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This thesls examlnes the development of the aesthetic
thought and the Intellectual transformations of the philoso-
pher and llterary critic George Lukacs (1885-1971). It deals
with the Expresslionlst Debate and varicus aspects of semlnal

works, the Foram and Soul (1910), The Theorv of the Novel (1316),

History and Class Consclousness (1923), The Historical Hovel

(1937), Studles in European Realism (1938), The Meaning of

LY

Contenmporary Reallsm (1955).and The ‘Speciflicity of Aesthetics

(155%3).

In the First World War perilod Lukécs conciﬁded—that
art cannot transform reallty. and he moved gradually to a
N .
conceptlon.of the active unlty of the subjept-object, theory'
and practlce, a process that ended up in his direct political
{rnvolvement during the periods 1918-1929 snd 1948-1956.

- In his system pukﬁcs linked art theory with histofy;
and from the éhlrtlcﬁ dnward he put‘forward aesthetlc principles
which advocated reallsm and denounced subjectivism. He applled
Hérxlst soclolopy Lo aegzhetics: and aryued that art is the
mlmeslic of.historica{ reallty. -To hlm art 1s the only sclf;
contalncd'toLdlity in o world that ceasea to be lotality,

Thé mis:loﬁ of art Is puriflcation or catharsls and service ags
thc_constanﬁly developing celf-consclousness of manklnd.
-The way 1s Opea Lo cblcicigm 05 Lukgcs' worik especlally
on Lhe prounds Lhat he trles to ellmlnate metaphyslics [rom
'

acsthetics {a metaphysical fleld in itself) by the metaphysical

means of the hwman mind.,
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INTRODUCTION

This paper deals with the phllosophical development of

.George Lukacs, especlally with his aesthetlc and historicél

thought. Lukdcs! central fileld of interest 1s aesthetics. He

treats 1t historically, because to him history is the only real

~sclence. It 1s one of Lukacs' basic tenets that in order to

understand any human or natural phenomenon one must approach

"1t genetically.

Georg von Lukacs, Hunéariad philegsopher,  liferary

.historién and critie, was born in 1885 at Budapest into a

well-to-do Jewlsh famlly. He was st1ll in his teens when he

- organized the 'Thalia' theatre. in the Hungarian capital, began

to write a prize-winning two-volume study on the Historv of the

- Evolution of the Modern Drama (1907) and came-under the 1ln-

fluence of Ervin_Szabé, an anarcho-syndicallist sociallst
theoretician. In 1909 Lukdcs received the Doctorate of Phil-

osoph& at the Unlversity of Budapest, and 1n’the same year

'he began tq attenﬁ the lectures of Gporg Simmel at the-Univer-'

sity of Berlin. In this period hé was already ehgaged with

the 1idea bf elabofating an Aesthetics, *a Phililosophy of History,

and a work on Ethics as parts of his general system of phil- =

osophy. In order to carry out hils plans Iakacs moved, in 1911,

to Florence and in the‘next year to Heldelbers, where he came

.

-



under the Influence of Max wehef, Emll Lask, Heinrich
Rickert, Wilhelm Windelbond and others. During his 11ife-
Lime, Lukacs published some.thirty books and hundreds of
shorter writings., But he never succeeded fn realizing his
original plans fully. Even his last seminal wogk. The

Speclficity of Aesthetics, that Lukacs saw in publication

only a half century after his Heldelberg.years (1963), is

only the first part of a planned-but unaccomplished Aesthetics

in three parts,
Lukdes' intellectual development 1is cﬁaractcrized by
2 complex pattern. At the time of the wrlting of the Soul and

Form (A_Lelek es a formak, 1910) he was still a symbolist,

inf{luenced by the thought of Plato and Tmmanuel Kant, whose
philosophical interest originated in 11térary critlcism, As a
neco-Kantian idealist Lukacs accepted the docprine that the’
noumenal world cannot be known. Noumenon in Kant means the

|
real world (as opposed to the appearance world) whose objects

belong to the problematilc realm of non-sensuous 1ntu1tion.‘ This
noumenal reality 1s a thing-in-itsclf whilchh ¢xlsts beyond the
sphere of sensuous intultion, and hence it 1g an unlnowable ”X”;
In their attempt to overcome the 1imitations Implied in Kant,
Hermann Cohen and Paul Natorp put forward a corrccted neo-

Kantlan theory at the Unlversity of Marburg. Accordime to tpém
the noumenal world 15 nof an lnﬁependent entity but a construction

of the human mind; the real world is the realm of phenomena and

ideas. They restricted philosophy to logic and cpistcmology,
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_and"contended that the inveStigation of empirical reality

belongs to the field of science.

Lukécs rejected this type of neo-Kantlanism. Between

"1909 and 1917 he lived mostly in Berlin and -Heidelberg which

represented a different kind of ideallsm. He became familiae .
with Edmund Husserl's phenomendlogy which strengthened his
bellef that'man can discover only subjectlve appearances and Ag; T
ultimate reality. TLukacs came also under fhe.influence_of |
Georg Simmel and Wilhelm Diltney wno rejected both the neq-
Kantianism~of the Marburg school as well as the ratlonal positivr
ism of the natural gciences They assumed, simllarly to Henri
Bergson and Benedetto Croce, that by means. of 1nte11ectual
intuition and hermeneutic understanding the discovery of the
historical past becomes possible.,*They believed that the realm
of philosophy 1s wider “than the generalizatlon of the scientiflc
method and regarded history as Lhe philosopher's major field.

In Heidelberg Lukacs became influenced alsgfby Max Weber
and Emil Lask. From Weber he inherited the method of sociol-~
oglcal research and the cautlousness toward irrationalism and
metaphysics. Thus Lukéqsfdeparted gradually from the neo-Kantian
subjectfve 1dealism and, especially under the spell of Lask, )
he converted into neo-Hegelian objJectlve ldeallsm. This Hegellan’
orientation led him to the eonclusion alfeady in 19172 that an
adequate understanding df Hegel is possible only through the
writings df Karl Marf. _ -

Lukacs reacted with despalr to the hofrors of the First

World VWar as-well.as to the plobal political situation, and

~
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greeted with great enthusiasm the Russian Revolution (1917)

On the spur of the moment he iIntensified his Marxist fascination
both 1n political "and philosophical terms. Thus in December
1918’ﬁe Joined the Covmunist Party. of'%ungary rnd was people's
commigsar for culture and educatd on durinﬁ the Hunvarlan Soviet

Republic (March-August 1919). After the fall of the Kun govern--

ment Lukacs lived in exlle., The publication of his History and

3
Class Consclousness (1923) brought him interdational fame, but'

1t came also under attack from opposed directions. Those who
broke a lance with it 1nc1udéd the Soviet Communist Parfy phil-
‘osopher Abraham Deborin, the Hungarian communist _theoreticilan |
Ladis 1au3 Rudas, the Social-Democrat Karl Kautsky, and the.
phenonenological existentialist Martin Heldegger,

In 1945 Lukdcs returned to Hungary from. the Soviet
Union, and in 1956 .he was araln mipistcr,of culture - in the
short-lived Imre Nayy government. He was deported to Rumania
between November 1956 and Aprll "1957 In retallation for his
actlve role in the anti-Soviet insurrection, Sinée then, he
lived in retirement devoling hlmselfl to writing on aeqthetics
Thus, Lukac"' life betrays a cyclical pattern, characterized
'by recurring movements from aesthetics to politics and vice
ver;a. His political involvement ranges befween the years -

1918_1929(1) and 1948-1956.(2)  Before, betweéen and arfter

(1)Unt11 the fallure of his political theories in
the Comintern {the so-called "Blum Theveﬁ")

(2)Tnis period 1ncludes activitics in the World Peace
Movement of which Lukdes was one of its founders .



these two_ politlically charged periods, Lukacs ﬁevoted himselfl
mainly- to aesthetlics, ,
For Lykacs art 1is the only self-contalned totality in
a world that 15 no longer a totallty. It was durlng the First
World War that he reqli:éd that desplte 1ts total nature art .
is unable't§ change the course of history. This cruci#l insight
provides a key to the underStanding of Lukécs'-érowing restless-
ness and political radicalizatiop, to which the collapsing

Austro-Hungarian Emplre and the reactionary character of all

the fighting powers formed the historical background,

In The Theory of the Novel (1916) Lukaes still claimed
that the modern novel is the Journey of the problematic |
individual to self-knowledge, the search fqr the expression
of the irrational soul through an hostile environment. But
in his later theories, from the thirtiles onward, Lukacs
denounced subjeptivism, advocatcd'the principle of realicm in
art and stated éhat the central aesthetlc problem is the ©
adequate presentatlon of the many-sidedness of human personality.

This volte-face led to a curious situation. In The Theory of

the Novel Lukacs still shared the view of the expressionlst poet
Gottfried Benn that‘"there_was no reality, only, at mbst, its
distorted 1mage".(3)- Yet, during the 19205, when the debate

between Expresslonism and Reallsm took place, it was Ernst Bloch

who lnvoked The Theory of the Novel in hils defense "apainst the

Marxzlst, Ceorg Lukécs".(u)

(B)Geoﬁg Lukacs, "Preface™ (1962) to The Theory of the
Hovel (Cambridge, Massachusetts: The MIT Presc, 1971), p. 148.

(#)1v1d., p. 18.
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In the ontological sense, however,. The Theory of the

1 . . ' .
Novel remained a critical and thoughtful work even for its

mature author. It was already bhilt upon the linkage of artistilc

theory and’prinﬁipie,witn 2 historical approach. Im:The.

. " - S
Historical-Novel (1937) Lukacs developed further hls historical
method and’ demonstrated that literary forms are the reflectilon
of socio-his@oricai transformations. .

. ‘His last major work, The Specificity'of Aesthetlcs,

“appeared in 1963, eight 'years beforé Lukacs' death. In 1t
Lukacs systematized and summed up his earlier theories and
applied Marxist'sociology to aesthetics. Its central thesis

is that art 1s the reflection of historlcal reality whose mlssion
15 to serve as the constantly developing self-consciéusnéss of

- manklind.
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THE PLATONIST

Die Seele und die Formen (Soul and Form), Lukdcs'

first important book 1n German, appeared 1in Berlin in the year
of 1911, It is a collection of essays which was published
originally a year previously in Hungarian In this early work
Lukacs_was still a Neo-Kantian. Its central teesis_is that
"form 1s the highest Jjudge of life. . . the only pure
revelation of purest experience" (5) and that certain mental

states, attitudes and outlooks end up in corresponding

7 aesthetic patterns, At this perilod Lukacs-is. st11l an

expllcit mystiec. The &ritic Is a person "who glimpses destiny .
in forms: whose most profound experience is the 'soul-content”.
This moment 1is a mystical one€, the "union between the outer and .
the 1nner?‘between soul and form", (6) .
Lukacs states Vthat criticism is an art and not é,
science".(%) ‘Philosophy 1s included, iA his vieﬁ; in the
categbry of sclence and defined as "1cy, final perfection".(B)
9# art and sclence he says that ﬁhe latter affects ES by 1ts

-

contents, and the first by 1ts forms:

(S)Georg Lukacg, Soul and Form (A lélek é3 a Pormak
trans. Anna Bostock (Cambriuge, Maua.: Thé MIT Press, 1974),
p. 172.. - -

. (E)ivia., p: 8. (7)Ib1d_, pha (B)Ibid., p. 1.

B
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Science offers us facts and the relatlionships between
facts, but art offers us souls and destinies. ., . In '
primitive, as yet undifferentiated epochs, sclence and
art (as well as religion, ethlcs, and politics) are
integrated, they form a2 single whole; but as soon as
sclence has become separate and independent, everything
that has led up to 1t loses 1ts value. ©€nly when
something has dlssolved 211 its content 1n form, and
thus become pure art, can 1t no longer hecome superfluous;
but then 1ts previous sclentifllc nathS altogether
forgotten and emptied of meaning. - )

Lukacs distinguiéhes between two principal types of
“art. The first one 13 preoduced by the creat;ve grtiﬂt, the
otheg by.the critic. The creative artist 1s' the "poet, the
“eritic is the "Platonist". "A different means of expression
béfits eéch type of soul: the poet wrlites 1in verse, the
Platonist in prose”.(lo) These & =vpes are opposite poles,
' almost';omplementing one another. “hé poet's world s A
LBefinitive, he elther says 'yes' or 'no'; whille the-Platonist‘s
" outlook is characterized by Qellefs and doubts at the same
time. "The poet's form 1s verse, 15 song; for him everything
resolves 1tself in music, Within the Platonist lives some-
thing for which he seeks but cannot fina a rhyme anéwhere: he
wi&l always lonp for somethiﬁg he can never reach,"(ll) The
real poet 15 not a problematic type, the true Platonist 1s
always. Both of them strive towards fo;m, because "in form
élonc. . . does every antithesls, every tre&d. becomne ﬁusic and

nccessity".(lg) Form is thelr common denomlnator. Tt 15 a form

which units them, in 1t "poet and Platonist hecome cqual“.(13)

10 ' 11
(9)1p14., p. >. ( )Ibid., n. 20. ( )Ibid., p. 21.

(12)1p1a., p. 22.  (YD)1pia., p. 22.



“is merely an 1llusion after all.

Lukécs argués that the world fo whiéh the poet gilves , .
birth 1s always real even if it 1s woven out of dreams, butb
the Platonist is only a dissector ol souls who never creates
flesh and blood images. The Platonist always speaks in aBstract

terms. He can only conjure up shades, but not real personages.

|

eallty 1in the writingé of the Platonist exists only as {orm.
Yet,-although the poet's work represents a greater degree of
reallty than ;hat of the Platonist, in the last resort, even
the poet's work 1s not an all-embracing form of réality. Truth

(14)

"The Foundering of Form Againsé Life" 15 the title of
one of the essays in the book. It d;als with Soren Klerkegaard
and Reglne Olsen. "What is the value of form in 1life, the
life-creating, life enhancing value of form?. . ." "Form is
the only way of expressing the absolute in 1ife", and "gesture
alone expresses 1ife".(15) Kiepkegaard's gesture consisted
in that he refused to marry his beloved Repine Olsen desplte
their engagement, He did it in order to remaln more faithful
to her than any married man can be to his:swife. Accordlng to
ILukacs, Klerkgaard was a "troubadour and a Plétonist", who
"madé a poem'of his 1ife" and heroic efforts “"to create forms
from 11fc".(16)

Lukécs speaks of this gesture as Kierkepaard's

'

dialectic:

(18)1p14., p. 12. (15)1p14., p. 28,

(16)1p14., pp. »1-33.



Kierkegaard once said that reality has nothing to do-
with possibilities; yet he built his whole life upon a
gesture. . . Perhaps the gesture. . . 1s the paradoX,
the point at which reality and possibllity lintersect,
matter and air, the finite and the infinite, 1life and
form. . . The gesture is the great paradox of life, for
only 1n its rigid permanence is there room for every
~evanescent moment of 11fe, andé only/ within 1t does every
such moment become true reality.

A frequently reappearing word in this early work of
Lukacs 1s longing. Lukacs 1s driven by a firm desire to
find order and to escape from chaos without the ability to

overcone perplexities and to achleve his tasks. Be that as it

ray he already arriviéd in the Soul and Ferm at the genesls of

the dialectical method which constituted the center of .his

. ~
life's work: .o -

Great longing 15 always taclturn and 1% always disgulses
1tself behind many different masks., Perhaps 1t would not
be a paradox to say that the mask 1s 1ts form. But the ma
also represents the great two-fold struggle of 1ife: the
strugele to be-recognized and the struggle €o remain
disguised. . . Longing and love are the search for one's
own lost.other half, . . Socrates understood this when het
sald that. love lacks beauty and roodness; longing alone
can glve beauty--the beauty of another, Eros,ig in the
middle. . . Socrates was. . . a dlalectlclan. 18)

(W pia., pp. 28-29.  (Elmvia., pp. 92-93.

sk
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JOURNEY TO THE SELF

y !

“ After the aﬁbearance of Die Seele und die Formen

" came another jmportant work, The Theory of -the Novel.(lg)

The book was drafted at the beglinning of the First World WaTr,
published as articles 1in 1916(20) and, eventually, in book

rorm in 1920. Compared to the earller writings The TheoTy

of the Novel deals with a qualitatively higher complex of

‘problems. Originally Lukacs wrote +his work as an intro-

duction to a massive systematic work that has never been

accomplished.(gl) Tts author 1s still préoccupied with poetic

imagery and formal accomplishment which 135 expressed through’
compgsgtional strictness and an intensively helghtened style.
His paaSionate, emotionally charged essay writling can be
11lustrated with a few sentences from the work:

Happy are thode ages when the starry SkY 45 the map of
all possible paths--ages whose paths are 11luminated bY
the light of the stars. Everything 1n such ages 1s new
and yet familiar, full of adventurc and yet their own.
The world 15 wlde and yet 1t 1is like a home, for the
ripre that burns 1n the soul 15 of the same essential

(19)george Lukacs, pDle Theorle des Romans: _EIn

geschichtsphiloso hischer yercucn uper dlie rormen der
Fro3sen Fplk (The Tneory oL utne Hovel: A historico-

pﬁiIosopﬁ{cal essay on the forms of great eplc literature)
(Berlin: F. Cassirer, 1920) .

(20)1n Max Dessolr's 7eltschrif® fiir Asthetic und
ﬁ}}gemeine Kunstwissenchaft.

(gl)Istvan Mészéros, Lukacs' concept of Dialectlc
(London: The Merlin Press, 19727, p. 2Y-

11
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nature as the stars; the world and the self, the 1light
and the fire, are sharply distinct, yet they never
. become permanent strangers to one another, for fire is

the soul 3? all light and all fire clothes 1tself in
1ignt.le2) ® , :

According to Lukécs the immediate motive for writing
the book "was supplied by the outbreak of the First World War
and +he effect which its acclamation by the soclal-democratlic
parties had upon the European left".(23) His personal attltude
was characterized by an articulate rejectlon of the war. When
¥Mrs. Marlanne Weber (Max Weber's wife)‘wanted to challenge
Lukacs' gégative outlook concerning the war by tellling him
examples of individual heroism, he replied: - "The better the

(24)

worse' ", Iooking back from a distance of a half century

on the reasons of the rejectlon of the war 1n 1914 he arrived
at the folloﬁing formulation:

The Central Powers would probably defeat Russia; this
might lead to the downfall of Tsarism; 1 had no
objectlion to that. There was also some probabllity
that the West would defeat Germany; 1if thls led to the
downfall of the Hohenzollerns and .the Habsburgs, I was
agaln in favour. But then the questi?n 3rose: who was
to save us from Western Cilvilization? 25

Thus ILukacs wrote The Theory of the Novel in "a mood

of permanent despair over the state of the worla",(20) 1t

was only 1In 1917, when the Russlan Revolution broke out, that

A

-y

(22)Georg Lukacs, The Theory of the Novel, trans.
Anna Bostock (Cambridge, Mass.: Tne WIT TPress, 1971). p. 19.

