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Topic of the Dissertation

The objective of the thesis is to explore the tetaual relationships of the novblig 0) a
szerelen(So long as love is new) as a possible methoadadssing the literariness of Moricz
and unfolding the underlying contents of the méie.tPéter Nagy considered the novel the
most unsuccessful work by Moriéaviihaly Czine disregarded itthe relevant entry of)j
Magyar Irodalmi Lexikon(New Hungarian Literary Lexicon), following in thfeotsteps of
the technical literature, labelled it “a sidetragkis career”. The novel received more critical
acclaim in Géza Féja’s Mdéricz monograph of 1938 Gydrgy Rénay’s volume of essays,
The Great GeneratiofA nagy nemzedék)and in Imre Bori's book orirhe Prose of
Zsigmond MaricdMéricz Zsigmond prozaja)Féja appreciated its “psychology of instincts”,
and Roénay the “not at all good, but occasionallpc&ingly deep and ruthlessly sincere
autobiographical” traits. Imre Bori read the stad@mmof artistic questions into the way the
female characters of the novel were formed, ardedrthe crisis in the private life of Méricz
to his artistic crisis, “volta”, manifesting itselfi the thirties. In 1995, the™4National
Conference of Teachers of Hungarian qudiid Uj a szerelent,one of the most deplored
novels of Mdricz”, to express its message: “To fthd ‘artist Méricz’, that is our missiony”.
As opposed to Gyorgy Rdénay, in whose opinion Méfiwver slips from the observed reality
of life and character to the fictitious reality ldérature (...) He had a human vision of men,
not a literary one”, he emphasised that “creative aspirations and @nagflcould be traced in
his worl the same as the social or human concerns fronpdive of view of which the
oeuvre of Méricz is usually interpreted and esdbciaresented® Istvan Margoécsy was the
first to have referred to the modernity of this wat the conference “Moricz Re-read” (Az
Ujraolvasott Moricz) held in 2004. He was of thenign thatMig U] a szerelenwarranted

special attention due to its divergence from thiéepas applied by the Maoricz reception for

1 “This is the least successful novel of Méricz, theated by the desire to express his personal iexperand
passions, which therefore cannot become more deneaay way than the life stories of his strangedes.”
Péter NagyMoricz ZsigmondZsigmond Méricz). Szépirodalmi Kényvkiadd, 19483464,

2«The Zsigmond Méricz of the thirties faces his olifa, too, with ruthless severity. I rab oroszlar(Captive
lion) (1936), Mig Uj a szereleniSo long as love is new) (1938) he still givesadlistic touch to the fates; in
Eletem regény&Novel of my life) (1938), he tells everything irsttaightforward manner.” Mihaly Czine:
Méricz ZsigmondZsigmond Méricz). Csokonai Kiado, 1992, 129.

% Géza FéjaMoricz ZsigmondZsigmond Méricz). Polis Kényvkiadd, 2005, 126.

* Gyorgy Roénay: Méricz Zsigmond, ik nagy nemzedékhe Great Generation). Szépirodalmi Kényvkiado,
1971, 149-164.

® Imre Bori:Méricz Zsigmond prézajéProse of Zsigmond Méricz). Férum Kényvkiad6, 1983.

® Imre Bori:Méricz Zsigmond mai szemn{&sigmond Mdricz as he is seen to date). Irodaomeret,
December 1995. 13-17.

" Rénay,op. cit.154.

8 Bori, Irodalomismeret, 13.



decades: the narrator technique of the novel “selych a polysemantic postmodern world
view as may suggest even the absolute topicalitMdricz”.°

In 2005, | approached the novel from the side efiliter's diaries, to examine the
text-creation practice of Zsigmond Méri€zbecause its text-world seemed impossible to
bypass due to the repetitions pointing beyond tope of the novel and appearing like self-
guotations. In my opinion, it is justified to putis novel, excluded from the canon, into the
limelight, due not only to its uniqueness, but alsomore general relevance. | wondered
already at that time whether the author's tone seltinterpreting gestures iNig Uj a
szerelemwere the specifics “simply” of that novel, or repented a method of writing. The
method of creation manifesting itself in that wasknot an isolated phenomenon in the
oeuvre: it offers a rich interface for the examio@atof intertextuality. That is, the selection of
the topic of the thesis has been driven by a pntantion which outgrew its original scope,
i.e. the wish to contemplate the complex mutuatie@hships — studied previously under the
title of “The reins of writing” Az irds gyeplie) — which create, control and re-iterate the
practice of text-creation.

The Method

The thesis puts a theoretical typography behindntiétitude of analogies and intertextual
relationships in the fuller text-world of Moéricz eontaining also the unpublished corpus —
mobilised around this novel. Therefore, the disdem concentrates on the types of
intertextuality and their role in the constitutiohmeaning. It does not undertake to provide a
comprehensive view of the world of textual relasbips, or to analyse the novel; it presents
the ways in which the novel “transcends” its owmianence by the intertexts.

