complete Drawings of Albrecht Diirer,vols.6vols. 1570-15719(New York: Abaris Books, 1974),

3:1550, 3:1515-38.

% Filippo Picinelli, Mondo Simbolico formato dimprese scelte, spiegate, ed illustrate con sentenze,

ed erudiitioni, sacre, e profane; in questa impressione da mille, e mille parti ampliato. Studljosi dijporti
dellabbate D. Filippo Picinelli [..] Con indici copiosissimi(Milan: Francesco Vigone, 1669), 31