(23)Gcorg Lukdes, "preface" (1962) to The Theory of
the Novel, p. 11.

—_" (2W)7p14., p. 11. (25)1v1a., p. 11. (26)1p14., p. 12.
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he found an answer to the problems which previously had seemed
¢ .

to him insoluble.(gT)

But when Lukécs wrote The Theory of. the Novél he was

still far from any political involvement, In efflect he'sought
refuge from reallty in the spnere of art. This phllosophlcally
oriented work is in fact originated in literary criltlcism.

In the phllosophical sense ILukacs' major concern was the revolt

. against positivism--a ramification of XKantlan philoéophy—;which

regarded ultimate reality as dlchotomous by nature: it bifur-
cates into the irreconcllable spheres of fact and value,. The

Theory of tﬁ% Novel brought under attack the shallowness and

 the petty two-dimernsionality of "positivism in the treatment

both of historical characters or relations and of intellectual
realities (logic, aesthetics, etc.)".(ea) |

At the period of the writing of the boﬁk its author
was 1n a process of transitlon from Kant to Hegel, without

changing his enthusiastic attitude towards theMwork of Dilthey,

Simmel and Max Weber. In this respect The Theory of the Novel
15 a typlcal product of the hermeneutic method stemming from
the so-called "intellectua? sciences school".(gg) llevertheless,
there'are significant new features in the book, explalns Lukies,
dué to its Hegelian orlentation:

An attempt to overcome the t'lat rationalicm of the
positivists nearly always meant 2 step 1n the direction

¢

the Novel, p. 13.

(27)1b14., p. 12.

(QB)Georg Lukacs, "Preface” (1952) to The Theory of

(29)1v1d., p. 12.
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of irrationalism; this applles especially to Simmel,
but also to Dilthey himself., It 135 true that the
Hegellan revival had already besun several vears before
the outbreak of the war, But, . . so far as I an aware,
The lheo”\ of the llovel was the first work belonging to
tne 'TIntellectual sclences' school in which the findings

of Hegellan philosophy were concretely applled to
acsthetle problems, The Uirst. peneral part of Lhe book
15 essentially determlined by Herel, e.p. the comparison
of modes of totality in eplc and dramatic art, the
historicouph*logophical view of what the epic and the
novel have in common and of what differentiates thenm

ete, , .~ {(Tet) pernaps a 5till rmore 1 portant 1e"ﬁcy

of Herel 15 the historiclsation of thetle catepories,
In the sphere of aesthetlics, this 10 1tgr the return to
Hegel yielded 1ts most useful results. JGS

Thus The History of the Novel 15 a mlxture of neo-

Kantian and neo-Hegellan elements in which subjfctive and
objectlve 1deallism are interwoven, 1In 1t Iukdes linked the

|
investipation of particular aesthetic.problems with 2 historical

dimenslon. A partlcular neo-Kantlan feature of the book 15 1ts

reliance on the so-called Lebensphilosonhie whose founder was

Wilhelm Dilthey. Lebensphllosophie can be viewed as a form of

Vitalism, Phllosophers like Henri Berpson or H, A, E. Driesch
clalmed that 1ife phenomena podsess a vital force by virtue of
which they dilffer radically frgh physico-chemiéai phenomena and

cannot be explained in exact sclentific terms. Lukaes in The

Theorv of the Novel, relies, in effect, on the vitalist theory

.

that the knowledpe of reality proceeds by the 1rratlonélract of -
instant mental intuition. On the other hand thesHeprelian
objectlive ldeallsm finds 1ts shape In the book, for 1lnstance,
through the bellef that preopress 1s o self-actlivating process

inherent in the dialectical mobtlon of the Splrlt embodlied 1n

(20)1b1d., pp. 15-16.
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History. The Spirit raxes 1ts progress through self_
realization by obJectifying itself in the growlng historical
experience of lian.

Lukaes' Starting point in The Theory of the Novel 1s

that the once Known natural unity of the human world has been
destroyed forever. The destruction of this datura} unity

fave rise to philosophy, because as*Novalls (Friedrich Von
Hardenberg, 1772-1801) stated "philcsophy is really homew
sickness, 1t 15 the urge to be at home everywherh"_(sl) Hence
that philosophy as a form of life or as the form and content

of literature is 2 Symptom of the schism between'the sell and

"

-the world, the sign of the rift between thé soul and the deed.

This explains "why the happy ages have no philosophy, or why
all men in such ages are phllosophers, Sharing the utopian aim
of.every phllosophy. For what is the task of true philosophy
1f not to draw that archetypal map?"(je)

The anclent Greek world, argues*Lukdbs, reprecents o
period in history when all men werec philosophers. TIn the
homogeneous Greek world knowledge was virtue and virtue was
happineS". The cultural development of the Greeks was 1dent-
1cal with the development of their philosophy of history. 1In
the process of cultural development between the Homerian period

and that of Plato ¢merped the three pgreat and timeless

(BI)LukdEs, The Theory of the Novel, p., 29,

(32)1b14., p. 29
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. _ paradlgmatlic forms of world litera{dﬁe whiéh represent three
stages without transitions: epic,'tragedy; phiiosophy.(33)
In ancient Greece beaﬁty was the meaning of the world made

visible and "art, the vislonary realilty of the world made to

>
%)

—

our meagure”, was an integral part of everyday 1ife. But
with the dissolution of the ofganic unity and the homogeneous
world of man art becane 1ndependené; it 1s no longer a2 copy
but "a éreato@ totality, for the natural unity of the meta-

physlical spheres has been destroyed forever”.(95)

Dealing with the relationship of the novel to the epie,

| Lukaes polnts out that these are the two major forms of great

! . \\\ eplc literature. They e
- . ~
: . .« . differ from one anothgf not by their authors!

[ fundamental intentions but by the glven historico-

‘ phllosophical realities with wnlch the authors were
confronted. The novel is the eplc of an age 1n which
the extensive totallty of 1ife is no longer directly
glven, in which the immanence of meaning In 1ife has
become g ?gg lem, yet which 5ti11l thinks in terms of
totality . \ 20

The author of The Theory of the Novel contends that
reallty 1s heterogeneous and dlscrete because of the incapa-
clty of ldeas to penetrate 1ts hard core. Thls proplem_did not
exlst yet in Homer's organic world, but appears in Dante

/ Alighieri (1265-1321) whose poétry "represents a ﬁistorlco—\
philosophical transition from the'purc epic to.the novel"_(j?) o
While the outward form of the novel is blographical In 1ts

essence, 1ts inner form

. "——",r _71 -
(o wia., e, p. 37, (Bmial, p. w7, va

N LAt (BG)Ibid., p. 56. (3?)11)1d., P. 68-_
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. . . has been understood as the process of the
problematic individual's journeying towards himself,
the road from dull captivity within a merely present
reality--a-reality that 1s heteregeneous in 1ltself and
meaningless to the -indivldual-~towards clear self-
recognition. After such self-recognition has been
attalned, the ideal thus formed irradiates the
individyal's 1ife as.its immanent meanlngs but the
conflict between what is and what should be has not
" abolished and cannot be abolished in the sphere whereiln
‘ these(%gﬁnts-take place--the life sphere of the novel;

-

According to Lukécs the hero of the novel 1s a lonely
stranger who seeks for the meaning of exlistence and gives

-

expreséion To his'trapscendental homelessnéss through the
lyricél monologue.: The lonellnzss expressed by the novel hero
45 not simply the intoxication of a soul gripped by destiny
‘and so made song;-it is also the torment of a creature condemned
toasolitﬁde and devou;ed by a longlng for coﬁmunity",(Bg)

As to the ﬁypology of the novel form Lukdcs offers three
fundamental categories., These three categorles are based on
the protagonists' behaviour patterns. The flrst novel hero
type 1s a demonlc extrovert. He 1s characterlzed as a problem-
atic personality whose abstract 1deqi}sm wlll lead him to fight

agalnst reality because he believes that 1t 1is bewltched by

evilldemons. To thls patholoplcal type belong literary heroes

such as Heinrich Von Kleist's Michael Kohlhaas, and Miguel de

Cervantes?, Ebzbﬁuixoté. The second novel hero type 1s

introvert, characterized by romanticism and disillusionmenﬁ

-

who tends to wlthdraw from strupple and positive actlon. One

(38)1n1d., p. 80.  (39)1bia.. p. b5,
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.can find in this category Ivan Alexandrovich Goncharov's
Oblomov, (always lying in his bed} and Johann Wolfgang Goethe's.

i

The Sorrows of Werther. The third novel category stands "

aesthetically and hlstorico-philosophically between the first

two types. Lukacs suggests Goethe's Wilhelm Melster's Years

of Apprenticeshlp as a paradigmatic work of this third

category:

Tts theme 1s the reconclliation of the problematic
individual, guilded by his lived experience of the ideal,
wlth concrete social reallty. . . Goethe 1ln Wilhelm
Meister steers a middle course between abstract

Tdeallsm, which concentrates on pure action, and
Romanticism, which interiorises action and reduces

1t to contemplation. Humanism, the fundamental attitude
of this type of work, demands a balance between activity
and contemplation, between wanting, to mould the world and
being purely receptive towards 1t.

The Theory of the Novel contalns some cornerstones of

Lukécs' mature 1deas in an embryonic form. According to Istvéh
Mészéros and Roy Pascal, 1t conta}ns the elements of ILukacs'
conception of totality.(¥1) G. H, R. Parkinson finds a link
between hlstorlcizing of aesthetié categorieScahd'tﬁe mature
Lukacs' view that natupe must be approached historically, that

is to say, as something which develops in time. The Theory

of the Novel i1s a significant stage in the development of the

Lukdesian. conceptlion that the novel is an epic form which

appears under certain historical conditions.(ﬂ?) The tenet

{40)1p1d., pp. 132, 135.

(ul)Istvén Mészaros, "“Lukacs' Concept of Dialectic',
and Roy Pascal "Georg Lukacs: The Concept of Totality”,
in G. H. R. Parkinson, ed., Georg Lukacs: The Man, hils Work
and his Ideas (London: VWeldenfeld and Nicolson, 1570/,

Pp. 34-85 and 147-171.

(#2)g. H. R. Parkinson, Georp Lukacs, p. 6.

M
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that the inner form of the novel is the process of the

problematic individual's Journey to himself is In fact an’

antlcipatlion of Tukacs' later .contention that all art 1s a

means toward self-awareness.(uB)

/

+

: ‘(QB)Georg Lukdes, Die Elgenart des Asthetlschen (The
Specificity of‘nesthetics), < vols, (Neuwled: Luchtefﬁéndh
1963), 1: - 182, s29. .
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THE IDENTITY OF THE SUBJECT-OBJECT
»
It was the longing for a system of totality, the
attempt to grasp life as a whole, that drove the yoythful
A . . . » -
Lukacs'put of his aesthetlc ivory tower. Lukécs discovered -

that-arégand literature cannotktake'the place of philosophy,
sclence and religion, The rift between the 'is' and the
"ought', that 1s to say, the conflict between factual existence
and the ldeal that should be, has not abolished 1in the 1life
sphere oﬁ the npvel and could not be repalred in the framework

of aesthetics. As-we have already seen, Lukdcs wrote The Theory

of the Novel in a state of despalr because of the rage of the

war, He wa§ also pessimistic concerning the ulﬁimate victory
of elther Germany or the Western powers.

Thus Lukdcs accepted the news of the outbreak of.the
Russlan Revolution with relief and enthusiasm. He was of the
oplinlon that a road had been openeé to humanity_that would
allow mankind to erect a new world wlthout war and capitalism.
The military collapse and the dissolution of the Austro-
Hungarian.Monarchy found Lukdes in a state of growing politlcal
foresignt and 2lertness. This process ended with his éirect
involvement tn the Hungarian ﬁevolution wpen he served as
People's Commissér for Public EQUcation in the Communis't

Government Qf’Béla Kun (1919).-

3
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Lukics welcomed the merge between the Hungarian
Communist and Soclal Democratic Partles as an important step

toward the 'achievement of the task of heallng the rift between

—~

the 'is' and the 'ought';‘as the realilzation of the unification

of material force wlth that of meral practice. In Tactles
L and Ethles, 1919, he argued that the divislon té‘the two types

of workers' partles represented a dialectical opposition and'a *
cr¥sis of soclalism. This crisis has at last reached its end
by means of tﬁé fusibn. The unifiled pérty is the ekecutive'
organ of new soclal forces, the expression of the‘unified
willingness of the unified proletariat to shape soclety anew.(au)
Among thé works that Lukacs wrote during the period

'of the Soviet Hungarian Republic were "What is Orthodox Marxism?"
and "The Change of Functilon of Historical Matefialism".. These
two essays are included--togeﬁher with six-efher papers;-in s
Lukécs most famous béok, History anﬁ/ézggj#zjlsciousness that

was completed in 1922 and publis

N

d in_the next year. According
to M€szdros and others, thls bogk is not only one of the seminaL
workg'of Eukacg, but also one pf the most diuCUSo@d and 'truly
great! books of the Twentleth{Century. (45) Among "those who

came under 1ts influence are Aalter Benjamin, Ernst Bloch

Karl Mannhelm, Henrl Lefébvre,‘ﬁérieiﬁ:gggty, and many othebs.,.

(44)6yorgy Lukdes, Taktika és Ethika (Tactics and Ethics)

(Budapest: KXozoktatasi Nepblztoss sag, 1919) German translatlon:
Taktik und Ethlc, Fruhgchriften, Werke, vol., II (Neuwled:
- Luchterhand, 1908)7 :

NN : (45)15tvén Meszéros, Lukdes' Concept of Dialectic
(London: The Merlin Press, 1972), pp. 109-110.

.
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lartin Heldegger put the reification theory as presented in

History and Class Consciousness under critlcal investlgation in

‘modern drama."tuT)

his ma jor work--Being and Time (1927). Through Heidegger's

work Lukécs‘influenced‘also the young Sartre and might be

. &
concelved as one of-~vhe sources of existentialism_(lo)

The Theory of the Novel was the outcome of a synthesis

of neo-Kantian and Hegelian 1deas, wherﬁgs Lukacs' peculiar

idfalectic %F History and‘Class Consciousness 1s based on the

synthesis of Hegel and Marx., Iukdcs' apprenticeship in Marxism
began early. "I first read Marx while I was still at school™,
he says. '"Later, around 1908 I made a study of Capital in
order to lay a soclologlcal foundation for my monograph on

i

The notlon of totallity 1s Fhe\%eitmotif of the book,

v

1

the dlalectlcal unlty of theory ané\ggdctice:
It 13 not the primacy of economlec motives in hilstorical
explanation that constitutes the dlfference between
Marxism and bourgeois thought, but the polint of view of
totality. The category of totality, the all pervasive
supv%macy of the whole over the parts 1s 'the essence of
the method which Marx took over from Hegel and brilllantly
transformed Into the foundations of a wholly new sclence
. . . Marx had understood and described the proletarlat's
struggle for freedom in Egsms of the dlalectical unlty
ol theory and practice.(

Ehe problem.of the imposslible mediatlon bhetween artistic

creation and historlical reallty became the ever-returning

48)p14a., p. 112.

X ‘(F7)Gcorgé Lukdcs, "Preface” (1967) to History and
Class Consclousness, trans. Rodney Livinpstone {(Cgmbridge,
Ta55.:  Tne it Press, "1968), p, 1x. .

Y

) (u8)Georg Lukacs, Hlstary and Class Consclousness,
pp- .27"8: 7“1'- -
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problem 1In Iukacs' ‘mature work. When Lukacs contluded that
art cannot trgnsform the world he moved to the ldea of
revolution.! This revolution must be carried out by the
proletariat whose ethlics are iﬁg consclousness:
Class consciousneés is the 'ethilcs' of the proletariat,
the unity of 1its theory-and 1ts practice, the polnt at
which the economic necessity of Lts struggle for
liberation changes dialectlcally into freedom. . .
The true strength of the party is moral. . . It is
nourished by the feeling that the party Is the object-
ificatlion of their own will (obscure though this may be
to themselves),” that 1t 1s the visible an? osganized
1ncarnation‘of:their class consciousness_ 49

According te Inkacs 'concrete totality' 1s the fund-
amental‘categbry of reglity. Hegel falled to detect the
identical subject-object that realizes 1tself in the historical
process. Hegel, in efflect, found the spifiﬁ of history beyond
the histdricSi processAitself in the form of art, religlon, and
phllosophy which he regarded-as the Absolute Spirit:150) But

”~ ..

the abolition of  alienation which 1s closely connected to
relfication and- -the return of self-consciousness to itselfl
1s acthally a socio-historical process which can be ach¥eved
only by the class consclousness of the proletariat, The
.duality of subject and object (the duality of thought and

being 1s only a special case of this) can be united through

. activity. "'The dialectical method, as the true historical

method, was reserved for the Class which was ablc to dlscover
/within i1tself on the basls of 1ts life-experience the ident—

jcal subject-object, the subject of action; the 'we' of the

(49)1pia., pp. t1-t2. . (50)1vid., p. 177.

ht
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genesis: namely the proletariat. . . The self-understanding
of the proletariat 1s therefore simultaneously the objective
underétanding of the nature of-society.ﬁ(5l) The self-
awareness of the proletarlat overcomes reification énd allena-
tion by beéoﬁing the consciousness 'of the précess of evolution
1¢selfl, the identical subjeét-object of histéry. Thus the
proletariat becomes the carrier of the Hegellan World Spirit.
The class consclousness of the proletariat encompasses the
knowledge of the cohcrete totallty of society and through
practice 1t becomes the actlve historic elcﬁeng\of progresslve'
transformation,

Lukdcs contends that the class consclousness of the
proletariat assumes form 1in th?/Communist Party. The Party 1s
the revolutlonary form of proictarian consciousness.(se) "Thé
Communlst Party 1is an autonomous form of prolctaria; consclous-
ness serving the interests of the rcvolutlon."(SB) It Is a
coherent revolutionary whole that, qcswite the complex typol-
ogles which may characterize 1ts devclopﬁent, "always remains
the consclous, free action of the consecious vanguard itself"_(sq)

.The Communlst Party musf exlst s an independent or;ah-
lzatlon so that the proletarlat may be able to see 1ts
own class consclousness gilven historicnl Shape. And
lilkewlse, so that 1n cvery event of dally 1ife the point
‘of view demanded by the Interests of the class asn - wholg
may recelve a clear formulation that every workep gﬁ%

understand.  And, finslly, so that the whole eclass mav
hecome fully aware of Its own exictence as g cluss_(55)

(51)1p3q.; p. 1h9.  (52)1p1q. . p. 316.
_' L ) .
53 mv1a; bl wo. 5")1pia., b 50,

1 (55)1h14 ., p. %26,
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Aécording to Lukacs, it was Rosa Luxemburg who had
rrasped the spontaneous nature of revolutlonary mass action,

and perceived at a?very early stage that

-

. - . the proletaFfat can constitute 1itself as a class
only 1n and through revolutlon., In thils process, which
1t can neither provoke nor escape, the Party i% assicned
the sublime role of bearer of the class consclousness

of the pr?ISSariat and the consclence of 1its ‘historical
vocation, {5

- Accoﬁding to Mészaros, somé of the basic aesthetic
principles that Lukdcs elaborated 1n the 1930s and 1940s are

based on the phllosophical framework of History and Class

Consciousness. Notlons such as "reallsm versus naturalism”,
f

"nmarration versus mere description”, "active reflection versus

relified objectivity", "intellectual physiognomy of characters”,
"artistic subjectivity and objectivity"”, and many others have
their origin in the conception of totality.(57)

The centerpiece of History and Class Consclousness

is the essay, "Reification and the Consclousness of the
Proletariat”, which was finished in December 1922. Tukacs

lived then in exile 1n-Vienna (1919-1929). The Austrian

capltal between the two Qorld Vars was an 1lmportant 1ntellectual

center_of Central Europe., Among other things 1t pave rise to

(56)1b1d., p. he.