The dissertation includes, by way of methodologeedmple, a study of intertextual
relationships in the short stofyagédia(Tragedy). As shown by this example, in addition t
highlighting a method, the study of intertextualitgicates that, for a writer re-processing his
own works, re-writing may represent a writing moaél some sort. Mdricz's texts had
actually been replete with intertexts already fribra start of his career. The examples of his
use of the technique of intertextuality, which segas the “original” by the re-written, the re-

used, range from the adaptationLeidas MatyithroughBarbarok (Barbarians) tdrajongok

® Istvan MargécsyMig Uj a szerelem..in: Az Gjraolvasott MéricMéricz Re-read). Series of Nyiregyhaza
College, Dept of Literature, Ed.: Csaba Onder, diyyhaza, 2005, 52-53.

10 Anna CséveAz iras gyeplie. Méricz Zsigmond szovegalakité gyakorl@Ehe reins of writing. The text-
creation practice of Zsigmond Méricz ). Fekete B, 2005.



(Admirers). According to Moricz’s first planiig 0j a szerelemwould have been the
adaptation oA galamb papnéThe vicar's gentle wife), an early novel which fregarded as
no more than a draft by 1937.

Interestingly, the text of the noveWlig Uj a szerelemhas close intertextual
relationships not only with the writings of ZsigntbMaoricz himself, but also with the Méricz
biographies of Virhg Méricz and Mihaly Czine. Inetie works, novel and biography, the
narratological and creative levels of the autho@ @ne narrators, the concepts of person and
personal identity, character and representation iatertwined, inseparably entangled.
Therefore, | found it necessary to take a look frithin the thesis onto the posthumous text
publications and in general the bipolar, or evelapged, relationship between the published
works and the manuscripts in the universe of Mdriazthe current state of research on
Moaricz, more attention should be paid to the fdwtt given the inaccuracy of the text
editions, the researchers do not know — cannot kadke texts of Madricz in their “totality”
or, for example, in the case of the diaries, thay mead heavily selected texts under the name
of Virag Modricz as author. It is urgent for philglp to come to terms with the posthumous
manuscript publications. The appearance of thevfokime ofNaplok(Diaries) scheduled for
2009 may well become a landmark in the further tbgraent of Moricz’s reception. In view
of the publication of the previous selections ofasoentitledT ikor (Mirror)' and the volume
Napléjegyzetek 191@iary notes, 1919 and knowing the Méricz special collection, it can
be stated that a research group will have to beséd accomplish the tasks ahead. A series
of new texts shall be published, because the oe@vnains open in the absence of authentic
text editions. It may be regarded as a breakthralighin his closing remark at the roundtable
held in 2006 in Péfi Literary Museum on new text interpretations agditions, Gyorgy
Tverdota expressed this as an axiom: “There is adZldniverse, of which the writer’'s books
as well as manuscripts are organic parts. What meevkfor certain is that the legacy has
become interesting for this profession: the uniwen$ Mdricz has become polarised, and
whether we want it or not, the texts, if only dwe their quantity, will form, and may

transform, our image of Méricz. The componentsha$ universe may be observed one by

™ Anna CséveA papir igényei. Méricz Zsigmond Tuki#ifThe demands of paper. On thlérrors of
Zsigmond Moéricz ) and Méricz Zsigmondiikér (Mirror). Ed. and notes. Forras, July-August 208digmond
Méricz: Tukor I-II. (Mirror, I-11) Text edition, preface. Holn2004/12. and 2005/1.

12 7sigmond Méricz:Napl6jegyzeteki919 (Diary notes, 1919.) Ed., preface: Anna CsévaaNd&iadd, 2006.
240.



one, but it is their interconnection that will makbat we may call in general terms “Moricz

interpretation” a really dynamic process.”

Summary of the results

The first of the writer’'s strategies revealed bg #tudy of intertextual relationshipshig 0j

a szerelemto be mentioned here is the mixing of the levdldiaion and reference as a
narrative solution to story-telling. The authoryslaan odd game with the novel fiction: he
tries to prevent that his “fiction-as-love-story® bbead as autobiographical novel or roman-a-
clef by applying destructive interference, i.e. fagking the narrator of the love story the
protagonist of a secondary meta-fictitious plotttwi the novel, but with obvious emphasis
on his own borderline position in fiction, the ingil author comments on the novel and
interprets it, pointing to the possibilities of gay it, by alternating between third person
singular and the “l narrative”. The linear progredgsthe narrative is interrupted, as if to
guestion the possibility of narrating the story.eTpresence of various narratological levels
and the formal solutions of multiplication re-arganthe conventional relationships of the
novel. One of the essential components of the difgltextual movement— of relevance for
the interpretation of the novel — is the frequeispthcement of the limits of fiction. This is
also indicative of the presence of, and the probhapiied by, balancing with references.