(57)1. Mészaros, Tukaes! Concept of Dialecctic,
pp. 105-105. »




loglcal positivism and psychoéﬁalysis. George Lichtheim
points out that Lukacs wWas not influenced by either, but,
unlike the Marxists of the Frankfurt school, developed a
hostlle attitude toward what he termed Freud's irrationalism,

The publication of History and Class Consclousness (1923)

almost colncided with Ludwig Wittgensteln's famous Tractacus

Loglco--Philosophicus (1922)., Both Lukacs and Wittgensteln

were educated in the collapsing Habsburg Monarchy, departed
radically from the orthodoxy of prevailing phllosophilcal
systems and renounced in later years the works that "had fired
the imagination of ?ontemporaries".(SB)

Lukacs emphaslzed the methodological features of
Marxlsm, which he regarded as the most important element of

1t. He chose from Marx's Theses on Feuerbéch the motto of the

first chapter of History and Class Consclousness: "The

phllosophers have only Interpreted tHe world in various ways;
the polnt, however, is §° change 1t". The book owes 1ts
enauring rélevance to the fact. that Lukacs demonstrated and
explored Marx's derivation from Hegel. What Lukdcs actually
dld, was that he suggested a synthetlcal solution to the old
debate between materialism and ldealism. The theory which he
put forward was based on the agsumptlon that this debate is
origlnated 1n a failure to overcome the schism between object

an{ subJect, This - schism can be overcome in treating practice

(58)George Lichthelm, Georpe Lukacs (New York: The
Viking Press, 1970), p. 53.

26
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In the Marxlst way, that 1s to say, viewlng it a2s the concrete .
union of cognitlon and realilty.
In 1924, the year Lenin died and the Stalinist control

in the Soviet Union and the Comintern began, History and Class

Consciousness was attacked by A, Debtorin, L. Rudas.(59)

. r
N. Bukharin and G, Zinoviev, Lukacs was accused of belng a

revislonist, of Hegelianlzing Marx and rejecting Enpels! view
that the dialectical principle also roverns nature. The
attacks continued, as 2 matter of fact, for decades. In 1958
the leadlng Hungarlan Communist Party philosopher, Bsla Foporasl,
attacked Lukacs for bourgeols-idealist deviatlon by ignoring

the fact that the dialectical method can be based both on
materiallism and idealism. Commencing, IQQM and onward Lukécs_
made many attempts to correct his revisionist lmage in the

Communist world throurh self-criticism, repudiations, and

recantations, Including his autobiogrraphical sketch, My Road to

¥arx (1933), and even 1in the 1957 Preface to History and Class

Consclousness, It 1s possible that History and Class Consclous--

ness penerated such a vehement outburst amonr orthodox party

functionaries, not because of the arpuments mentioned above,
but by recason of glving volece to the truth about the Communist
Party,namely, that 1t was a revolutlonary ¢lite of bourreois

and classless intellectuals Imposing themselves upon the working

(59)Ladlslaus Rudas, Arbeiterliteratur, los., 9, 10
and 12 (1924),
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class on the grounds that they alone hold the monopoly of the

-

truth, (60)

In a wiork, devoted to Western Marxist thought, Nell

McInnes argues that History and Class Consciousness represents

a significant metamorphosis in Lukacs' conception towards the
Communist{ Party. While at the beglnning of the book 1ts author
st11l accepted the primacy of tﬁe spontaneous workers'! counclls
over the Party ("The Marxism of Rosa Luxemburg"), in 1ts last
chapter ("Towards a Methodology of the Problem of O;ganization"),
which was written after the fall of the Hungarian Soviet
Republic, he implied the Leninist 1ldea of the primacj of an
elitist leadershlp over spo?taneity.(él)

In the late 19201 Lﬁkdcs was engaged In politital
1ssues, especlally in connection with the so-called "Blum Theses"
(Blum was Lukacs' pseudonym). Lu&écs developed the Blum Theses
in accordance with the thought of Jeno Landler, who was a former
trade-union leader, minister In the Sovliet Hungarlan Repugzic
4n 1919, and leader of the anti-bureaucratic Communist group
which opposed Bela Kun, Zlinoviev and others, 1In 1928 Landler
died and Lukacs took over Landler's line of thoupht preparing
the political theses for a Hungarian Party Congress to be held

in the next year. The major arpgument of the "Blum Theses" was

that, taking into conslderation the conditlons In Hungary, the

(60)George Lichtheim, "The Transmutations of a
Doctrine", Problems of Communism, (April 1966), p. 23,

(61)Neil MecInnes, The Western Marxists (Iondon:
Alcove Press, 1972). pp. 120-21.

-———
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Party must alm first at a dempcratic dictatorship or workers
and peasantQ, Instead of 2 direct dlctatorship of the prol-
etariat.(se) In the following year the "Blum Theses" was
defeated by the Kun faction in the Comintern as "anti-
Leninist, halr Social-Democratic,‘liquidationist theory".(63)
Lukacs wes forced to exercise’ self-criticism, and Wwilthdrew
from polgtics for almost a quarter century,

For a while Lukacs worked at the Marx—Engels-ﬁénin
Institute in IFoscow, but in 1931 he settled in Germany. He
lived 1in Berlin and was Vice:Presidgnt of "the German Writers'
Association of the German capltal as well as active member.
of the League of Proletarian;Revolutionary Writers, 1In 1833
the Nazis werellooking for Lukécs and he, out of caution,
threw the pistol that he possessed 1nto the river Spree, It
15 noteworthy that Lukécs bought this veapon for self-defense
in 1920 while 1n Vienna; after that he was warnea to take

precautlons against his possible kldnapping by Horthy agents.

Mé3zaros contends that, contrary to accusations according to

which "Lukdes terrorized the 1nteliéctuals during the Commune,
pointing his gun at them while questioning them", this 13 the
only weapon he has handled in his lifetime.(6u) However, other
wrlters reveal less sympathy toward the "eultural Esar"rof_the

Hungarlan Soviet Republle. Rudolf Tokds, for Instance, accuses

(62)Park1nson, ed,, Georpe Lukacs, pp. 18-19.

(63)Méﬂéros, Lukacsg! Concept of Dialectlie, pp. 126-137,

(6%)1b1a., p. 171,
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Lukdcs for the direct use of terrér. and Victor Zitta.turns

him, in fact, 1into a criminal.(65) These accusations seem to
lack any concrete evidence., Thelr probabilitylis very limited
also 1n the llight of Lukics' mental structure and profound
humanism, It 1is also notewofthy that at the beginning of his
communist orbit Lukdcs had a Luxemburgian orlentatioﬁ, and his
first reaction to the Bolshevik phase of the Russian revolution
was hostile due to its undemocratic character. He ;egarded

it as a plot of a minority ready to split the unity of the
worklng class, and in 1919 he pgave utterance to hils objections

(66)

to the use of terror,

’

{65)Rudo1r L. Tokés, Béla Kun and the Hungarilan Soviet
Republic (New York: Proeger, 1957, p. 179; and Victor Zitta,
Ueorg, Lukdes' Marxism, Alientation, Dialectics, Revolution
{Tne Hague: Martinus N{JholT, 195%4), p. 108.

(66)ye11 McInnes, The Western Marxists, p. 111.

-



__ / »

THE DEBATE oON EXPRESSIONTSM

In the 1930s Lukécs became lnvolved 1p an important

'aesthetic.debate with regapg ualixpressionism. Expressionism

both agalnsg Impressionism, with 1ts transitory atmospheric
light effects, ang Naturalisnp that aimed at the photographic
reproduction of Nature, p5 5 mat%ér of fact, the ekpression-
ists trieg to Create g more real realiﬁy than theip predecessors,'
based on the 1innep world of PSyche, feeling, thought and
vision, They adopted the-ideé that measured time 1s merely

a vision, Spatlalized geometrical image, a5 Bergson demon-
Strated 1t, but the essence of time 1s real because it is
identical with eéxperience ang life, The Inner worig of the
Psyche 1s rea) because 1t exlsts, However, Expressionism 1s
not an entirely new phenomehon . Byzantine, Gothic ang BaroQue
aro can be vieweq a8 early forms of Expressionism. Flamboyent
caﬁhedrals, Glan ILorenzo Berninirg (1598-1680) work in arch. .
itecture and Seulpture, the baintings-of Hieronymus Bosch
(‘11¢5o-1516), Grunewald (Mathig Nithardt Gothardt, 11¢70_1528)
and E1 Greco (Domenikos Theotokopulos, 154421618 ape only g3
few examples, Expressionism 1s, 1in effect, an emotional ang
irrational art form characterized by distortion and exaggera-A

tion, 7Tt ménifests the,Dionysian aspects or exlstence, Thus
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Expressionlsm is an alternative art form-which stands in
contrast to the Apollonic discipline of order and harmony

and to the reason of Classicism.

Lukacs Gae well aware of all thls, and his Die Seele

und dle Formen, with its utterance of radiating transcendental
}oneliness, ehaotig'feeling and enfathgmable longing as central
1ife experiences, can be viewed as a theoretical Expressldnist
work, Modern Expressionlsm 1s connected either directly or.
indirectly with tﬁe rejection of natural sclence and socilal
actiqity, with the religious Existentialism of Kierkegaard and
Husseyl's Phenomenalism. Symbolism 1s also linked with
Expreieionism. The early Lukécs himself was a Symbolist and
Georg Simmel, one of his most Influential teachers, was engaged
with theories that 1ink Symbolism to Expressionism. (67)

| Lukacs'involvement in the Expressionist controversy
embraced personal confrontatlons with intellectuals such as
Epnst Bloch and Bertolt Brecht. In 1909-10 Tukacs attended the
lectures of Georg Simmel at the University of Berlin, and
during thls perliod he met Bloch who became a close friend of
his. But there ﬁere significant Incongrulties between them.
Bloch was one of the theoretical pieneers of the Avant-garde
and an imﬁortant defender of Expressionism, whe;eas Lukacs

turned out to be a fervent polematic combatant agalnst non-

traditional art. Lukacs?, theoretical-work drove its strength

(67)Roy Pascal, From Naturalism to Expressionlsm
(London: Weidenfelt and Nlcolson, 10973}, p. <b.
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‘from inductive literaqyimodels, and the form-mutations of the
long epile becamg a cenéral\cripgrion in his philosophy of
history. Bloch's work in the sSphere of the philosophy of art
was based to a great extent on the hilstory of music and
influénced esﬁecially by the musical theoriles of Kilerkegaard,
échopenhauer and Nletsche. His line of thought in the
Expressionigt Debate of the thirties is rooted in the concept-

ual framework that found 1ts shape already in an early major

publication: Von Geist der Utopie, 1918, For Lukdes art is

the only self-contained totality in a world ﬁﬁat 1s no longer
a totality, but the first is unable to change the latter. The
active role of art in the process of world transformation is
insignifiéant,'it.can be only vefy limlted. Lukécs, in the
thigkies, already objected to Symbolism whereas for Bloch it
was the gentral‘category of aesthetlics. Bloch conceived the
role of art as actlve and significant in the transformation of
the world. He honored "the colorfully darkened vislonary clarity
lbf Expreséionistic art wlth its radical orlentation toward
obJective content as the 1ast stage beforelthe Second Coming",
and raised the QQestion: (as "the ériterion of the aesthetic
clarification seen from the viewpolnt of 1ts ultimate category")
"how could things be perfected without coming to.an apocalytic
end?" (68)

Bloch 1s regarded as a Marxist philosopher; like Lukécs;

Both of them were born in the same year (1885), adopted a

(68 )Sandor Radnoti, "Bloch and Lukgcs- Two Radical
Critics in a -God Forsaken. Uorld". Telos, no, 9 (Pall 1971),
pp. 155-104. A .



Marxlst outlook and ne&erthelgss remained ideal;sts tErough
a11 their life. But the revisionist elements in Bloch's '
thought are firmer and more durable than in Lukécs' phiidsophy.
Bloch incorporated 1éﬁg his:phiiosophy classical German
thought, neo-Platonism, Expressioﬁism, Exlstentlalism, Jewlsh
gnd Qhristian mysticism and the Biblical tradition, In.

Erbschaft dieser Zeit (1933),.he tried to integrate these

varlous intellectual sources within a Marxist framework, In
the same year Bloch left Germaﬁy and arrived in the United

States where,he wrote his major work Das Prinzip Hoffnung.

After the Second World War, Bloch, like Bertolt Brecht,

settled 1n East Germany (1948), and was allowed to publilsh.

the three volumes of Das Prinzib Hoffnung (1954-59), "In this
he argued that hope 1s a-major force in history, which.ié only
one aspect of thé esoteric universal cosmic impulse that he
terms "hunger". -This "hunger" 1s contrasted to Freud's llbido
principle. "Hunger" 1s the cosm@é medium; the regulator of
all reallty. Reality is "mediation", the dynamic relation

between suﬁject and object whilch strives for the final goal 1n

'the form of the reunion between subject and object by means of

"hunger". Though as a: Marxist Bloch afflrmed the fundament-
ality of the economlc factdr in history, he pald more attention
to the problem of culture. The communlst authorities lookeé
askance at hils activity énd he askéd eventually for politlesl -

asylum in Vest Gerﬁany (1961),(69)

(69)Jﬁrgen Rihle, "Philosopher of Hope: Ernst Bloch",

in Leopold Labedz, ed., Revisionigm (1ondon: George Allen and
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Now let us return to Lukics:—ATTording to him 1t ;as
"the theory of abstraction, wﬁich subsequéntly provided the
theoretical base for expressionism“,(TO) The father of
abstraction was "the aesthetician'wilhelm Worringer (author dﬁ

Abstraktion und Einfuhlung, 1998)_“&ho derived the need for

’

abstraction from mant!s "spiritual space-phobia" and'hig "over-.
whelming need for tranquility"l(TlJ Theréfore ﬁorringer h
rejected realism as too imitative, and suggested an-art that
was 1ndepeﬁdent of the object and exists only for 1t§elflénd
acts as a will to form. This theory and the like was, for
Lukécs, characteriéffc of the imperilalist period. It repfesé
ented "a culmination of the subjectivist elimination of all
content from aesthetic"' 1t 1s a theory of the subjectivist
petrificatlion and decay of artistic forms in the period of
capltalist degeneration".(Te)

For ILukdes the basis for any correct percepﬁion of
physical or soclal reality 1s the recogniﬁion of the objectiv;

nature of the external world: This means that the external

world exlsts independently of human‘consciopsness. Man

Unwin, 1962), pp. 166-178. See also The Encyclopedia. of
Philosophy, 1907 ed., s.v. "Bloch Ernst"” by Franco Lombardi.

(70)Georg Lukdcs, ﬁrt and Objective Truth" (1954),
Writer and Critic, trans, and ed. A, D, Kahn (MNew York:
Grosset & Dunlap, 1970), p. 69. Thils book is a cdllection
of essays, wrltten between 19/6 and 1954, Lukics' views in
* this period form a qulte unchanging monolith. = The Preface
was written in 1965 and revised in 1970, . :

(TU1b1a., p. 4. (72)Ibid., p. Zh.
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apprehends reallty by means of reflection: the exterhal
world 1s mirrored in hls consclousness. This fundamental
relationship of consciousness to existence is valld also
concerning the artistic reflection of reality, and it prov-'
ides the common basis for all forms of tﬁ%oretical and
" practical mastery of reality through consciousness"”. (73)
Lukacs interpreted and applied Marxist Leninist
eoistenology to the proble; of objectivity in:ihe artistic
reflection of reality. - All knowledge rests on the,direct
reflections of the external world. The direot reﬁlccéions of
the external world are the polnt of depaéture of 311 huﬁan
:kﬁowledge that depends on,them, he says. As Marx stated,
"Science would be superfluous if.there were an)immediate
coincidence of. the appearance and reallty of things™. (74)
Lenln, on hls part, underscored the dfalectioal dichotomy
between knowledge and reality: ' "The phenogenon is richer -
than the law'™, (75) One must apply dialectics fn order to
overcome the ingompleteness, the strictness, and the_sterility
of one-sided conception of rcality.(76) In the modern
aesthetic evolution more and more theorles are trapped
elther 1n false obJectivism (the elimination of objectivity
from practice, motion and vitallty) or in false subjectivism

“(the isolation from material reallty). Zola 1s an example of

eclecticlsm 1ncorporating false objectlvism with false

.

(72)1v14., p. 25.  (E1pia., p. 26.