The self-quotations connect many Moricz novels itite analysis, and hence the
closed narrative dflig Uj a szereleropens up. The novel segments itself; it lets eghvate
communications of the diary and the correspondefi¢e diary perspective creates an
interpretative distance, in retrospect, in regafrdagalamb papnér Sararany(Mud-gold)
and A faklya(The torch) , or in relation to the latBtetem regény¢Novel of my life) and
even the entire oeuvre.

The commentary which interrupts the story on foacasions offers an implicers
poeticafor reading the novel. The plot of the honeymobRé&ter Dus and Agnes Véarosy puts
on stage the reader’s and, in the broader senseetieiver’'s aspect, relying on the solutions
offered by the commentaries. The excursion to Semg&ass summit expounds the idea of
ascendance, the “altitude experience” of creatr@presenting also its receptive aspect.
Together with the creator, the viewer, the reatler receiver also ascends to the summit. The

author’s position as reader is illustrated by hav‘spells” the landscape with "the woman”

1327 February 2006. The tape recording is in PIM®Band Media Archives.



and the woman with the "landscape”. This sectiothefnovel holds up a mirror to the entire
work. While contemplating the nature of women, le fove story, the author reckons also
with the nature of writing. The work provides a mebdor interpreting the love stories in

previous Moricz novels as writing histories and, general terms, it offers another
interpretation option instead of the former, mordéess conventional, readings.

Mig Uj a szerelers the novel of the novel — supplies informationitsnown fictitious
character. Agnes Varosy interprets the term “sasgirémud-gold’), it is through her that the
history of the author as writer is reflected upoim-this sense, this work is also the novel of
the recollection of writing experiences. Statememtreation as an object and creation as an
act merge in the love story, and this providesditikdetails in the entire oeuvre. The texts of
Méricz are “re-contextualised”, and referencesraegle to pre-texts still in manuscript form.
The novel “remembers” these written sources, ttertiextual roots of its own text, and hence
it can be “put to use” in the textologic sense adl:wt gives precise descriptions of some
manuscripts dating from 1924, and even quotes fttem. The genetic texts of 1924-1925
outline plans for a prospective novel, whereas ribgel dating from 1937 outlines the
documentary past of the literary text.

The interfaces are further duplicated as the shkaying happened to the “I” (the
author) at some earlier date is reformulated asstbey of the “he” (the protagonist), as an
example of simple self-reflection (mise en abymeepulntertextuality makes it possible to
demonstrate the presence of the autobiographyigmésmd Mdricz at both levels of fiction;
the works of the commenting author (eSgeven pennie@dét krajcar)) and the home of the
protagonist (“Lanyfalu”) are identifiable under tsame name. The textual backgrounds of
the two levels of narrativity are identical; thernadives, on the other hand, are markedly
distinct, appearing as simultaneously heard polgheoices.

This simultaneity is suggested by the set phrabesecurrence and lead role of which
is indicated also by Péter Szirdk, who emphasisassthe linguistic elements which play an
important role in the organisation of meaning “wantlke quotations, loosening thereby the
relationship of language to reality, and creatiaper than representing the worldThe self-
guotations concerned are constant syntactic elan€&hey suggest the underlying meaning in

the form of quotations with or without quotation nks literally or by allusion. For example,

14 “Reducing glasses” carrying interpretative powerttie inner world of the novels are, for examplehé
meaning-organising phrasemeTohgédia(Tragedy): »to eat somebody out of his forkin®éter Szirdk: Az
0sztdn ,nyelve” és a nyelv cselekedtetreje (The “language” of passion and the actigatiower of language).
Szempontok Méricz Zsigmond néhanyivének Ujraolvasasahoz (Criteria for re-reading somweks by
Moéricz.), in: A kifosztott MériczTMoricz plundered?)226-240.



the full meaning of the story elements with linksather texts/other genres — e.g. “you only
see me from the outside, and imagine the resthatle no soul” — is the aggregate of their
various aspects shown in the various novels, aadl teing traceable to the diary. Behind
these phrases — highlighted sometimes typographibglbeing set in italics —, there lies a
latent, sometimes decipherable, sometimes moreemyss secret, which reinterprets the
entire text: it gives it a metaphorical connotatamits semantic halo is revealed in the diary
or in some other private notes. They are of vedrajin; they are associated with specific
stories, life situations. The incongruence of tkenantic level so suggested and the speech
situation in the novel opens up a new aspect o$ttoting meaning.