(75)1b1q., p, 27.  (7®)1bia., p. 28.
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subjectiuism "A scrap of reality is to be reproducad mech- '
- .
. anically anc’thus with a falss’ objectivity, and 19 to becone f/ﬁ

poet+c by being viewed 1in the light of’ the observer S oubject~
1vity, a gubjectivitv divorced from practice and fr01 1nter—-
actlon wlth practice. The artist's oubjectivity is no 1onrer
what 1t-was for the old realists, the means for. achieving the
fullest posSible reflection of motion of a totaliu}. but a -

garnish to a mechanical reoroduction of a chance QCPap of

w(77)

r

-‘éxperience,

-

According to Lukécs; the aubjectiviaation of the direct

' reproduction of reality reaches 1ts clinax in naturalism
' s >
Theodor Lipps (1851-1914) claimed that-every aesthetic object

represents_a living being,_apd defined the psyghic state which
the observer experlences when he praojects himself inté'the life

r
.

-of such an oblject, an"empath&' (Eiﬁfﬁhlung), onﬂﬁfellowageling".

Lukdcs quotes Lipps: "The form of an obJect 1s always détérm-
ined by me, through my inner actlvity. . . Aesthetlc pleasure

ié obJectiviéea sgif-gratification". Lukacs rejects the empath&
theory as unwarrantable in thenlight of Harxigt Leninig
eplstemology. For,Lipps'’ theory implles the denial of realilty
independent of consclousness, and regards art as the Introduc-
tion of human thoughts and }eelings into an unknowable external
‘world, It reflects tﬁe Increasing tendency of subjectivization

in modern art, with regard to subject matter and creative

8
method, and the alienatlion of art from basiec social problems.(7 )

("T)1via., pp. 72-33. (T8)piq. p. 33.
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It ends up in idealistlc ;ﬁbjectivism, Just like Worringer's

'abstracting but of existence', which 1s another form of
© Nehlal of reality. ,

“ Lukacs Indicts. the impoverishment of artistic content
#nd reprgsgntation both in western avant—ggrde movements and
what ﬁs.cﬁstgmgrily called soclalist realism. He finds that
it 1s the multidimensionality of artistic Intentions, the
interaction of colors and forms, the'variety of levels and
many-sidedness of visible reality, which turms Paul Cézanne
into a great master of painﬁing. Thls painterly many-
sldedness shouid find 1ts literary analogue in the multi-
éimensio;ality of word and phrase.(79) '

The  artistic reflection of reallty shares with selence
the same fundamental contradiction of cognition and beling,
component and whole, subject and object. But art differs from
sclence because 1t seeks for other meaningful clues to these

ICOntradictions than sclence ddes. The particular nature of
artistic reflection finds 1its utterance in 1ts poal and the
preconditigns for attalning this goal. "The. goal for all
great art 1s to provide a plcture of reality in which the
contradiction between appearance and reality, the particular
and the general, the immediate and the éonccptual, ete,, 1s
50 resolved that the two ‘converge into a spontaneous inteprity
in the dilrect impression of the work of art and provide a

"(80)

sense of én inseparable 1ntegprity.

{vo)

(79)1014., p. 11. Ibid., p. 3.



One of Lukécs‘ ma jor opponents 1n the expresslonist
centroversy was the playwright and theorefician Bértolt Brecht
(1838-1956). Brecht wés an eipressionist in his early perlod.
Ue was eager to condemn the hypoerisy of the petrified social
order. to demonstrétc the inhuman character of contemporary
1ife, to protect, throusgh astonlshing plots, an ambiguous,
distorted morality. The plays that Brecht wrote before 1930
are a mixture of non-conformist, lconoclastlc and rrotesque
nihilism, traglcomical despalr of the human condition, lyrical
Imysticism, opulent language, 1ingual'1nnovatlons and eyniclsm,

The people 1n the play Rise and Fall of the Clty of Mahagonny

(1920), for example, glve utterance to man's feelinp of frag-
/‘
111ty and solltude with these words:

Wherever you o

1t's useless.,

\Therever you are

You're caugrht.

The best thing would be
to stay scated,

walting for

the end,

Tt 15 Paul Ackermann, living in the desert clty qf
Mahagonny, who sets aslde this sort of defeatlism and
resignatiqn. But he does it in the sgirit of the proto-Nazi
ethics: hls four commandments are: "rorre, kiss, box,
driﬁk“.(al)

Brecht's approach to the theatre 1ncludeq important

technleal innovations as well, He defined hls stape-craft

(81)walter Weideli, Tne Art of Rertolt Brecht (New
York Unilversity Press, 1963, p. o5.

e — e i — -
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in terms of a "non-Aristotelian" theatre. In fact, however,
Brecht systematized and modernlized various aspects of the

anclent Greek tragedy which was based on catharsis "purifica~

" tion of the passlons by 1dentification with the hero™) and

anarnorisis ("the act of becoming conscious of something®).

Ee learned also from Lessing, Goethe, Schiller, Diderot,

Piscatar, the German Expressionists and the Neue-Sachlichkelt

movement. The experimental Brechtian theatre evolved gradu-

ally, commencing with The Threepenny Opera, as "epic realism"
or "eplc theatre". Instead of presentlng the ‘béurﬂeois opium'
of traditional illusions and entertalnment, Brecht almed at a
stage-craft based on 'dialectics', 'seientific action', and
'alienationt. In the eplc theatre there arc pauses, the actors
pursue 'sclentiflc' research with regard to‘their rolqs_Qnd

the human relatioﬁship, and try to present an objectivc:image
of a pilven sbciety. The actors both demonstrate and explain

to the audlence why and how things happen. The Brechtilan
Tactor's role‘on the stage 1s to be a stranger; a contradictory
personage. Hamlet would alternately appear as the hero and hils

own critical wltness at once ('alienation'). In Mother Courage,

for instance, a Lutheran hymn 1s sung while a girl tries on Q
whore's hat. In order to ruin the 1llusion of the dilalogpue

the actors may wear masks. Thus, the contlnuous and simultan-
cous actions and counteractlons provlde 2 systematic conduct of
alienation both from 1llusionism and the actunlity of 1life.

The didactic aspects of the eplc theatre embrace also 1nsertioq

ol sonps and dance, besides the comments on actlon,
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Lukﬁcs criticiced the excessively formal agDECuS of
PBrechit's expressionist plays 2s "theatrlcal cookery' .(8 )

The tendency to subJectivism, says Lukécs, disrupts the

ct

dialectical unity of form and content 1in art. "The form becomes
a ‘device' to be manipulated subjectively and w11lfully; in -
elther case form loses 1ts character as a speciflce mode of

the reflectlion of reality, n(83) This Lukacsian conception

of the dlalectlcal un;ty of conbtent and form implles, in
offect, the postulate of the priority of the content ovar the
form. In‘his theoretical essays Brecht demonstrated that'
Tukacs! standpoint 15 an obvious-contradiction, in which

form 1s reduced to ananistorical element, For, there are two.
possibllities. Either the form 15 a separable, independent !
entity, or it is unseparable from the content., Il the first
case 1s valid, then the form 1s a mectaphysical principle, a
timeless category, whlch is historically translerable from

one period to another. On the other hand, 1f they are
inseparable 1t would mean that form 1s the codetermined;, and
codeterminlng appearance, of content. If this 15 the case
Luchu 15 agaln wrong bccause 1t does not make sense to

prctond that modern 11terature should continue to reflect

‘contemporary realily with Balzac's and Walter Seobt's cate-

rorles, unless we asosume that nothing has chanced since the

(82)ye1de1l, The Art of B. Brecht, p. 9.

-

(8))Luk5cs, writer and Critic, p. 44,
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nineteenth century.
Wwith Hitler's accession to power in 1933 Brecht

escaped from Nazl-Germany. He was a ?edicated supporter of
the Farxist ideology but had ambivalent .feellngs in regard to
the Stalin rerime 1n the Soviet Union, In the conversations
with the critic Walter Benjamln (who was the first to recognize
Brecht's greatness), Brecht expressed concern with repard to
the situatlon of writers in the Soviet Unlon. "Authors over
there are having a hard time, t i5 consldered as an inten-
tionzal act‘wﬁen the name of Stalin 1s not mentioned in a poem'',
The conversatlons took place at Svendborg, where Brecht lived
1n exile until the Nazis invaded Denmark 1in April 1940, On
July 21, 1978 Walter Benjamin wrote 1n hls dlary: "The
publicatlons by Lukacs. Kurella and others (in the debate
ahout soclallst realism vs. formallsm) causc Brecht much
uneasiness™. And on July 29, 1938 he wrote this:

Brecht reads several polemical replies to Lukdes,

drafts of an essay he 1s to publish in Das Wort (the,

German literary revliew publlished 1n loscow ol” which

Brecht was co-editor), These are camouflaged but

violent attacks. Brecht asks me for my advice ahout

publishing them. As he tells me at the same time that

Lukaes 15 at this moment occupylng a very important

posltion "over there", I tell him I could not plve him

any azdvice. "This is a question of power politics.

Someone over there would have to glve you his advice.

After all, you have frlends over there." Hrecht: "As
a mautter of fact I have no friends there., And the

(84)jonn Willet, ed., Brecht on Theatre (tew York,
1966), pp. 109-110. See alsoe,” SITvIa Federled, "Wotes on
Lukdes! Aesthetics™, Telos, no. 11 (Spring 1972), p. 146,

(85)Hartln Esslin, Reflectlons: Essays on Modern

Theatre (Garden City, Hew York: Doublcday, I9oU), p. ©0O.

(85)
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people in ?oscow themselves have no friends--like
the dead,"(80) :

After the end of the Second World War Brecht decilded
to return to Germany, he settled in East-Berlin where he
founded the Berllner Ensemble, He soon was attécked again.

for "formalism"; this time by the East German state author-

ities. It was a very serilous accusatlon since the State

Commission for Affairs of Art declared that "formalism
encouraged cosmopolltan i1deas and thus implied direct supporé
for the aggresslive policy of Amerlcan 1mperialism(87),

According to Mésaros, Brecht and LukSCs, in 1952,
buried "the old expressionist hatchet and renew thelr friend-
shiﬁ". Between 1952 and 1956 Lukacs always visited Brecht
whenever he happened to he in Berlin(88). Brecht died in
August I956 of an infarct. The céremony at the Berliner
Ensamble 1ncluded speeches by Johannes Becher, Walter Ulbricht
and George Lukécs(ag).

In the 19503 Lukécs.re-evaluated hils attitude toward
Brecht's work, He discovered that traditional realism played
an important role in Brecht's developﬁent. Lukacs now arpgued

that Brecht in his "middle period, the period of his turning

towards communism" {The Measures Taken, the theatrical adapta-

tion of Gorky's Mother}, applied political dldacticism, but

(86)1b14d., p. 69.

(BY)Pcter Demetz, Postwar German Literature (New York,
Western Publlishing Co., 1970), p. 380.

(88)Mészéros, Lukacs' Concept of Dialectle, p. 147.

(89)wet1delt, -The Art of B. Brecht, p. 1%3,

i
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"his attempt to‘impose 1nteilectual schemata on.the‘spectator,,
turned ﬁis tharacters into mere spokesmen. He based ;15 new
aesthetic on a contempt for cheap theatrical emotionalism,

on a hatred of the contCmporary bourpcoio theatre. »(90) on’

the one hand he rejccted Wllhelm Worringer's theory of empathy

(Einfuhlung), but on the other he assumed that it was funda-

mental to tradltional aesthetics. '"Brecht's actual dramatic

practise changed radically after the rise to power of Hitler,.
" (91)

"sut he never subjJected his theories to revision Never-

theless, "ethical preoccupations, a concern for the inner life
;;a motivation of his characters, began to 1oom larger in
Brécht's mind. Not that his central boiiticai and sociél,
preoccupatlons wére-displaced. On the contrary, the effect of

. , _
this change wis to glve them greater depth, range &nd inten-

_sity."(ge) Some plays of this period (The,Rifles of Sefora

Carrar or The Life of Galileo) "evidence a partlal return to
despised Aristotelian aesthetics". (93) But others, such as

Mother S&ura?e, The Caucasian Chalk Clrcle, The Good Weman of

Setzuan, ['are 1ndeed products of epic theatre (Lehrstucke),

the antl-Aristotellan intention, the caleulated use of aliénationu
effects”.( ) But in these pléys'appears a complex dialectic
of good and evil while in the previous works, such as The

Measures Taken, the schema 15 over-simplified:

“%i)Gcorg Lukﬁcs, The Meanlng of Contemporary Réalium,
London: Merllm Press, 1907), p.” 87; or Reallsm In Our Time,
New York: Harper Torchbooks, 1964), p. BY-

(91)1bid., p. 87. (92)1p14., p. 88.
(93)1b1d., p. 88. (9421b1d., p. 88.
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Vhere Brecht's characters had once been spokesmen T
for polltical -points of view, they are now multi-
dimensional. They are living humn belngs, wrestling
wlth conselence and with the world around them.
Allegory has acquired flesh and blood; it has been
tragnsformed, 1nto a true dramatlc’ typology.
Alienation-effett ceases to.be the instrument of

an artificilal, abstract didactism; It makes posslible
literary achievement of the highest order. All great
drama, after all, must find means to transcend the '
limite? gjareness of the characters presented on the
stage.\9 O . o

The fact that Br¥cht clune to his earlier theories

-_should'hot conceal froﬁ the obgerver that the shalloﬁ, over-

‘simplified presentation evolved into ethical complexlty and

multi-dimensional typology:

Even the scenlc structure of Brecht's plays begins to
approximate to the Shakespearean model. . . The mature .
Brecht, by overcoming hils earlier, one-sided theories,
had evolved into the greatest realistic playwright of
his age. . . Brecht's influence shows. . . how misleading
is to argue from the theory to the work and not from the
work, 1ts structure and intellectual content, to the
theory. For Brecht's theories lead both to the preten~
tious,  empty experimentalism of Ionesco and to topical,
reallstlc drama like Durenmatt's The Visit, The '
confusion to which this gave rise=—the result of a
formallstlc over-emphasis' on one element abstracted from
liter tgﬁe--is stlll remarkably wlidespread and influen-
t1al.\9 - . -

. T

(95)1b1a., p. 88,  (98)mp14., p. 89.



THE "SHAPE OF TIME

In 1937 Lukacs completed a major work: The Historical

Novel, He wrote 1t in the Soviet Union and published 1t in
ﬁ&ssian{ 1t deals with the differences between epilc and
drsma, the rise, development and decline, and the forms of
the historical novel. The author's aim was "a theoretical
'examination of the inLeraction between the historical spirit
and the pr@at genres of llterature which portray the totalilty
of history" (97) Methodolowically Lukdcs almed at the

" examination of the 1nteraction between economic and social
development and the literary“forms to which they pave rise.

" Thus he linked artistic principie and'theory with a historical
approach, The various forms of the hiStorical,novel--either
in 1ts eclassical or decadent stage-—have their traceable
historical roots.’ The historical novel’in 1ta orivin,
_develoment rise and retrogression follows inevitably wupon
the significant social transformations of modern history,

Its particular problems of form are, in effect, the mimesis

of these soclo-historilcal transformations.(98)

The Historical Novel revolves.around the exposition of

fundamental concepts uch as "dialcctic "totalitv

reflection ,» and the examination of the connection between

(97)Gcory Lukacs, The Historical Novel, trano. H, & S,
Mitchell (London: Merlin Press, 19627, p. 13.

(98)1p1a., p. 17.
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form and content, art and reality. They are not always made
explicit enough, remain in an embryonlec form, but wilill be
Incorporated and more fully developed especlally in the 1960s

(Die Ripenart des Asthetischen). Tukacs states that the

artistiec reflection of reality has a paradoxlcal nature., On

the one.hand:therextensive totality of 1life can only be mirrored

in a relative manner; for knowledge is always 1ncomplete; it

is merely a distorted réproduction of the infinity of objective

‘totality. On the other hand, however, the relative, ihcomplete

ilmage that the artistic creation provlides may possess the
\\%apacity "to appear like 1ife 1tself, indeed in a more

helghtened, intense and a%%ye form than in objective reality";(gg)

The Hlstorical Novel’is, In fact, the first modern

systematlc treatise of this particular genre. According\gg\ .
Lukacs: ﬁ
The hilstorical novel arose at the beginning of the
* nlneteenth century at about the time of Napoleon's
collapse (Scott's Waverley appeared in 1814). of
" course, novels with hIstorlcal themes are to be found
in the seventeenth and eighteenth centuries, too, and,
should one feel inclined, one can treat medieval
adaptatlons of classical history or myth as "precursors"
of the historical novel and indeed go back still further
- . to China or India. But one will find nothing here that
sheds ng eal- 11sht on the phenomenon of the higtorical
novel,{1 OS _ ' _

The timing of the hilstorical novel was linked with

/
the growing consclousness of ordinary man and the birth of a

new sense of historlcal involvement, due to the storms of the

(99)1b1d., pp. 91-92. (100)1p14., 5. 19.
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French Revolution and the Napoleonié Vars. Daily life
became politicized with the spread of revolutionary.ideés Y
carried on the bayonets of Naboleon s soldierﬁ (101)

Eukacs anotomlzes the’ intricacics of writing historical
fiction in the works of Jamcs Fenimore/Cooper Alessandro Manzoni,
Alexander Sergeevich Pushkin, Wiliiam Makepeace Thackeray,
Victor Hugo ané others. He argues that the first really great
eple writer pf the historlcal novel was Sir WYalter Scott. Hls
conclusion is based on the observation that. "what is 1acking
In th€ so-called historical novel before Sir Walter Scott 1ig
precisely the Specifically historical, that 1a, QQriv%ﬁ{;n'oq,”
the individuality of characters from the historical'ﬁgculiapity
of thelir age. (109) Scott's portrayal of personalities 1s
always based on an objective soclo~historical plane, and not on'
a personal Psychological one. Yet many would see Scott as a
romantid rather than a realist Lukdcs répards him as 'a preat
realiut 1ike HonorL de Balzac or Leo Nikolaevich Tols toy. Sir
Walter Scott too became,a great realist, in opite of his own
political and social outlooks. Tike in the works of’ many other
reallsts, 1in Scott, too, there ls a followable contradiction
between hiu political opinions and his artistic portrayal of
the world, 'Thug, one ean observe 1in Scott, as wcll, what
Engels called in Balzac the ”triumph of realism"” over his

personal, political and soclal convicﬁions.glg)) Tukacs was

(201) 1,4 Dp. 2)_55 (202) 11,4 p. 19.
- (103) 144 p. 54: _ ,
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the first to polnt out that Scott's VWaverley novels, the
image of Glaspow 1in Rob Rby, or the mob scene *in The Heart

of Midlothian, indiééte a new attltude c@ncerning the gravity

. - I ’
and manifoldness of historical reality.(104) Lulkacs draws

the time  span of the rolden ape of the hlstorlcal novel between

the Napoleonlie era and the middle of the nlneteenth éentury. -

L

The watershed 1s 1848, After 1848 the historical novel
stumbles.  The reason for its decline 15 dialectic aliénétion }
Imass Jske duction and qapitalism destroy the'sense of rational
total?zz and feeling of 1ntegrfty. Life undergoes a process
of 'reiflcation': basic human relationships end up in o ‘ 5
abstract e%pressions of economlc dependence and control, Thé

writer 90 longer feelg a rational continuity with the pagt'

and the social forces 1in his envirOnment appear to -him beyond

compréhension and command.(IOS) He loses the coritgct wi%h

reallty, and In protest he becomes 1nvolvéd in the timeless

‘abstractness and'subjectiﬁe arbltrariness of symbolism and

4

The writers of the post-1848 perlod no longer have any &
immedlate soclal-sensé of continulty with the pre-
history of their own soclety. Thelr relationship to -
history. . . 1s very 1indirect. . . Modern writers take’
from the hilstorilopraphy and historical phllosophy of
their time not only the facts, but the theory that
these factg,may be freely and arbitrarily interpreted,
the theory .that- historical development is unknowable
and.that ‘therefore 1t 15 neces sary to "introject" one's,
. own subjective pr'oblemu into the -'amorphousness” of