The recurrent text quotations are the “speechesfenfale characters, mainly the
voices of Janka Holics and to a smaller extent &fi&Simonyi and Olga Magoss. According
to the diaries of Maricz, Janka Holics no longaragnized her words, out of context, in the
novels, because they were either not uttered leyralie character, or the otherwise authentic
sentences of the female character were mixed igh alements. She often complained of
this “falsification”, so much so that she could matept Méricz’s writings as art. The wife,
referred to as co-author, lost the remains of heellectual and emotional reserves when, with
the entry on the scene of Maria Simonyi, new psasinknown to her, came to be woven
into the texts.

The intention of the author dflig Uj a szerelemnwas that the novel should not be read
as the life history of the person registered urttiername of Zsigmond Moricz, but as a
linguistic product. For that purpose, in additientthe insertion of pre-texts originating from
verbal comments and to the duplication of the tiamedevels, the novel uses the strategy of
converting language into the methods and instrusneséd to create the 3D pieces of art in
sculpture. “For the system of the picture to ety an intertextual relationship with a verbal
unit”, Laurent Jenny writes in her studfe Strategy of Forpfit must put on the linguistic
form of expression of its diagram. Whichever pahwiew is selected, the purely figurative
dimension is obviously absent from the intertexre#tionship, but there remains a common
network of relationships'® The novel repeatedly refers to this common “nekioof
relationships. From among the works of fine artrtbwed” in the text, Odén Moiret’séda
relief® bears the dedication of MériczBUzakalasz(Ear of wheat) engraved in stone. A
special role is assigned to the fact that the arés embedded in specific materials; the
linguistic “customisation”, adaptation, of the bmaed signs is driven by an essential word

15 Laurent JennyA forma stratégiajgStrategy of form). Helikon, 1996/1-2, 40.
16 éda 1912. Hammered bronze, Nemzeti Galéria.



processing principle: the adoption of Jdzsef RiRphai's concept of “painting in one
breath”. “Painting in one breati”’may be approached also from the side of the wsiter
invention. Méricz creates under the effect of ideam in one moment — “in statu nascendi” —
,'® and that one moment contains, as a still picttive,beginning as well as the end of his
story. The end-point shown in the initial point antte versa, the initial point shown in the
end-point pegs the honeymoonhtg Uj a szerelemtoo, to a single instant: “in vain does he
know that as soon as they depart, they will alsarne he must nevertheless repeat to himself
that, at that instant, they are at their destimatioa” Gyorgy Eisemann expresses this
condensing technique as follows: “Beginning and eneet, so that what happened in
between, the time flow, seems an illusion, and esegmts but the repetitions of this state,
frozen in one point, and makes the story appearsasies of variations?”

The parallel presentation of the love of the affiistthe model and the work of art
made of the model is a typical feature of the tctisovel. The love felt by Péter Dus for
Agnes Varosy and its expected artistic outcome réhmake of the Venus statue to made of
Agnes, is one of the starting points of the nok#gwever, instead of another ‘antique Venus”
the sculptor makes an “anti-Venus”: the statuehefScrubbing girl. The clay statuette is a
work in the work (mise en abyme); the key to regdihe novel. Its model is not Agnes
Varosy, but a secondary character, the girl scniphhie floor of the pub, who is the “verbal
translation” of a small sculpture in bronze made Herenc Medgyessy in 1913 entitled
Scrubbing womanThe copies reproduced as model and also as swilifiminate the entire
novel as small mirrors.

The transformations of the Medgyessy statue, ptawiith fiction and reality, raise the
possibility that, for Méricz, the formal and exist&al worlds of the works of art were not
simply a “non-existent world”, but a “world vestedth an ontology of its own® The
blending of the layers is shown also in that AgWésosy is an almost perfect “statue” in the
beginning of the novel: “He raised his hand andipon the bare hand of Agnes on his left.
He left his stubby hand there and started to kreablsqueeze the flesh with his fingers used

" “How | can write anything at one casting..Naplék(Diaries), 3 May 1933, PIM MS Archives, M.130.

18 Mig 0j a szerelem (So long as love is new)Midricz Zsigmond 6sszegjiott mivei VI.(Collected works of
Zsigmond Méricz, VI). Szépirodalmi Kényvkiadd, 197%@52.

19 Gyérgy Eisemann: Barbarok a Méricz-prézaban (Baalna in the prose of Méricz). Ik magvet nyoméban
(In the footsteps of the sower), Mdricz Zsigmond@h Zsigmond Méricz.), Anonymus Kiado, 1993, 92.