(lou)Georg Steincr, ”Preface" to Lukacu, Realism in

Qur Timc, p., 12, ) ' )

3

(IO))Lukﬁc3‘ The Historical Novel, p. 244,
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history, the_theory which proceeds from the anti- .
democratic hero cult and posits the lenely "great man" <
as -the focus of hlstory, which sees the mass both as

. raw material in the hands of "great man" and as a
g

blindly raring, natural force, etc. Obviously historileal
facts whilch have been chtinnelled throurh such an
orranlzed systerm of prejudlice and preconceptlon can

offer the writer no controlling or fruitful resilstance.
In a few exceptlional cases thils 1s achleved by the

Tfacts of 1ife themselves. But where history and 1life

are opposed. where the wretchedness of contemporary

l1ife 1s #bandoned for the gorgeous splendour of the

past, the sublectlivism and distortlon are only
increased.floo)

[~

(109)1b1d., pp. 244-45.
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REALISM AND THE POPULAR FRONT

In 1933 the Nazls were looklng for Lukéc; and he
escaped from Germahy. He returned to the Soviet Union, became
sclentific collaborator in the Institute of Philosophy of the

Soviet Academy of Sclences in Moscow, Until 1940 he was also
]

intellectual leader of the Literaturny Critiqué, which he
A :

edlted together with his friend Mikhail Lifshitz. In fhis

perlod Lukécs was engaged In many issues, 1ncluding the

Expressionist Debate and confrontations with varlous Proletcecult
writers. He regarded the soclalist realist works of ‘Alexander

Fadyeev, Béla Illes and others of the Proletcult line as

belov the adequate level of literary artistry.
Lukacs' situation was extremely difficult. As a
communist eritic in Stalinist Russia he was supposed to

promote the Proletcult line. Yet, what he actually did was

the opposlte. Instead of defending the®ffshoots of socialist
reallsm, he gave prefercnce to- the masterpieceu ol bourgeols
critical realism, It 1s hard to.see how he could uphold this
posltion uhicss one takes into consideration the developments
in the l1nternatlonal arena. These developments were character-

izéd especially by the egtablishment of the Popular Front

.angnment in Léon Blum's France: the formation of an anti-

Fascist front that united the Communists with the Socialiqts
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- and the Radical Left (July 27, 1935). ﬁahe Comintern approved
the establlishment of the Socialist-Communist unity, since it
regarded it as furthering quiét policies.

In "The Ideal of the Harmonious Man in Bourreols
Aesthetics", an essay written in 1938, Lukdes clalmed that

faselsm inherits the "decadent tendencles of bourgeois

elopment and adapts them to its own demagopic purposes,
using them to. provide an ideological rationale for its prisons
and_torture chaﬁbers".(lo7) The essence of anti-Fascist
llterature 1s its humanist nature:

The Hitlerites knew what they were doing when they set
as. . . princliple task. . . the struggle against
classical humanism. Imbued with a humanistic splrit
and a humanistic revolt, the works of Anatole France,
Romaln Rolland, Thomas and Heinrich Mann and of all

the outstanding anti-fascist writers represent a
Iiterature of which we can be proud, . . This 1s a
literature., ., ., fighting the barbarous reactionary
attltudes and deeds of our day, malntaining a courageous
and effective resistance to the attempts._to annihilate

great’ art and defending the great realist tradition. (108)

- -

In The Historical Novel Ldkécs stated that the Popular

Front in all countries fipghts apainst Fascism, the most
brutal form of the imperialist age, and for a new type of

democracy.

The classical historical novel portrays the sunset of
the herole-revolutionary development of bourgeols
democracy. Today's historlcal novel has arisen and

1s developing amid the dawn of a new democracy. This
applies not only to the Soviet Union. . . The struggle

( 07)g. Lukdes, "The Ideal of the Harmonlous Man in
Bourgeols /Aesthetics"” (1938), Writer and Critic, p. 102,

108)

Tbid., p. 102,
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of the revolutionary democracy of the popular front,
too, 1s not simply a defence of the existing achleve-
ments of democratic development agpgalnst the attacks

of Fasclst or near-Fasclst reactlon. . ., The revolution
unfolding before us.in Spzain shows that a deémocracy
of a new type 1is about to be born.(109)

The essays gathered in one of Lukécs‘ semlnal works,

Studles in European Realism were also wriltten in the context
of the communist and democratic bourreols collaboration of
the late thirtles and the Second World War period. The book

1s organically related to The Historical Novel. 1Its author

tackled certaln interrelated aesthetical and soclo-historical
problems in the writings of great reallst writers such as
Hondré de Balzac, Emile Zola, Marie Henri Beyle Stendhal,
Leo Tolstoy and Maxim Gorky. "The central aesthetlc problem
of realism", asserts Lukacs, "is the adequate presentation

#(110)  Realism 15 three

of the complete human personality,
dimensionallty, all-roundness, in the presentatlon of 1life
charactesg and human relationship. The novel 1s the pre-
dominant art form of mdﬁern bourgeols culture. The book
possesses some toplcality also in the post VWorld Var IT
period, says Lukacs, first of al} because of 1ts Marxist
approach: ‘

The clouds-of mysticism which once surrounded the

phenomena of literature. . . have been dispersed,

Things now face us 1n a clear, sharp lirht. . . by
the teachings of Marx., Marxlsm secarches for the

(209)1ukdes, The Historical Novel, pp. ZWlI-L5.

(110)Georg Lukacs, Studies in European Realism, trans.
E. Bone (London: Hillway, I950), p. 7. T
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material roots of each phenomenon, repgards them in
_their historical connections and movement, ascertains
the laws of such movement and demonstrates their
development from root to f{lower, and in so dolng 1ifts
every phenomenon out of a merely emotional, irrational,
mystic fog ang brings it to the brilght llght of under-
standing.(ll1 >

Marxism 15 based on the analysis ol hiztorical devel-

opment, argues the author of Studies in European Realism. It

is not

. .. . a Baedeker of history, but a sirnpost pointing
the directlon in which history moves forward., The
final certainty it affords consists 1n the assurance
that the development of mankind does not and cannot’
finally lead to nothing and nowhere, (112)

In Lukaes' opinion, Marxists relate with rreat respect
to the classical heritage of mankind, He mentions as an
instance, in philosophy,

. . . the heritage of Hegellan dialectics, as opposed
to the varlous trends in the latest philosophles. "But
all this is long out of date', the modernlsts cry.
"p31 this 1s the undesirable, outworn legacy of the

" mineteenth century", say those who--intentionally or
unintentionally, consclously or unconsciously—-
support the Fasclst ideolory and 1its pscudo~revolutionary
rejection of the past, vhich is 1n reality a rejection
of eulture and humanism,{112

But the Marxist respect to the classlical heritage
exists not only in philosophy. The preat Marxists are jealous
pguardians of aesthetical culture and of other realis. Thelr
respect for the classical azesthetic heritaﬁe of humanlty means

that they are those who

.. . look for the truec hlghroad of hilstory. thc true
direction of i1ts development, the true course of" the

(111)1pia., p. 1. (112)1pid.. p. 4. (112%)1p1d., p. H.
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historlcal curve, the formula of which they know; and
because they krow the formula they do not fly off at

a tangent at every hump in the graph, as modern

thinkers often do because of their theoretical rejection
of the idea that there is an¥ SESh thing as an unchanged
general line of development. (114

The concept of totality plays a cruclal role in iukécs'

thoucht:

The Marxist philosophy of history analyses man as a
whole, and contemplates the history of human evolution
as a whole, . , It strives to unearth the hldden laws
governing all human relationships. Thus the object

of proletarian humanism is to reeonstruct the complete
human personality and free it from the distortion and
dismemberment to which it has been subjected in class
soclety. These theoretiecal and practlcal perspectives
determine the criteria by means of which Marxist
acsthetics establish a bridpre back to the clascsles and
at the same .tim2 discover new classices in the thick of
the literary strugples of our own time. The anclent
Greeks, Dante, Shakespeare, Gocthe, Balzac. Tolstoy
all rplve adequate plctures of rreat perlods of human
development and at the same time serve as slpgnposts 1in
the ideologlcal battle fought for the restoration of
the unbroken human personality.(115

In Studles in European Realism TLukacs concluded that

the true heirs of the French novel, that bepan glorlously 1in
the first part of the nineteenth century, were not Gustave
Flaubert or Fmile Zola but the Russlan and-Scandinavian.
writers of the seéond half o' the century: The conflict 59—
tween Balzac and the 1atcr_Frenéh novel 15, in cﬁfect,kbetween
realism and naturalism. . |
Reallom is the rcconnitibn of the faect that a work of
llterature can rest nelther on a2 1ileless averare, as

the naturalists suppose, nor on an individual principle
which dissolves 1its own selfl into nothingnecs, The

(11M)1h1a., p. 5. (115)3p14., p. s.
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central caterory and criterlon of reallst literature is
the type, a peculiar syntheslis which orpanically binds
together the general and the particular both in char-
acters and sltuations. What makes a type a type 1s not
'1ts averapge quality, not its merec individuel being. . .
What makes 1t a type is that in it all the humanly and
soclally essential determinants are present on thelr
hirhest level of development, in the ultimate unfolding
of the possibilities latent in them, In extreme presenta-
tion of thelr extremes, rendefing concrete the peaks
and limits of men and epochs. 110)

Lukacs contends that, in contrast te naturallsm, great
realism portrays man and society as complete entities, instead
of depicting one or more of their arbltrarily chosen aspects.
Both the pseudo-objectivism of the naturalist school, and
the subjectlvist abstract-formalist school based on psychologpl-
cal introspection, equally impoverish and distort reallty.
This does not mean, however, that the realistic approach 1n
art rejects the dynamism of emotions and intellectuality which
necessarily emerge together with the modern world. On the
contrary. Realism means the objgctlon to the destruction of
the completeness of the human personality.

Analyzing The Peasants (1844), Lukacs states that

Balzac wanted, 4n 1ty to portray the tragedy of the doomed
l1anded French aristocracy, the destruction of aristocratic
culture by the growth of caplitallsm. But what he actually
did was the deseription of the tragedy of the peasant cmall-
holding. This discrepancy between intentlon and performance.

provides the key to Balzac's historical preatnecos.

.

(110)1p14., p. 6.
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Lukécs ldentifies the e€ssence of Balzac's realism
in the fact that:

- - . he always reveals social beings as the basis of
soclal consciousness, precisely through and in the
‘contradictions between social being and social
consclousness which must necessarily manifest themselves
in every class or soclety. This 1s why Balzac 1s right
when he says 1n The Peasants: i

"Tell n whit you possess and I will tell you what
you thini, "(117

.

The crentive method of Balzac is chafacterized by
its profound realism. He never applies trivial photographic
naturalism, His characters always think, feel and behave
in accordance with thelir SOCial status and class:

It 1s this quality of Balzacian reallsm, the raget that.
it 1s 501idly based on a_correctly interpreted social
exlstence, that makes Balkac an unsurpassed master in
depleting the great intellectuaT and spirltual forces
which form all human ldeologies, He does SO by traecing
them back to their soclal origins and making them
function in Ehe direction determined by these social
origins, (118

According to ILukacs, Lost Illusions, which Balzac wrote

in his maturity, represents a new type of novel that influenced
decisively the literary development of the nlneteenth century,
He explains that 1t was not, of course, Balzac who Introduced
the shipwreck of 1llusions into literature. . The first writer

who made it was Miguel de Cervantes 1n Don Quiqug, which is

the first great novel and also a story of lost iliusions,

But while in Don Qulxote 1t 1ig the nascent bourgeols world

which zomes into collision with' the tardy feudal 11lusions,

(127)1y44_, p. k2, (118) 14,44, p. 44,



in Balzac's novel it 1s the bourgeois 1deology'it3e1f, the
conceptlions of mankind, human soclety, art, and so forth,

which turns into a deceptive frompe 1'oeil when it finds

itself in confrontation with the economlc realities of
capltalism,

It 1s in this novel of Balzag. . . that we see for the
first.time, shown in 1ts totalilty, the tragic self-
dissolution of bourgeois ideals by their own economic
basis, by the forces of capitalism. . . Of course
Balzac was by no means the only writer of the time who
chose this theme, Stendhal's Scarlet and Black and
Musset's Confessions of A Child oI’ the Century even

. preceded lost Tllusions In time. The theme was in

the air, not because of" some literary fashion but o
because 1t was thrown up by soclal evolution in France,
the country that provided the pattern for the political
.growth of the bourgeoisie everywhere, The heroic
epochs of the French revolution and the First Empire
had awakened, mobilized and developed all the dormant
energles of the bourgeois class. This heroic epoch

- gave the best elements of the bourgeoisld the opport-

unity for the immediate translation into reality of

their heroic ideals, the opportunity to live and to die

heroically in accordance with those ideals. This
herolec period came to an end with the fall of Napoleon,
the return of the Bourbons and the July revolution.
The 1deals became superfluous ornaments and frills on
the sober reality of everyday life and path of
capitalism, opened up by the revolution and by
Napoleon. . . ?119} .

Lukécs points out that while later realist wrilters
depicted the already completed capltallst corruption of the
bourgeols ethics, Balzac portrayed 1ts primitive, earlier

stage. The tragl-comlcal character of the sﬁiﬁit of the
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bourgeols class {1ndg 1ts utterance in Balzac in the fact that -

1deology has become a commodity to be bought'and so}d_ Not

only writers, but the whole post-war intelligentsia were

(139)1014., pp. h7-48, | E



L]

59

forced to take theip thought and feelings to the "stock
exchange of the spirit“T%&eej '

Referring to Emlle Zola Lukacs states that he was
the historian of private life under the Second Empire in
France, Just as Balzac was the historian of private life under
the restoration and the July monarchy. According to the

author of Studies in European Realism, though Zola is a

remarlable and original novelig$, his "subjectivity most

sincere and courageous criticism of soclety 1s locked into

A 121
the magic clrcle of progressive bourgeois narrow mindedness":( )

Fd .

Zola could never achieve what: the truly great realists
Balzac, Tolstoy or Dickens accomplished: to present
socjal Institutions as human relationships and social
obJects as the vehicles of such relationships. Man
and his surroundings are always sharply. divided 1in
all Zola's works. Hence, as soon as he departs from
the monotony of naturalism, he is lmmediately trans-
muted into a decorative pleturesque romanticist, who
treads in the footsteps of gﬁctor Hugo with his
bombastic monumentalism, (12 ‘

Lukacs contends that Zola is one of thoge ?ﬁtstanding

writers of the nineteenth century who, by means of thelr
talents and human qualities, could become the gﬁéatest realistic
artists but, unfortunately, capltalism prévented them from
accomplishing their destiny. Yet, desplte the fact that Zola's
fate 1s 'one of the intellectual tragédies, his

- . . resolute struggle for the cause of progress will

survive many of hls one-time fashionable novels, and

wlll place his hame in history side by side with that

of Voltalre who defended Calas as Zola delended.
Dreyfus, . . The mere memory of. Zola's courareous and

(120)1b14,, pp. 59-60. (121)1p14., p. 87.

(122}1p14., p. 93.

S S
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upright fiﬁure 1s an Indictment of the so-called
"democraci rfgreiented by the men who rule France
today (1940).(123
‘The essay entitled "The Human Camedy of Pre-
Revolutionary Russia", that forms one of the:eight chapters

«of Studles in European Realism, 1s devoted to Maxim Gorky}

As motto to this chapter Lukdcs cltes Lenin: "a revolution is
impossible without a crisis embracing the whole nation, bath
expioiters and exploited".(leu) Gorky 1s a greéﬁ-realistic
writer,.becéuse he saw and portrayed every aspect of the .
process which led to the Russlan revolution. Gorky portrayed
not onlyufhe growing discontent of the proletariat and the
peasants, says Lukacs, but also the insoluble conflicﬁé'which
frustrated the life of the bourpeoisie and Ehat of the
1nte111gentsié, until they could not live in the old way any-
~ —-more, Thus "thé main fheﬁe of.Gorky's life-work 1s that men
"can no longer live in the sway in which they have 1lived in
the pést".(lgs)

The aunthor of Studies in European Reallsm argues that

Gorky's portrayal of the Russian world'%s characterized by

1té humanlsm, This great realistic wriﬁer approaches the
.Russién_wdrld not-asla chronicler or a soclologlst, but as a

fighﬁing proletariah humanlst,. His work repregsents the

connectlon betﬁeen the rreat Russlan classlcs of the nineteenth

century, and the literature produced by soclal realism.