20 Cf. e.g. the fiction theory of Christine Baron rtiened in “A metaleptikus hatas és a fikcionalistédmodok
statusa” (The metaleptic effect and the statusctibhal styles of speech). INarrativak 6., Narrativ bedgyazas
és reflexivitagNarratives, 6. Narrative embedding and reflexivigds.: Adrian Bene, Timea Jablonczay,
Kijarat Kiadé, 2007, 256.



to clay.”™ But by the end of the novel, he no longer offersnbke a statue-like representation
of femininity, and the finished statue is more -lifee than artificial, and Agnes is more
artificial than life-like. The novel justifies thartificial creation of Agnes Véarosy by the
paraphrase of the well-known Pygmalion story: tiins out at the end that the entire women
is a substitute, made of rubber, and inflated, lsa@ the assistant chemist of Kispest who did
not get the beautiful grocer’s girl, because theyln’t let her marry him (...) so he had the
girl made of rubber in Paris, based on photographd, he loved her so much it drove him
mad, because however he loved her, he got no responAnd does he?...” In the novel, the
model and its artistic “representation” shows ahssticated set of interrelationships; the
statue—model connects more distant semantic figlids the interpretation: the intertextual
relationships lead from Jozsef KatonaB&nk ban through the short noveKamaszok
(Adolescents) tdvig Uj a szerelem

Visual narrativity plays a part in an essentialatirge dilemma of the sculptor inspired
by models and loves — and the author-commentatommicating the implicit poetics —
concerning the message-relaying power of the “fimsige”. “Nevertheless, it seems most
clever to stick to the first concept, the one biorimim under the effect of the first external
impact”, soMig Uj a szerelemeads. “Will anyone understand that ... that is] wiever be
possible to make Agnes understand that? It isaheeswith the woman. When he first caught
sight of Agnes, he immediately had a definite imaf&er, and he has been sticking to that
image ever since. In that image, Agnes containedgiMand something extra, what was not
present in Margit and what he absolutely needeti¢ flemale portraits present Mg Uj a
szerelenfsimultaneously” unfold the story as ekphrases@wn one another. The similarity
of the two female characters, the overlaps andemdiffces, are shown by the mirroring
structures of “multiplication” and “reduction to @hwhich, as fluctuations of the intertext,
“allow more or less variants, but finally trace rihnéback to the same invariarit." The
phenomenon of simultaneously focusing on one meael disintegrating that model is
obviously one of the essential structural driverghe novels of Moricz. There is no doubt as
to its autobiographical origin, but the duet ofgteond Méricz and Janka Holics, the writer
and the model, can be associated with specificactens to different extents (or hardly at all);
the multiplication of their identity makes the méglaedentifiable indirectly only. The
identification of the author as the model of th#-pertrait, and of the female model as co-
author, that is, the interchangeability of the pasdities, carries subversive meanings, and

% Mig Gj a szerelen85.
# Michael Riffater:Az intertextus nyom@ he trace of the intertext), Helikon 1996/1-2, 67.



serves the repeated imprinting, the repetitionthefsame personality trait. Moricz expresses
the significance of writing from dictation in theses of Janka Holics, Méaria Simonyi, Olga
Magoss and Erzsébet Litkei, too, and this way dting may be conceived of as the re-
utilisation of previous texts. “I could sit down any time for ten years after Janka’s death,
and write 64 pages as if it was a phonogram”, Movicites in his diary? and he does not
only refer to autobiographical facts or to novedt$e e.g.Rab oroszlaror Mig Uj a szerelers
“Margit could speak for 64 pages without interropt?* —, but also to their lexical-text-
organiser status, i.e. the cohesion force thditaptecondition of the narrativity of the stories.
The “woman problem” is hence nothing but the wgtproblem of a person who is forever
waiting for a pre-text that can be “developed”, rexalled and put in writing, at any time, and
the woman is the stake and stabiliser of the aigimame: “I expected to gain an unhoped-for
artistic effect from her that would save my namd arake my art real™

The other layer of the strategies of repetitionMig Uj a szerelems that of the
metaphoric, the mythic, narrative. This existentradel form has become accepted since
Istvdn Margécsy’'s analysis ddararany®, Laszlé Aratd6 demonstrated its presence in the
novel Faithful onto DeathLégy j6 mindhalaliy)*” and the short storjragédiais built on the
same structure. The examples quoted of the vafimuss of self-cursing as a stage in the
history of initiation, collected in the dissertatjoare recurrent text fragments representing
seemingly pre-established, stable functional eléseri the work being produced. The
repetitions of the Calvary written on the basistlté mythic model and put in a personal
perspective are the actualisations of a univertate sof existence, the examples of an
existential model.

Still keeping to the close reading of the poetim@ples of the novel, the writer
describes the process of creation — after the idecimoment of the all-important first

impression — as a “mechanical serfésThe diary calls this “automatic movement” “easy
writing”,?® a concept akin to the idea of the “self-writingtte The first hypothetical

description of the organisation of the novel, basetig 0j a szerelerand within the limited

%318 September 1936, Virag MéricEtz év I(Ten years, 1)Szépirodalmi, 1981, 622,

% Mig 0j a szerelenB59.

% Mig 0j a szerelenb83.

% |stvan Margécsy: Sararany (Mud-gold), Mmagvet nyomabar(In the footsteps of the sower). 17-23.
" LaszI6 Aratd: A Légy j6 mindhalalig mint beavatisénet (Faithful onto death as initiation novér). A
kifosztott Méricz{M6éricz plundered?)126—152

24| mean, is fantasy capable of putting Chaos, gemesis, primeval creation into motion? What cietie
first moment? Because the rest is a mechanicassdhe essential thing is the first movement,t@eathe birth
of life.” Mig Uj a szerelenb622.

2 “\What was it that made [writing] easy?... Thaetralways had a life-frame at hand, in which anpam of
personae appeared.” Naplék (Diaries), 12 Septeihe3.
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scope of the dissertation, calls the attentionhi flact that the striking repetitions in the
intertextual relationships of the novel can be dbed, according to their meaning
constituting role, also ashanging constantsThere are some mobile elements within the
bigger construct of the novel which turn around the forms and colours of a
“kaleidoscope®, and are renewed by the repetitions — “literatisreconstant packing".
Consequently, instead of a linear structure, tmeef@f cohesion of the novels is a divergent
system operating narrative isles. The individugnednts and their variants are their own
previous transcriptions, that is, they point beydimel limits of the specific works of Moricz

and show marked intertextuality.

The process of writing
Intertextuality may be interpreted as the writteationship between the singularly big
volume of preserved notes and the published oeuivtbe document fragments (building
blocks) inserted iMig Uj a szerelerare capable of operating their new context — theeh—,
it is to be presumed that other, non-fictitiousytexts may also let the oeuvre be read through
the self-quotations. On the basis of the foregoamy] of the quasi-fictitious nature of the
private genres, the correspondences, it is to ésupned that the oeuvre may be conceived of
as a novel-forming textual ensemble. The referemagsrivate notes in the literary works
indicate the dialogic relationship between the twrtual worlds, and the importance and
continuity of that relationship. The method of meéxtuality seems to be suitable for
describing the dialogue taking place in the intdrtal space as Méricz’s method of writing.
The hypothesis outlined in this chapter refershi intertextual relationship between
the singularly large volume of notes, not addeth®oeuvre yet, and the published oeuvre.
The self-confession-like novel dig Uj a szerelentells about the significance of fragmented
notes considered a peripheral genre: “This is #réest[form]. This is what the writer and
artist of yore concealed with most care, lest samaeshould see it; this is the reason why they
destroyed their drafts, experiments, notésThe relationship between the unhidden,
undestroyed notes, referred to elsewhere also gnliterary works, and of the published

oeuvre, can be justified most easily through thecept of writing as work. Orsolya Rakai

30« _If he keeps dwelling further on the inspiringadis of life, he will produce no more but variarEsery new
plane, angle, hump, every new datum brings nevamtsito his mindand these run as if in a kaleidoscope, and
the smallest move evokes new picture frambBd Uj a szerelen603.

31 Mig Gj a szerelenrb63.

%2 Mig Gj a szerelenrb51.
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approached the issue of writing and the work of whiger from the side of the studies of
Méricz and his concepts of literary history: “Mdaibas been interested from the beginning of
his career in the relationship of work and writingpre precisely writing as work and
indirectly by existence as a writer. (...) writing @astual work (measurable in terms of hours,
in time) — and not only in the sense of writing sbhing, but also of writing down something
(note-taking, record-keeping) — that will lay theesbs somehow of the writer’'s ethics and may
become useful also in a more generic sense ingRestep ...» In his critical writings and
self-confessions, Moricz makes statements conagriiasetwo types of writingunder the
sameconcept, which gives rise to many contradictionseioample between the concepts of
social utility, missionary literature or sociallyotivated literature and Méricz’s interpretation
of the notion of peasants or “Hungarian charactershe novels. This contradiction seems to
dissolve in the dialogue between texts written & written down, i.e. if the two methods
are examined as the process of writing, as hiei@btprocesses.

The writer's notes, including the note series suchmme in TUKOr, record the pictures
and voices of ten thousands of persons, with naategesses, dialogues, stories and themes,
in thousands of pages. The notes contain a re#@lso@norama — the “Hungaridduman
Comedy as Gyorgy Ronay called®tt— , in the form of individual fate, text, visualdwriting
fragments. It is on these pages that Moricz findsway out of the novelist tradition which
represented society overall. Note-taking is hiemfit to bridge the gap to novel writing, to
carry on in some way the tradition of the missidnl&" century writers. This systematic
work refutes the opinion that the writer’s “exterespanoramic survey came about on its own,
without premeditation anglan, [italics mine, A. Cs.], from the need of a writdracacterised
by an extremely rich and full-blooded nature torespnt and create reality.