(32 1v1a., pp. 95-6.  (1)1bra., p. 206..
(125)1014., p. 207.
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Gorky's humanist conception of llterature implies the view
that truly preat art 1ls always popular art:

Truly egreat literature, . . makes man conscious of

' himself and of his destinies., And Gorky, the
revolutionary humanist, . . belleved that 1f men once, .
grow rcally consclous of themselves, thelr feet are
alrcady on the roard to the great emancipation of .
manklnd--ultimately, of course, not in each 1individual
case, . . Thus the great mlsslon of true literature 1s

to awaken men to consclousness of themselves., 1In Ofdeg

to fulfil this mission 1t must have popular appeal. )

Tukacs makes a comparlson between Gorlyy, Thomas Mann
and John Galsworthy. He points out that while for Mann in the

Buddenbrooks, or for Galsworthy in the Forsyte Saga, the

intellectual and moral decline of their characters and the .»
decay of capitalism appear only as bagkground to the plot,
_gorky's se 1s different. "Because Gorky always clearly saw
the end of the road, his novels, in splte of thé much greater

~

austerity of style, attain a far more generallzed typlcality

and an lncomparably creater epilc monumentality, than was glven
to elther- Thomas Mann or John Galsworthy."(127)
\\h///ﬁ i; More than half of the pages of Studies in European

Rcalism- are devoted to classical Russian literature. Thelr

author-deals with the international significance of Russlan

' /Gemocratic literary criticism represented by important, yet,
in the west, relatlvely unknown writers -such as V, G;
.Bielinski N. G. Chernyshevsky, N. A. Dobrolvbov and Saltykov-
Sched?in. .Tukacs 1s eacer to convince hlo readers that the

Fl -

" Soviet Uniom 1s the .real historical heir of the Russlan

(126)1p14., pp. 217-18.  (1¥T)1va6., p. 239
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democratic revoluti nist. literary tradition as represented
espeolally by the worl. of Leo Tolstoy, According to ILukacs,

Tolstoy's moral, social and artlstic message vagy an important

factpr of the development of Anatole France, -Romain Rolland,.

Gerhart Hauptmann, Tﬁomas Mann, DBernard Shaw, John Galsworthy

and others.(128)

. - Thus, through literary critieism, Lukécs'tried to
build an ideological bridre between Communism and Democracy‘

in the period of the life-and-death strurrle arfainst Fascigm.
Thls struggle
- . . between freedom and slavery, between a humane

clvilization and a diabolilc barbarism has widened the
pull between progress and obscurantism in .the minds of .
very many people in the west and has shown the terrible
angers ot any--even purely ideological-~dallying with

n ever alert, ever-militant reaction. On thé other
hand the heroic strucgle of the Soviet peoples, ‘their
successful resistance to Hitler's military miprht, their
glorious counter-attack: against the fadeist invaders,
have directed the attention of the whole civilized
world more than cver before towards the regenerated,
free Russilan people. 1293 | o

The i?eplogical:sgppoft-that Lukgcs prbvided to
Stallnism and ‘the Popular Front in the 19303 and the 19405
crops up in an artlcle written by Is%éﬁtgqutscher in 1966.(130)
According tqathe author Lukacs was disturbed by the ultra.Left
zipzapgs of Stalinism, but he accepted wholpheartedly its
rightist aspe;ts. in particular its policy.towardd the

-
Popular Front in France and elsewhere. TIn the name of the

(128) 1114, p. 253, (129)Ib1d.,_p. 262,

(130)Isaac Deutscher, "Intellectual TLove AfTair",

The Natlon, May 16, 1966, pp. 590-593.

.
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.anti-Fasclist struggle, Stalinlsm banned, in fact, all forms
of Soclalist-oriented épd revolutionary-proletarian action. -

In order to overcome. the bourgecls distrust and fiear of

Communism and of the Soviet Union. the Stalists began to behave )

as pood pdtrlots who riespect not only conventional cultural

values but even their clericalist enemies. It was Georg
.Lukécs.who made a.greatA;efﬁioe for the Stalinist sake of?
" keéping up the Grand Alliance betéeen Communlsm and bourgeo}s
Democ?acy} "he elevated the Popular Front from the level of

éactics_to that of idcology:; he projected iﬁs principle into

'ph%losophy, lilterary ‘history and acsthetic criticiém".(lBl)

(121)1p1a., p. 592. .
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FRANZ KAF' O;\THOMAS MANN?

In 19L5 Lukacs returned to Hungary. He tqék up” the
cha*r of Aesthetles and Philooophy of Culture at the Univer-
sity ol Budapest e ;1so.£ecame é Member of ParliaEent,
He Began an enﬁhusiast*c literary activity, but soon he-
found himself uader ‘attack by Laqzlo!mdas, Marton Horvadth,
Jdzsef Révai and even by the Soviet writer. Fadyeev. They‘

accused him of right-wing deviationism, cosmopolitanism,
revisionism, a servant of the imperialism,,and so forth, 7/
The 'Lukdcs debate' occurred in the most vehement stage of

the Rakosi era when innocent people and faithful communists

alike, such as iEEEié'jok, vere executed as vietims of ‘the
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Hungarlan Stalinist rage.(132) Fadyeev, one of the founding .

fathers of the theory of socialist realism, published his

attack against Lukdcs in Pravda, and this implied the possi-

‘bllity of severe measures of punishment. It was the inter-

ventlon of Révai,which eventually ﬁrcvcnted Lukdcs! ‘arrest
but in 1949 he wad agaln forced to engage in self-criticlism
and recant.(ljs) ’ _

. After Stalin's dgaﬁh and Rakosi's ouster, Lukacs

enjoyed a more liberal 5011t1ca1 atmospherc in Hunpary, andr

(lJa)Tamas Aczel and Tibor Meray, The Rcvolt of the
Mind (London: Thames and Hudson, 1960), :

(122)perenc A. V411, Rift and Révolt in Hungary
(Cambridge, Mass.: Harvard University Fress, 1901, p. 229.

“
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he was allowed again to publish his work He criticized the
Hungarian Communist/Pan;y and the MNinlstry of -Culture, the
"uncultural and stupid” elements who were collecting
"citologia" from the works of Marx, Engels and Lenin (and_
previoualy from Stalin). .He defined them with medieval irony

"glossing the glosses of the glosses" (glossant glossarum

glossas) and warned against the dangers of the loss of ability
to think independently.(lja) In September 1956 Lukacs
expressed, over the pages of the Party's officlal organ--

Szabad Nép--his vliews concerning the need of integration

between Sociaiist and National categories. He also demanded
the freelng of'artistic creation from ?arty 1nterfcnence.
He stated that due to wrong 1nterprctat16h and application,
the prestige of Marxism had subsctantially decreased in Hungary
~and elsewhere. During the anti-Sov}et Revolt in Hungary (1956)
Lukdcs became, the second tilme in his Iife, Minister of °
Culture, After the crushing of the Hungarian Insurrection 1in
-November 1956 he was deportcd by the Russlians to Rumania,
whcre he remained until April 1957.(135)

In'l955 Lukécs delivered a scrias of lectures at
various European universities that have been published as

. (136)\\\ )
The Meanlng ol Contemporary Reallsm. In thls work Lukacs

L -~

{22M)1u14a., pp. 229-30.

-

(1’5)Hcsvaroa, Lukdcs! Concept of Dialectic, p. 149,

(125)Realism in Our Time 1n, the U.S.A.
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argues that although in the long run the struggle between
Capitalism and Socialism is stiil a most lmportant feature

of modern hlstory, and art sheould reflect 1ﬁ, this does not
méen that all art is determined by this struggle. The conflict
bcgwéen Faselsm and antl-Fasclsm, the rise of the Popular
Front, the alllance of Democratic Bourgeoilsie with Communlsm,
before and durlng the Second Vorld War, were more important
historical factors than the class struggle. The conflict
between Fascism and anti-Fascism was more immediate and more
dynamlc than the class struggie and 1t determined, 1n effect,
the social and political_structune of the world. Even after
the fall of the Third Relch, when one éould’expect the
1ntq$sive renewal of the struggle between soclallsm and
capitalism, the class conflict did not come to the fore as

the most dominant feature of the age. Instead, new forces
unexpectedly emerged and took shape as the largest mass move-
ment 1n hlstory., This huge organlzation comprised hundreds of
millions of people and became known as ﬁhe.Peace Movement., The
antl-Fasclst and the Pecace Movements are the two great
developments of the twentleth century. Examlnlng these two

ma jor movements, one ¢an discover that both calses attracted
large sections of the bourgeoisie, and especially of the
bourgeols intelligentsia. The struggle between capltalism and
socialism was, in fact, not direcctly relevant to elther,
Furthermore, 1t 15 most slpgniflcant that both movements were

characterized by a militant alllance between soclallst and
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bourgeois elements. This observation is Impeortant not
merely from the vantage point of literature, but also that
of 1deology and it has far-reaching hlstorical implications.

The supporters of the Peace Movement believe--whether
they are aware of ;t or not--that man is capable of influencing
history. On the other hand, those who refuse their support to
the struggle; of the Peace Movement might do so on the grounds
of a belief in the lnevitabllity of wars. Both cases-—-—
-potentiality on the one hand and that of determinism on the
other--may have their roots 1in different. even contradictory
philosophical or religious systems. Thus, the same ideolopical
background may lead to different ocutlooks and poslitions. This
sort of dialectic phenomenon in Hegel's idiom 1s known as "an
ldentity of 1dentity and non-identityﬂ.(137)

Lukdcs does not enter into further detalls concerning
the problem of the "identlty of identlty and non-identity".
However, what he 1mp11cs-herc seems to be connected with one
of the basic laws of dlalectical materialism: the negatlion
of négation. This law oriéinates In Hegel's thought. It 1s
an attempt to overcome the dualism of being and exlstence,
fact and value, freedom and necesslty, sgbject and object,
creative action and non-creative passivism, Thus the "identity
of 1dentity and non-identity" as applled to the case of the

cholce between determinism and potentiallty, means, in fact,

(137)Luké§s, The Meaning of Contemporary Realism,.
pp. 12-15,

d
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the Lukécsian resolution of these two opposites into a o
higher form of dialectlcal unity,
It 1s one of the basic assumptions of the author of

The Meaning ol Contemporary Realilsm, that in our age, which

1s domlnated by the dilemma of pecace and war, the most
Amportant role of the bourgeoils intellectual has become the
rejection of an all-pervadling fatallstic angst (anxiety).
This dilémma 1s the questilon "of the cholce between an
aesthetically appealing, but decadent modernlsm, and a
frultful critical realism. It 1s the cholce between Franz

Kafka and Thomas ﬂann."(138)

Iulacs distingulshes between three majJor trends in
modern 1llteyature.
1. The experimental Modernism represented by such writers

as_Kaflka, Joyce, Musil, Beckett and Faulkner is

characterized by anti-realist subjectivism, static
view gf the human condition, lack of historiecal sense,
disselution of characters and concdentration in

patholohical mental ctates., In the works of the

avante-garde writers the underlying Weltanschauung

1s thav of formalism(139). Tne governlng ontologlcal
view 1n modernicm 1s ahistorical exlstence, basic
human colltarliness. Man 15 unable to establish a
relationship with things or persons outside himself;

in Heildegger's term he 1s 'thrown into beilng',

(128)1p14d., p. 92. (129)1b14., p. 19.



without any explicable origin and cgoal. The \\
attenuatlion of reality and the dissolutlon of
personallty are interdependent features of avante-

pardism. Musil was interested only in the "phostly

unreallty, of a2 nightmare world, whose functilon 1s

to evoke angst. . . A similar attenuztion of reality

uhderlies Joyce's stream of consciousness".(;uo)
Expressionism, Surrealism, and other modernist trends
end up not in the enrichment, but 1iIn nihilligm and the

negatlion of art,

The second major trend 1s critlical rezlism. To this

category belong wrlters 1lke Thomas lann, Joseph

Conrad (Lord Jim, Typhoon, The Shadow Line, ete.) or

the mature Brecht. In thelir works the worldJof man--
the only subjJect matter of 1itcratﬁre-—is not
disintegrated, They are the true helrs to the great
nlneteenth century realists--Balzac, Stendhal and
Tolstoy. The critical realists apprdbéh the human
conditlon dynamically, wlthout separating man from
his historlcal context, In thelr works the patholop-
ical aspects of contemporary life are plﬁced in a
critical perspective and they examlne thé"social
changes oécqrriﬁg and Influencing us. The world

that Thomas Mann portrays, for example, "l free from

(140) 1434, p. 26.
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tranégfndental reference: place, time and detﬁil
are rooted firmly in a partlcular soclal and
historical situation™. He places each section of
a deplcted totality in a concrete soclal context,
he analyzes the intricate patterns of present day
reality but never lapses into naturallsm 1n spite

of his loving attentlon to detail.(lul)

3. The third trend is ‘'socilallst reallsm'. This diréction
is promoted in the communist countries. It 1s 5ftcn
narrow-minded and dogmatic, but 1t 1s very promising . .
in the long run,., Its maln shortcomings are the
tendency .to over-simplify the problem of_the proper
artistic reflection of reallty and the fallure to
provide an adcquate‘portrayal of struggles and
contradictions in the everyday 1llife 6Elsociety.-

HMost soaial realists dogp't reach the level of works
/” written in the 1920s by writers such as lMakarenko

~

and éholochov.

The iast part of The Meanling of Contcmporary“ﬁcaiism,

"critical Reallsm and Socialist Realism”, was wrltten after .
the XXth/ééﬂgress of the Soviet Communist Party. A decade
or so Yatery FLukdcs stated that the "ceéntral problem of

sociallst eallism today is to come to terms critically wlth
the Stalin era. HNaturally this 15 the major task of all

s
'

(141)1p1d., pp. 78-79.
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soclalist 1deology."(142) .If socialist reallsm—-which in
consequence of the Stalinist perlod became at times a -
disdainful term of abuse--desires to gain a high level, it

mﬁst depict contemporéry man as he actually 1s, including a
faithful portrayal of the Stalinlst perlod's inhumanitles.
Solzheéitsyn's One Day in the Life of Ivan Denisovich, is a

¢ :
real breakthrough across the ideologlcal bulwarks of the

Stalinist tradit on, and a significant overture to the process

of literary re-discovery of Ehe self in the soclalilst present.(1u3)
But, in spite of Lukacs' call "to come to terms

critiéally with the Stalin era", the younger generation in

the Cgmmunist coﬁntries seems to turn away from.him, Yoﬁng

scholars in tﬁe;e countries are profoundly aware of his

1nv01veh§nt in Stalinism. In addition, they regard Lukacs'

work as a system which 1s rooted 15 old German traditionalilsm,

and theréfore irrelevant or of 1little merit to contemporary

problems; and, as the Kafka conference held in Prague, in

1963, demonstrated, they prefer Franz Kafka over Thomas

{144)

Mann.
Indeed, Iukacs' attitude towards art 1s determined
more by political context, as well as his clinging to the

traditional bourgeols values of the nineteenth century, and

. (1u2)Gcorpc Lukdcs, Solzhenitsyn (Cambridge, HMass.
‘The MIT Press, 1969), p. 10.

j
(143)1p14., pp. 10413.

(144} pator Demetz, "The Uses of Lukdcs", The Yale
Review, no. 3 {lMarch 1965), pp. 435-440,
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his personal taste,_thén by a genuine Marxisf‘inéight and
social perceptiveness. Therefore‘he does not unaerstaﬁd or
dislike Modernism, and dismisses ngt only Kafllka, Joyce énd
,Mus?} but, 1n fact, all forms of avant-garde, inciuding the
music of Arnold Schonberg, .
‘ Let us take a’concrete illustratioq of the bias

:‘ rd
implied in ILukacs! work. In The Meanlng of Contemporary

Reallism he puts forward the following;

The alliance of soclalism with reallsm may be saild to
have its roots in the revolutionary movement of the
proletariat,. A regime preparing for war, or a regime
relying on oppression and confusion of the people,
must necessarlly--as Mussolind, Hitler, and MacCarthy
show--tend towards the Suppression of reallsm. But
the alliance between eritical and soclalist-realism 1is
implicit also in the nature of art. . |, 'we'must show that
the links between socialist realism and, say, Thomas Mann
are not of a merely tactical kind; that soclal realism
hgs a real claim to inherit the mantle of Goethe and
Tolstoy. fThere are, of course, many examples of purely
tactical collaboration. These came about frequently
during the struggle agalnst Fascism, and are to be
found today again in the World Peace Movement. . .
Yet,. . . the alliance between soclalist and criltleal
realism rests on deeper-reaching ldeological premisses,
The most important is the proposition that soecialist
art is, of its nature, national art. . . The stronger a .
writer's ties with the cultural heritage of his nation, !
the more original his work ﬁil% Pe even where he 1s 1in ‘
- opposition to his own soclety. 145)

In thi:s passape Lukdes puts forward gz theory which,
in truth, holds the primacy of nationalism over the cla;s
Struggle of the proletariat. It enabled him to teject not only
bourgeols modernists like Kafka, but even the plebelan and

communist Bertolt Brecht, Accordingly, instead of Kafka or

! .
(l{S)Lukébs, The Meaning of Contemporary Reallsm,
pp. 1013, : -



My e e,
T T

T3

Brecht, Lukacs directeg his sympathy towards the more con-
servative and bourgeols Thomas Mann. The political context
which allowed this is to be found in the outlook represented
by the Popular Front apd the Stalinist struggle for allles.

As we have already seen above, Lukécs suppprted wholeheartedly
the Popular Front and contributed the Stalinist ldeology of
the Grand Alllance. In turn, the efforts.of the Soviet Union
to keep allve thils Graﬁd Alliance %ed'to a situation in which
the Stalinlzed communist parties lost sight of the asplrations
and fhe interests of the worklng class.(1u6)

But there are also other aspects in the Lukécs-Mann
relationsﬁip. Lukécs, already in his first essay on Mann,
"Royal Highness", written in 1909, praised the young writer's
dialectical and artistic powers. He remained his literary hero

since then, Lukécs especlally admired, in the author of

Buddenbfooks, the vanishlng sense of bourgeois’patrician prilde

which stems from status and wealth., At the end of the Second
World War in an essay entltled "1n Search of Bourgeols Man",
he celebrated Thomas Mann as the summit of bourgeois con-
sclousness and the symbol of the best values in the German
bourgeols ideals Ten years later, 1n "The Last Great
Critical Realist", he added that Mann represcnts the selfl-
knowledge of the contemporary-bourgcouie.

Thls appears to be a consistent llne of appralsal.