Takor is not simply a collection of raw materials angits with indices, but also a
writer's workshop. Moricz experiments with expregsthe visualisation of colours; he draws
portraits; studies the interplay of light and shadm the face. He “reads” the profile of Janka
Holics from the windowpane of the flat on 8listreet®® This collection shows many

examples of the multiplication of a face, i.e. thieative process of the visual multiplication

% Orsolya RéakaiGenealdgia és reflexi6. Méricz Zsigmond ,irodaloménete(i) (Genealogy and reflection.
The “literary history (histories) of Zsigmond Mazig Alféld 2005/9, 94.

3 Rénay,op.cit., 156.

% Rénay,op.cit., 156.

% Forras, 108.
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of appearances and copies — in details, in mirplinters: *" it records complaints, jokes,
anecdotes, stresses, intonations, ways of laughig, nose forms, profiles of individuals
from the most diverse social strata. This is thers® from which the novels are filled with
secondary characters and traits drawn or pasteal tbet lines of the self-portrait. In other
words: Moricz the writer's “self” is being composes a reflection of these forms, by the
gestures of self-identification and identificati®araranyfulfilled the accomplished writer’s
success, the expectation expressed by the periddycmat the new peasant novel was born,
but it swept along every passion, the emotion&lnigss of the long initial phase of the carrier
of the novice writer, and blended and embodiedhim peasant character the problems of
marriage, writer's freedom, independence and ssédion. Dani Turi’'s character was
modelled on Janka Holics: “I took the externaltgaf the character from her, and | filled
them with my own savage, cruel and overwrought &sip “I inherited emotions of such
impulsive strength that they tolerate no limits dth$n manners, and this may be called
peasantness”, “I artificially broke myself backdna peasant® Initially, Méricz did not
choose the peasant character as fate model on abkis bf ideological premises: this
interpretation came to be associated with it later Its antecedent was the preparatory,
grounding, experience of his expedition to collietk poetry, as in the case of Béla Bartok.
The writer unfolded his talent, his originality, bpmmitting himself to a way of expression
which accepted without selection every “individuaind hence uncontexualisable,
unmanageable, everitinto the series of emotions suitable for exprassio

This form of note-taking mastered on the fielddrip collect folk poetry was the first
reflective surface where the anamorphosis of thelhstarted and, meanwhile, externally, the
writer’'s ethics also acquired an authentic fouratathanks to his studies of village life. For
Moricz, the writer’'s work means also his commitmémta fate: “During my long life-path
when my strange fate made it my work to observecanidise, and re-experience emotionally
in myself, lots of lives, this is what preserved af§inity for work and my fresh strength:
whoever creates something will not walk out on(it.) someone who gave birth to an
undertaking which is the expression of his lifegroat, does not want to and is unable to, give

it up.”® Maricz’s “own undertaking” was the novel. Hislaije tours were not fuelled by his

37Cf. “...1 keep using a bit of reflecting. | show d#s in the mirror. As a conceited man will lookhis eyes,
his verruca, and draw conclusions concerning thelevifrom that. But | do not use full-length mirrottsat
would reflect the entire figure.” Naplék (Diaried)? February 1934. PIM MS Archives.

3 Naplok (Diaries). 27 May 1925. Property of Imolansn.

39 Rékai,op, cit.,94.

0 Damaszkuszi élmény (Damascus adventure);anulmanyok I11(Studies, IIl.). 137.
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sense of social responsibility, but by his writesénse of responsibility, since he met there his
chosen “fate model* the peasant.

Note-taking is an accumulative type of activityetes may represents transition to the
novel, but they are not productive texts in thewes®l Moricz seldom used his notes. He
considered it important to state the difference: niyself, as writer, got all my real
impressions, experiences outdoors, but | have ndredfted a single line outdoors before
writing or in writing. Once | became impregnatedhwlife, | rushed indoors, and | wrote there
what | had to write*

The direct relationship between the listener amdgeaker, that is, the first phase of
the writing process, is repeated in the second ghésit the writer's role in the
communication chain is altered: the receiver tunts creator. Word of mouth, speech, plays
a special role in the text-creating relationship lfoth phases of writing). Mdricz mentions
this phenomenon as his special, personal talent: stirring memories and ideas, | can
mobilise and bring to the surface masses of premslegenuine recollections and emotidns.
find this most admirable in myséifalics mine, A. Cs..], and this is the main r@asvhy | can
tell a tale so easily. Miraculouslyhave no memory for daf#alics mine, A.Cs.], but | store
an overall image of life and, within the limits wfy natural talents, almost everything is at my
disposal.™ What Méricz as literary writer had at his dispgsaladdition to his typewriter,
was no other than language, i.e. an excellent speeamory which expressed itself at the
level of elocution, the level of linguistic operats?* From this speech-oriented memory, one
may deduce the decisive role of speech soundsrgessby hearing in his creative work. One
cannot over-emphasise the fact that it is the pvedewritten documents, the notes and
diaries, which give the philologist an opporturtidyexplore verbalism as intertextuality.

Orsolya Rakai draws several conclusions concermiriing as work based on the
designation of “recording and statement”, “recogdamd representation” as literary tasks, the
identification of life and writing, which are in marisingly good agreement with the
interpretation of Mdricz’'s manner of writing as @gess: “What is exposed here is the

special, two-component, nature of text and fad, itlterim state which cannot be identified

*1 Margécsyop.cit., 26.

2 A puszta és a kényv (The Pusta and the bookJ,anulmanyok Il (Studies, 111.), 164.

*3Hogy nézi a regényird az életetow the novelist looks at life), imanulmanyok (Studies, 1.), 700.

4 Cf. “If a hundred characters were needed, theylavalli live and speak, and | never had to waitrestant to
see what each would say, because they could harityas if in a social gathering, to speak up, bhad to
hold them back lest they should jabber on supeuiiyo Formerly, this had been so true that there suaply no
guestion of a tale, because one scene would hateglléorever. (...) | wonder if | shall manage tanlgrinto a
work written already the structure and the energfesction in retrospect.” Naplék (Diaries). 12 Sapber
1933.
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with either pole™ The interim “writer's state” is undeniably presealso in both the
autobiographical and the literary readingshig Uj a szerelemin the blurred borderline
between fact and fiction, the incessant floatatbthe possibility of writing the texts further.
As if this way of writing knew only continuationand variability would be its ideal state.
Gyorgy Eisemann’s paper on the “mdériczean” novelaasodel of receptivity urges the
examination of the “intertextual charactérbf writing. What we have here is not an
opposition of the “either...or” type: even in casdiofion and autobiography, one may speak
rather of similarities and differences, that isaafundecided issue. The reflective structure of
the autobiography “gets incorporated in every textvhich the writer makes himself the
subject matter of his own understanding”. The wdidepeat an essential instability which
disintegrates the model at the moment of its aveatf The textual presence of
autobiographical elements — topics, motives, liteepetitions, self-quotations — is not the
result of pasting, but of partial insertions. Thed| of self-reflection created as a result of the
“undecided” limits of fiction and autobiographyadotality on its own, defined by repetitions
which, although it takes place as a process, stggemultaneity. A close contextual
relationship is established between the re-usajpi¢astic elements, and the components
move about between the works, while broadeningvamging each other’s meanings. In other
words, this movement is the material of the wiriks continuous creation and repeated
appearances are traceable via the intertexts wivat makes this continuous and maniac re-
writing narratically motivated? As a result of theediating type of writing (bipolar writing
process, re-writing, reflection, etc.), the authonself always occupies an interim position;
he is being created in the process of creation.

As a brief summary, let us stress that repetitone the most decisive features of
linguistic organisation in the novel and in thetimg. Maybe the repetitive structure cannot
be explored with sufficient exactitude from theesidf intertextuality: the cycle does not
consist of the re-expression of pre-existing telsts, rather of the repeated expression of an
original relationship. The text is being re-writtalmost maniacally, with the same phrases
and word strings, the same semantic units. Perth@p®peated mixing and re-arrangement of

the latter is not repetition, but the re-writtendasemantically modified expression of an

%5 Rékai,op.cit.,100.

*6 Gyérgy Eisemann: A szerépinint olvasé Méricz Zsigmond regényeiben (The chimaas reader in the
novels of Zsigmond Méricz). 1Az Gjraolvasott MoricfMaricz re-read), 60.

“"Paul de ManAz 6néletrajz mint arcrongalg3 he self-portrait as face destruction). Pompep/2-3, 95.

8 “What will obviously remain problematic is the danination of the level of development of
intercontextuality in the individual works, excefpr the borderline cases of literal quotations.haligh it is
clear that structural criteria may »verify« an ite&t, in one group of the cases it is difficulttédl whether the
intertext derives from the use of the code or regmés the material of the work itself.” Jenap, cit.,24.
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earlier fixation, to prevent the finalisation ofetlext and preserve its roots, i.e. to retain the
flexibility inherent in speaking to someone abauhething.

It is frequently heard in the special literatureMdaricz that the writer “has never had
any so-called ‘aesthetic requirements’ concernireption? In addition to Laszl6 Rdénay,

Péter Balassa also argues in favour of “aesthekept at a minimum” in formatioff.
However, the correspondences of the intertextdatiomships inMig Uj a szerelerhighlight
such open structure-organising layers, emerginguadr eyes or being applied already, and
such elocutionary instruments (i.e. instrument$ga@ng to linguistic formation) as leave no

doubt as to Zsigmond Moricz being a literary writer

9 Rénay,op. cit.,153.
%0 péter Balassd:eonéra papirjai(Leonora’s papers), Jelenkor Vol. XLVI. , No. 12143.
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