However, 1t should be noted that 11 we compare Kafka with -

(1“6)Igaac Deutscher, Marxism in Our Time (Berkeley,
cal.: The Rampari Press, 19717—_pp 287-293.
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ﬁann, then the latter is the more militant, and the more
reactionary. Thomas Mann's immaculate ho?ésty and dignity
13, df course, bejond doubt. But hls break wlth Nazi-. : >
Germany was a palnful: process and in the First World War era
he gave expression to the spirit of bourgeols militaristic
chauvinlsm and exhibited hostility concerning the values of
German democracy. In view of this, Lukécs'prepossessed
position in favour of Thomas Mann and blased attitude against
Franz Kafka become evident. While he looks through rose
coloured spectacles on the first, he does a dilsservice,
pigeonholes and furnishes the latter wlth a detrimental
treatment. |

Alasdalr MacIntyre points out that Lukacs makes arbi-
trary exclsions from Thomas Mann's work. He cuts out everything
that does not fit into his conception of Mann as bourgeois
critical reélist. Moreover, he writes off, for instance, the
fact that Mann admired and applied Freudlan psychoanalysis.
Instead, Lukacs presents Thomas Mann's work as the refutation
of Freud. Lukacs also explains away the character of the

imaglnary German composer Adrilan Leverkuhn in Doctor Faustusi(qu)

Adrlan Leverkuhn, the protagonist of Doctor Faustus, 1s,

presumedly, Thomas Mann hlmself. Though Adrian Leverkuhn is
an admirer of Nletsche, like Thomas Mann himself, Lukdcs tries

to present him in a negative manner, as a contemporary Nletsche,

(IMY)Alasdair MacIntyre, '"Marxlst Mask & Romantic
Face", Encounter (April 1965), pp. 04-72.
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that 1s to say, the forerenner of Naei ldeology. But, ' A
apparently, Lukdcs also does not like the eenpositions-of
Adrian Leverkuhn, because these remind him of Arnold Schoenberg,
the 1nventor and developer of the expresslonist atonal and the
modular twelve-tone music, - ‘

’

'Lukécs met Thomas Mann 1n 1922 in Vienna. Yet Mann,

on his part, in 1918, in the Memoirs of a Non-Politilcal Man,

already portrayed Lukacs as a carlcature, and later, in The

——

Magic Mountain (1925), he turned him into Naphta, the Jesult

educated Jeﬁ, who "like many_gifted people of hls race, was
both natural arilstocrat and natural revolutionary". Lukacs
consistently refused to accept hils own literary mirror-image
and regarded Naphta as "the spokesman of ‘a Catholicising,
pre-Fasclst ideology", waging "war over the soul of an average
German bourgeois™. (148)

Lukacs regards 1rrationalism as an entity connected
with militarism and fascism. Irrationalistic subjchiviam
and the "ecult of the sub-conscious” manifest themselves i1n

"decadent” and "

sick"” modernist aEt. He iéneres the psycho-~
analytic approach to realityland the importance of the
unconsclous 1In the artistic creative prbcess. He substitutes‘
spontaneify'for the unconscious. But spontanelty is accepted

only as a "seced", a prelimlnary stage toward consclousness ., (149)

(lua)Georg Lukacs, "In Search of Bourgeoiq Man" 19&5),
Essays on Thomas Mann {New York: Grosset & Dunlap, 1964), p. 35

(1u9)Vera Maslow, "Georg Lukacs and the Unconscilous",
The Journal of Aesthetics and Art Criticism (Summer 1964),

p. A407.

/
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It 1Is not the result or arbltrary, é;chetypal, or irrational
| forces but a reflection or rédson immanent in man. While in
C;oce's thought the pPrimary creative forces are lyricism and
Intulition, Lukécs inslists that only the conscious artistice
endeavor can give bifth to frultful artistic productivity,
He holds- that the procésa of artistic creativity is the-
"translation™ of a "conscibusngss of reality" into an "adequate
aesthetic form". According to Harold Rosenberg, Lukacs'..
approach to the artistic creative process is mechanistié,
because art does not "desciibe reality"”, it does not apply
the "selective principlev to the totglity of ?eality, as
Lukdcs claims, since selection in art is the outcome ofiimagiha-
tion, temperament-and tradition. Lukacs! distinction between
reallsm and modernism, as the polnt of convergence of two

correspondling antitheses: peace and war (The Meaning of

Contemporary Realism), cannotqbe taken seriously. "Are the
Chinese modernists or realists?”, asks Rosenberg.(15o) Lukacs'
» condemnation of angst-and chaos in modernism a5 slgns of anti-

realistic subJectivism misses the point. Kﬂarx, in'The

Communist Manifesto, stated that "everlasting uncertainty and

agltation distingulsh the bourgeols epoch from all earlier »
ones. All fixed, fast-frozen relations, . . -are swept away,
all new formed Ques become antiquated before they can ossify,

All that 1s so0lld melts in the air, . ."(151) S0, 1f Marx was

. (%SO)Harold Rosenberg; 'The Third Dimension of
Georg Lukacs, Dissent, Autumn 1964, p. 40s.

(151)Kar1 Marx and Friedrich BEngels, "Manifesto of ‘
the Communist Party", in Robert C. "Tucker, ed., “he Marx-Engels
Reader (New York: W Norton, 1972), p. 338. .
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right and it is indeed the task of art to ref}ec£ feality,

as Lukéc$ insists, why does he object to modezaism? For, .
Marx's descriptlon of the ﬁourgeois epoch is the equlvalent
of angst and chaos. It follows, then, that by using the term’
"reélism",'Lukécs does not mean thevrépresentation of con-

- tempbrary reality, but its tendentious correction thréugh. .

1deoclogical imperatives. '"Whereas-in The Communist Manifesto

the nineteenth century leaps forward into the twentiéth, with
Lukdcs the twentieth century crawls back tpwa;a the-nineteenthw
Realify, 01d Falthful, 1is sqillxthere in the streets and
drawlng rooms 1f only the novelists would put themse‘.es in

a position to see it."(lsg) Even Thomas Mann, Lukats' |

‘favourlte writer, 1s not.a realist but a modernist, argues'

Rosenberg, The atmosphefe of The Magic Mountaln is char- = -
acterized, actually, by a “chaos" of time and values,
corresponding to a Bergsonlan type of reality and to ‘the
metaphfsical rift which transforms evefyday life phenoména

into symbols in Joyce's Ulysses. Mann's modernism 1 éven
==

more tanglble in his other great work, Joséph in, Egypt. The

protagonists in this work‘ére‘dépicted rather as Egypﬁian
wall palnting ligures, more as mythological characters, than

' three dimensional flesh and blood humah beilngs. Besldes, . _ ©
Tukacs' thesis that "the ecsential content of modernism is

.o % -
angst and chaos" can be refuted gasily. For, "where 15 the

‘chaos in Valéry or Mondrian?"(ISB) In ﬁruﬁh,-quics is a

('152)Ib-id., D. 409, (153)I‘bld.,'p. 407.



oy 8

.

[ parimrn s

conservifive,‘qpademic writer who shares w%ph Eiéenhower,
Pius XII, and Zhdanov the philistine view of ant;modernISm.
. Lukacs holds that oritical realism is the last.
progressive form of bourgeois literature and ldentifles
Thomas Mann as the 1as£ great representative of thls trend.

'But, according -to Isaac DPeutscher, Lukacs' definition of

critical realism 15 elther so broad or so narrow that, as a°

tool of criticlsm, 1t becomes entirely uscléhQL\\iiiéﬁaraﬁarﬁa
"instance, states that though in Thomas Mann detalld plots,

intellectual dégigns "may not stay on the surface of cveryday
1ife" and his form tends’ to be unnaturalistic, the content of \->
his work, howevqr,,"qpver finally leaves the real wqud", |
This is pure téutology, says Deutcher. Oﬁt of almost all of
the "decadents™, commencing with Joyce and Proust and ending,

with Beckett and Sartre, it may be said that the "content of ﬂ\\

their work never finally leaves the real world".(15u).

?

) (15ﬁ}Isaac Deutscher, "Intellecctual Love Affair",
The Natlon (lMay 16, .1966), pr 59T, ) S
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- THE NIEESIS AND CATHARSIS

! OF IMAN'S ENTIRETY

Lukﬁcs‘ ronunmental Acsthetlc (Die Eigpenart des

rFsthetischen) appeared in 1963 in tuwo ctout volumes. Its

suthor was seventy-elipht years old at the time of 1ts

' appearance. The Specificity of the Aesthetic is not wﬁolly

a product 6f Lukécs‘ post-exlle perlod; 1t incorporates and
systematlzes many previously pu?lishcd 1deas. He regarded

.1t ag the realizatlon of a very old dream;_'Th%Pdtwo volume
Qo;}, however, was originally intended to be -only the first

N .
part of érlonger treatise on aesthetlces. ;dfacf' plan was to
deal in the seccond part of the work with the structure of art
and 4n the third part with art as a soéio—hisyorical phenomenon.
Reality, argucs Lukécs,_is not a static entity, bub

something which perpetually changes. Therefore he who wants
to understand the atructure of anythlng must approach 1t
Listorically. 155) The exquisite Paleolithlic palntings in he
caves of Spailn and France, for instance. were not especlally
painted out of acsthetlc inténtions, but, in fact, as maglcal
preparations for'hunting. For pcoplc in the 01d Stone Age

- belleved that a good llikencds of the animal on' the cave wall

also meant 1tc more successful hunt, Thus, the origin of art

‘(155)Lukécs, Dle Eilpenart des Asthetischen, 1:24-5.

\~
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was notrart, because ié developed out of magic.(156) The '
understanding of reality 1s i nseparable from a genetical
ontolory whose obJect is to investipate the existence and
trace 1t back Lo 1ts genesis. Ontology, in the Luldesian
sense, means the study of the forms of being as a dialectic
historical process in its three fundamental and interrelated
forms: 1inorganic, organic and soclal. Lukécs' major fleld
of 1nterest is) of course, man and man's relation to man.
His apbroach to art can be characterized as man-centered
aesthetics.(157)

Lukécs wrote his nhesthetic from'thc vantage point of
Marxist dialectlical materialish. H1is theory, nevertheless,
15 a metaphysical one since 1t deals with the naturc of art
and that of reality. larxist philosophers distinguish between
the categories of content and form, appearance and esscnce,
necesslty and chance, inherence, catharsis, typical, and so
forth., Among thé thrcé basic forms of motion, namely, the
universal, particular, and individual, Lukdcs repards the
intermedlate concept of speciality as the central caterory
of aesthetles. He grasps 1t as a kind of reflection. It 1s
one of his fundamental pogtulates that art 15 mlimesis, a
reflection of reality. The vork of -art involves knowledge

of reality and 1t 1s a recactlion to the external wvorld,

(156)Ib1d., 1:332-3, : .
) (157 )yera Maslow, "Lukdacs'! Man-Centered Acsthé&ics",
Philosophy and Phenomelogical Research, no. 27 (June 196?),

pp. Dha=be.
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Art is anthropomorphic basically, because it always
evolves 1n accordance with the objective and subjectlve
development of mankind; the historical here and now of 1ts
origin is always inherent in 1t. Another distingulshing
feature of the work of art 1s its ability to evoke self-
awareness,(IBS)‘and new experlences 1n regard to the world{lBg)
There 1s an organic connectlon between these two things,.
Self-knowledge and world-knowledge form a circular movement,
they are lnterwoven; for self-knowledge implics knowledge of
external reality: he who does not know hils surﬁoundings can't

1

know himself elther. .

. To Lukacs not only art but work, religlon, maglc and
the sclences are also reflection: different avenues of a
primary interrelatfonshlp between man and his surroundings,
leading to different responses to reality. Unlike science,
art is individual, particular, relative and total., At the
same time scientific knowledge, on the other hand, 1s both
general and relative: 1t can Dbe suberseded by new theories,
as it occurred, for example, with Newtonlan physics. The fact
that the artistlc creation is self-contained and total, can be
demonstrated by virtue of its uniqueness: "Bach does not

n (160)

supersede Mozart, .
=

Genetically the speeificity (Eigenart) of aesthetics
RIS ALt

rests on the historical stage when man developed 2 capaclly .

—

(158)Luk£bs, Die Elgenart des Asthetlschen, 1:281, 529,

' (159)Ib1d.’ 1:425, (160)Ibid,, 2:22;-u.
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for interpreting reality beyond the practical aspects of
work and magic. Sclence and philosophy share with art the
tendency for independence fron immediate pracclcal necessity.
vet, while scilence 15 capable of ovcrcoming anthropomorphlsn,
art, like rellpglon, Interprets th; world in termsof 1mages
porrowed from man himself. Magical Qr’religious reflectlion,
however, 1s placed in selation to a transcendent rcality,
whereas the aesthetlc reflection constltutes itselfl as a
closed system. Unlike the reflectlive systcm; of religlon
and maglc, art does notl demand the dogmatic beliefl in 1ts own
mimetlc creation(161). The relief of the soul into art, the
aesthetic catharsis, accordlng to Lukécs, does not léad man
into a world of transcendent reallity out of ordinary existence.
But art reflects the meaninglessness of modern 1ife which gave
birth to a "religlous athelsm". This religious atheism 15 found
in the works of writers zﬁch'as“Dostoycvsky and Kafka! It 15
Tukacs! belief that the religlious égéd and religlous athelsm
can dissolve only'in a socicfy in which man llves 1n harmony
and his 1lifec has becone meaningful.

From the vlcwﬁgint.of the theory -of art the specificity
o{ aesthetics 1lies 1n the dialectically dilchotomic feature of
the art work as roflechion of reality: 1t 15 a particular
mid-point and movement betwoen universality and individual=

ity.(162) The feature of speelficlity 108 not silmply a mediatlon

(161)1ph14., 1:782. (162)1p9q., 2:056.261.
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between universality and Individuallty, but an organlzing
méans. In Dickens, for example, the ruliﬁg hlgh soclety is
characterized throurh satirical generalizations, whereas
ordinary people are portrayed with aflectionate dctails.(163)
Thus, the aésthctic organization of artistic creatlion consists
of a dynamlc system of movements Involving contrasts and
tenslons, These movements occur on a particular senle between
the two cxtremés: tée unlversal and the individual. The
plurality of genres is connéctcd with the location of the art
work on this aesthetic scale, 1ts exact distance from the
universal and the individual poles. Literary forms, such as
the classical drama, the classical novel and novella tend to
concentrate on greater universality, while the eplc, avant-
garde drama and novel are closer to individuallty.

Tone concept of catharsis, orlginally interpreted and
worked out for tragedy by Arlstotle, becomes, 1in Lukgcs'
thought, a universal and synonymous term for humanicm »is ing
to the helght of man's entirlty. The artistic creation
reflects thc.e sence of human development approacqed and -
caught at a concrcte nogml point of historical develoomnnt
Therefore in artistic works of merit the recliplent of thc
- message can recopgnize his own mirror; his own essence and
history. 1In this manner the art work turns to be the rcqo.y

of maniind, K.

(162)1p14a., 1:263,



The schiséétig categorles of thought and belng,
appearance and reallty, 1s and ought, theory and practice,
that characterlze human life do not exist in art. The art
work 1s a 'being in itself' and at the same time a 'belng for
us', a'homqgenius medium in yhich content and form, sublject
and object are interwoven, fhe fuslon of subJectlvlity and
obJectivity embodled in art raises it to the level of
humanity's self-consclousness. The art work iransmits 1ts
message to_thc récipient, and thls process entalls an inter-
ferénée with the dullness of everyday 1life which chatters the
fetishistic world. 1In Lgrﬁcs' approach this 'dcfetisﬁizing

(161)

functionf\ls an adgditlional essentlal feature of art,
LN

1t suspeﬁes\fh&\co rse 3f cveryday activity, it provides

enjoymentA‘nd causes an Intellectual shock ending up in \

purificatioi nd catharsls. Thus, the contact wlth the self-
cbnsciousness ol humanity through art precipitaécs in the
purlfying effect of identification with the universal vaTues
of culture and allows man to ascend to the height of his own
entirety,

The aesthetlc catharsis does not ich out of the
sphere of the human world; art bepglns and end@vith.mon.
The catharsis is'madc possible by meang of the imm:ﬁent powers

1n man, without the interventlion of transcendent powers., Man

1a repgarged to be the master of hig own fate. Although man

(IGM)ﬁgncs Heller, " Lukacs' Aesthetlc, The New
Hunparian Quarterly, no. 24 (Winter 1905}, p. 88

84
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¢can never overcome his own natural 11m1tétions, he 1s capable
of pushing back, through efforts, the boundarles of nature.

Lukécs i1s not afraid of stepplng aside from the path
of aesthetlcs. 1In truth, he is Intentionally 1involved 1n
long anthropological and ontological swervings. His attempt
is, 1in fact, to fuse and Interpret tradifional aesthetics with
Marxist soclology. It is true that his topic is aesthetics,
but in the center of thisg aesthetibs'stands man. Hence ﬁo the
fundamental questions, what is qah? and what 1s the meaning of
ﬁan's entlirety?, Lukécs must seek and find the answers in
areas other than.the field of the theogx)of art, =

The mission of art 1is not- entertainment, argues Luk5és.
He rejects Schiller's observation that "Man plays only when
he 1s truly human, and he 1s truly human only when he is at
play”, on the grounds that it leads to & rigld separation of
the world of art from labour. Labour 1is an importqpt category
for the Marxist and Iukécs believes that’'science gﬁéw out of
particular aspects of labour.(165) But,\}ukdﬁs also objects
to Stalin's theory that "fhc writer 1s the engineer of human
souls”, because 1t reduces Ilterature to the fleld of
preventive aesthetlcs by dictating the writef to concentrate
himself 1In specific tasks. fArt's trqe‘mission 15 to serve
_as the constantly chbnging and developing self-consclousness

. . [}
' U
of mankind., Tnhisg self-consclousness evolves rom lower to

(165)Theo Pinkus, ed., Hans Helnz Holz, Leo Kofler,
Wolfgang) Abendroth, ConversatMems with Lukacs, (1967),

(Cambridee, Mass.: The MIT Press, 1975), p. 28.
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higher stages, ndt as an immutable transcendent entity, but
a principle inherent 1n man as an individual and socilal belng.
Aesthetics and ethics are dlfferent and at the same
time imterrelated flelds. Aesthetics 1s concernecd with
reflection and ethics wilth éction.(166) Ethiles- 1is a specific
category, a simllarlity that it shares with aesthetics; Ethics
as specificlty embraces and mediaéﬁs between morality and
law; 1t synthetlzes between individual consclousness and
universal rules. The extreme et&ical categorles of individual
~ v
morallty and universal objective law find thelr aesthetlcal
paradigms In the subjectlve individualism of naturaiism, énd
allegorical, over—symbolicai mode of representation, respect-
ively. In other words this means that one pole of the’
mediating ethical scale 1s the s5ite of individual consclousness
and morality, while on the othér the universal rules of
objectlive law arellocated. To this ethical scale corresponds
" the medlating aesthetical axls. The subjective individual
morality 1is corrclative to the subjective individualism of
‘the art work, which reaches 1ts climax in photographlc natural-
1sm. On the other hand, the ethical objectivism of judiclal
universalism finds 1ts corresponding acstﬁctical'uﬁtcrance in
ambiguous assoclations, abstract metaphors and language that.
tend to dissolve in 2 quasi-musical universality. Thus,
reallsm, as Lukacs understands 1t, extends- between these two
ae;thctical extremes: individual naturalism and universal

symbolism,

(166)ukdcs, Die Elpenart des Asthetischen, 2:241,
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In classlical antiquity, proportionality, truth and
beauty were synonymous concepts. Lukéés returns to Aristotle,
confirming the relevancy of properticnality to morality, and,
referring to Keats, he underwrites the identity of truth and
beauty. Proportionallty, beauty and truth are linked to multi-
dimensionallty, totality, 'man's entirety' and thelr reflections.
Beauty 1s a central catepory of 1life and art:

Neither 1n'11fe nor In art can beauty be grounded in

aesthetlic or ethlcal values of mere transitory or

relative nature: 1t must determine man's basilc _

structure. . . The relevant principle after all 1is

thint of proportionality. Therewith the issue trans-
cends matters of abstract form and touches upon. . ., (16
the) fundamental interrelation of ethics and aesthetiles, 7)
///’ Proportionality, symmetry, truth and beauty mlght be
syhonymous concepts 1n traditional Classlcism and in Lukdcs!
thought allike. Yet, unlike conventlonal Classleilsm, which
regards these categorles as transcending space and time,
Lukécs approaches them dlalectically, in the framework of the
historical process. As a Marxist, he analyses the phenomena,
locates the tenslons and defines the laws of aesthetics from
a perspective of the belief that the flux of history has a
direction: it proceeds from a bygone classless soclety, that

existed in antiquity, towards a new one which should arise

i1n the futurc,

»

Lukacs' ontoloéical starting point dates back to the
Aristotelian conceptlon of man. Accordingly, man 1s con-

celved of as. Zoon Politikon: soclal animal. MWMan's longling

for ethical conduct, for a moral way of life, stems from his

(167)1p1a., 1:707-8.
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own nature, from his sentiments, affects, desires and thoughts.
These categories are reflected in art, and therefore ethilcs
and aesthetlcs are alwa}s interrelated entities.

Lukécs conceptlon of beauty 1s rooted in the anthropo-
centrleclty of Greek art, The aesthetlc approximation of man's
éntirety‘is cafried out in sculptural, tanglble, unmediated,
direct, laconlc, symmetrical, popular, true, and historical
terms. Beauty is embedded in social environs and relationships.
But 1t is also a historical process. Aesthetic harmony, the
classical 1deal of beauty, the organic unity of individual and
society, the realization of the reconstitution of the wholeness

of man, are possible only 1i# a classless soclety.

e -
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CONCTLUSION

George Lukécs‘ thought 1s organically embedded in the
European, and especia}ly the German, philosophical tradition.
Genetically, 1t 1s rooted in the systems of Arlstotle, Splnoza,
Vico, Goethe, Hegel, Dilthey and Marx, The mature Lukacs 1§
a stubborn adherent of Hegellan 'objectlve idealism' and |
‘Marxist 'dialectlcal materialism'. His approach to aesthetlcs
and hilstory allke 1is based on the eplstemological assumption
that external reality exists independently of thinking.
'Potality' .and 'medlation'- are major concepts 1n his thought. .
These are intepgral parts of the dialectlcal method which
underlies.all his writings: the endeavour to unify theory
and pracﬁice, fact and value, cognition and being, subject and
object, component and whole, appearance and reality, man and
the world, Whilst these catepories exist separately in
reality due to a hilstorical schlism, they are dialectically'
united in the sphere of art, which is the only totality here
and now. ! ‘
| Luk{cs, similarly to Hegel and Marx, approaches reallty
with a theory of cognition whilch goes back to nrigtotie and
postulateb a "real" world accesslble to reason. The major,
problem for him is that he has to apply a materlallst

conception of reality to the field of aesthetles, Thls 1s

-
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less a, problem for science, but it is a very serious hindrance
. to aesthetics, and it is hard to see how 1t can be overcone |
For science deals empirically with external reality, whereas
aesthetics undertakes the 1nvest1gation of internal‘reality.
Thils internal reality 10 based on puychological eventg that
(unlike logical and mathematical axioms) are not - necessary
truths., Thus speaking of aesthetie experience in terms of-
materialism is a contradiotign, because the self-o0nprehension N
manifested in art 1s mediated, after all, by the operation of*
the human sptrit. Therefore, one- might -as well say, in a
nutshell, that in effect Lukdcs 1s involved in the ancient ’
;'- - alchemlstic problem of squaring the circlet he tries to elim-
\Yi'i inate metaphysics from metaphysics\(aesthetic°) by means of
. 'metaphysics {thought and language) - _ - -
‘;/ ' "Lukics claims that every reflection is the rep -
‘tion of reality. Unlike seienbe,‘art, religion; angd m
.+ are anthropomorphic reflections Yet 1in- Grder. to save
from the affiliation of irrationalism he makes a curiou N ;k-
distinction between artistic anthrgpomorphi Sm and that P
inherent in religion and magic (168) -For he claims that, - K
unllike art, religion and magie do not reflect anything real,
de.,pite the fact that’they do reflect uomethi.ng. Do
Followlng Marx, Lukacs appropriated the traditional

German theorem that’ the history of Greece representu the

-— I . .

(168)George Lichtheim, George Lukdes p 131.

-



_nbrmal'qhildhoo&.in'the development bﬁ mankind. Moreo&er"(
he bullt the wh&le‘gdifice of his aegﬁhet;cg on the narrow
basls of this assumption._ So, the‘guestioh whether Greek N
'histéryfpeally does rgpresent normal childhood, naturally, |
gépes into view. 'But cven 1if Lukacs would be able to convince
thoée .who cié}m fhat this 1s not the case, how can one know
which dimension of - GPGEK art is the genulne model? Which side
1s’ the normal? I" it the extrovert and tranquil Apollonian
-1CIassicigm, or the introvert mys tical turbulence of* the
) Orphic and- Dyonysian cults? ) . ‘ .
uBesides, Lukaca aesthetic. thought is based on the
'prﬁmgzy Qf literaﬂ& models.. Its validity, as a general
theory of Art embracing also, the realm of fine arts and mu&ic,
" 1s highly. questionable. For, if irt 1s the reflection of
rcality, what kind of mimesis 15 the laﬁguagc of afchitectufe? "
And, what s the meani&g of the term 'realism’ in music?
HWhat precioely, does music copy? It is true. that LukaCS'
makes efrorto to extend the Validity of his aesthetics to
.muqic, stating that music is a "double mimesis -a copy of
feelings and - emotions, which are themuelveo copie” of***j“ T
. rcality (169)\ But’ thia does not apply tolgzrtain oorta of
muslcal pleces and not even to all kinds ef 1yr1ca1 pontry,
1et alone archltecture. h
]' " In point of ract the novelist-Thomas Mann has mugh

more to’ uay on muoic than the aeothetic theoretician Eukaca. .

L] N . F =

_ (169)Georg'Lukacs; Die Ehgenart des Angﬁtiuchen,,' :
2: 330—M01

» .

]

| % : v e
] - R * I X K i



Mann played the violin and undertook careful and extenslve

nusicological studles vhen he wrote Doctor Faustus, He

used both written thecoretical sources, such as John Redfleld's

Music, a Science and an Art (1941), Paul B2kker's Musikgeschichte

(History of Muslc, 1927), and advisory help of muslcal mentors, -

who included the artist Bruno Walter and the musle hlstorlan

and philosopher TheoddT Wiesengrund-Adorno.(lTO) llusic

plays a central role in the novel not only beéause %Fs

protagonist, Adrian Leverkuhn, 1s a composer but owlng to 1ts
author's attempt to give history a religlous and metaphyslcal
interpretation through the symbolism inherent in music.
Applylng Adorno's soclologlcal approach to music{ Mann 1s abie
to 1llustrate that the intellectual and soclo-political
evolution of Europe is duly reflected 1n 1ts History of music. .

-

Another important aspect of the novel is the confirmation of

~ the idea that music and literature are interchangeable

entities; and, morecover, that the central lssues of muslce are
cqqally applicable to art 1n general.(171)

However, Thomas Mann shared wlth Lulacs the misunder-
standing of Friedrich Schiller's conceptlon of art as play.

Schiller put forward this theory in the Letters on the

Aesthetle Educatlion of lMan that he wrote between 17975 and 1795.

Its sources go back to Plato and Kant. Schiller dewveloped a

(lTo)Gunilla RBergsten, Thomas Manr's Doctor Faustus,
trans. K. Wlnston (Chilcago and Tondon: Tne UnlversTly TY
Chicago Press, 1969), pp. 72-T7.

(171)1v14., pp. 72-77.
.
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system in which art and beauty are grasped as the medium that
advances humnanity from a sensuous to a rational stage of

existence. The two basic drives in rman, the sensuous and the

_formal, arec syntheslzed and elevated to a higher plane which

is maniFQSteg'in the play impulse., Thls play impulse 1s, in
effect, thefresponse to the living form of the world which

15 incarnated 1n beaubty. This Schillerian conceptlon is
connected to Kant's harmony of imagination and understanding,
of freedom and necessity which are comblned 1n the fraomework
of the game., It is this play impulse that assumes form in
art, allows ﬁan to {ree himselfl from his sensuous nature and
conpulstons, and provides him with his soclal character,

Among, the contempor5ry thinkers who support Schiller's

play theory are to be found Johan Hulzlinga, Sir Herbert Read

) . 4
. ard Herbert Marcuse. In contrast to Lukacs, who rcjects

Schiller on the grounds that he creates an arbltrary rift
between labour and play, Marcuse offers an "aesthetlc

. - n (172)
attitude, where order is beauty and work is play .

According to Marcuse, when, on tlie basis of Kant's Crltique of

\D

Judrment, aesthetics 1s ralsed to the level of the central

theme of -the philo:ophf of culture, it 1is believed to have

the faculty of remaklng a civilizatlon thanis to 1ts ITiber--
ating power, 'This liberating power in Schiller turns Into the
basls of the making of a.non-rcprcssivc civilization by mecans
of the sensuous reaton and the rational sensuousnesc embraced

in the aesthetic functilon.

(172)Herbeft Harcuse, Fros and Clvilization (Boston:
Beacon Press, 1955, 1966), p. T70.

ol
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Sir Herbert Read points out that Schi
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chould be the basis of education. Schiller suppoerted
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Plato! ) gon a2ccustomed to the laws
ol beauty, he is unable to make moral Judgements and to

"| =
master hl:%rino.(*TJ) But, instead of aesthetiecal founda-

tlons, arpues Read, our ecducational system #5 based on the
ationalistic p?éjudice'and the loglcal blas of the
Aristotelian phllosophy.(l?”) '

. A short comparison between Lukocs and Read sheds
interesting 1ight on the meandering zlgzans of the [irst
betueen idealism and mafcrialism. Lukécs dismisses the
integral connectlon between art and religplon, and claims that
basleally art 1s always ‘secular. A4S against this view, Read
holds that art 15 usually closely bound up with some form of
religlon,  Furthermore, art, as the dlrect measure of man's
spirltual nature, can evolve into the phase of communal
vision, and then 1t becomes a rcligion.(tTS) S50, 1n this

4

respect, Lukoacs appears to be a dctermincaumatcrialist, There

15 no 1dealist heresy even in the fact that he shares vilth

Read the beliel In the Arlstotelian catharsis, that art can .

I
purify man and solve his emotlional problems. But Lukacs!

(173)Herbcrt Read, Education Through Art (Zondon:
Faber & Taber, 1947, 1951), pp. 1, 250-67.

(17%)1p1a., p. 57,

-
(17))H0rbort Read, The Meaning of Art (Harmondsworth,
England, Baltimore, ld.: Penguln Books, 1949), p. 196.




heresy does come into the fore by virtue of the great

importance that he attaches to art, For, like Herbert Read,

he claims that art 1s much more sipniflcant thaon ecoromics.
» .

Similarly to Plato, who, in The Republic, postulated that

economlcs debacsed culture and morality, and In order to
reconstitute the latter 1t 1s necessary to separate thenm
from the first, Lukécs rcin;orbed the primacy of culture
over econonics, This Platonian eclement, that culture nust
rule economics and not vice versa, underllines Lukdes’
relationship to communlsm, He believed that the immediate
remedy agralnst capltalist reificatlon and allenatlon 15 the
proletarlian revolution, He was convinced that the proletarlan
revolution vould pave the way to achieve the politlcal
condlitions in which the victofy of the aesthétic principle’
becomes possible, "The task is. . . to create the subject
of the éreator,"(176)

And this leads us back to Schilller., For in History

and Class Concelousness Lukﬁés st111 accepted Schilller's

play thcory.(ITY) Its later rcjection seems to be connected
with a self-critical note that Lukacs publliched many years

later. In the 1967 Preface to History and Class Consciousness

he wrote that his deviatlon from Marxism in the book has
eonfusing consequences in regard to the crucial case of

cconomlcs, because the "basle Marxist category, labour as

-~ 7 11
(17°)Lukacs, History and Class Consclousness, p. 140,

(177)1b1a., pp. 138-1%0.



the mediator of the metabolic interaction between soclety
“and nature, is missing."(ITB)

From a critical viewpoint the mepriss of any KRehelarlas
work should be mensured in terms of originnltity, trufﬁ,
picnltude, syntax oand compositlon. Lukécs' orlginality
consists especially in his highly gifted theorizing copacity,
Simple facts and observations are for hin like ciay in the
hands of a potter, and turn, under hig pén, Into unexpected,
Interesting and astonishing speculatlons. As we have seen
above, Lukécs made siénificant contributions to aesthetics,
and especilally to the theory of the novel, Furthermore, he
uncovered the Hepelian foundations of Marx's thought,
sugrested a solution for the old subjJect-object 1ssue, refuted
Engels! postulate concérning the valldity of the existence of
dialectic 1in nature, and brillilantly applied the dialectical
principle to aesthetles and hilstory. Houever, the fountainhead
of some theories 1s to be found in the works of other authofs,
whom Lukdcs avolds to mention. 'Thus, for cxample, the
assumption that the origin of art is magle already appeared
in the nilneteenth 00qtury and formed part of the Tylor-Fraser
theory. The problenm is dlso tackled 1n Sipmund Freud's

Totem and Taboo (1919), in R. G. Collingwood's The Principles

of art {1978), E. H. Gombrich's The Story of Art (1950), and

in many other books dealing with the history of art.

(178)1p14., p. xvII.
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As to the prin iole of tru h in Lukacs!' work, the

. It 1s satuﬂﬂted wlth dogmati
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distortions of the truth 1badin5 to misinterpretations and
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the bullding of rfalse Ssuperstructures, as ‘in the case of Thomas

Mann's Doctor Faustus

Lukacs® clinging to dialectical materiélism damages
the plenitude and completeness of his vwork and ends up in
dogmatic cne«slidedness, Besldes, he 1s an old-fashigned
Heldelberg don, averse to all new doctrines evin i they are
relevant to hisjgubject. Accordingly, his mdnumental work, -

The Specificity of festhetics, for Instance; lacks the cocmie

aspects of the aesthetice theory of reflection. Lukdes
restricts the 1imlts of this theory to man, despite the rac
that anthropologists detected the existence of the drive of
reflection. also in apes. He alszo 1gnorqg important psycho:
logical aspects of the creative process, Thus, basic
motivations explaining why the aprtist creates (étatu: and
fame, sclentific curlosity, education in s5ensibliity,
release from nervous tensions, the cult of beauty, "selr-
expression, escape from bhor edon and despondency, ctc ) are
mlasing, or remain 1n an 1mpllcit{form. Lukacs 15 hontile

to every aspect of modern art, and does not understand or

lgnores, for example, the Slgniflicance of abstract palnting
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as an dnprecedcnted new stage of the histor& of art vhich
is characteristic only to the twentleth century.

In rqgard to the aspect of the Qay of p?eéentaﬁion,
one mipght especlally observe the cha&ge that occurred in the
mature Lukacs' language 35 against his youthful work. The
young Lukdcs wrote 1n a lyrical and passlonate style., Tne

author of Soul and Form and The Theory of the Novel regarded

the writlng of literary essays as a form of art. But in hils
later works. Lukdacs departed from artistilc c&mposition. -
There are various reagons for thils change; Instead of paying
too much attention to form, he strove for a slmpler and
clearer way of writinp which could bring the content to the
fore, An additional cause 1s that in his exile Lukaes became
isolated from the maln centers of German and Hungarian culture
and could not practise his expressive tongues in a natural
environment., Besldes, some of hls works were wrltten 1n
Russian, a lanpuage that he did not master perfectly. And,

ol course, even normal psychologlcal transformatlons could ‘- ,f'
result 1n stylistic changes.

Yet Lukacs lived a restless, strcsﬁ-chargcd and hectlc
11ife. He frequently came under attack and had to malke self-
criticism 1in order to remain In a good communist standing;
and survlve, However, the precise psychologicallmcchanism of
Lukacs' recantations and self-criticism 1s not exactly under-
stood. Though he regarded self-e¢riticlsm as a natural element

of the communist strugple for truth and a means for the

-~
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victory of the proletarliat, he also admitted that, in part,
his recantations derived from tactical considerations.

In this respect Morris Watnick points out that Lukécs
became a Stalinist under a gullty consclence. Thus, hils
weiphty recantation of 1934 was, in fact, the outcome of

. .the shock created by Hitler{s rise to power in Germany. He
felt himself guilty since he concelved of hils own subjective-
1dealist, irratlonalist and vitallst past as 2 contributlion
‘to the Nazls' access to power. "Therc is no such thing as an

' innocent! world outlook", according to Lukécs.(179)

The commentatofs all regard George Lukﬁcs as one of

the mosé influential writers of this century. But thelr views

are very different concerning the undeviating merit of his

work. Sir Herbert Read, fof inétance, supports Thomas Mann's

statement that Lukécs was the most important literary critic(18o)
of his time and Werner Stark calls him "Marx's most able
modeﬁn‘disciple";(181) Yet, in contrast to these enthusiastle
opihions,Georgc Lichtheim, for example, declared in 1963 that,
producing "a vast corpus of dogmatic writing attuned tg‘a
simplified dualism which 1s already out of ddte"{ Lukﬁés "has
falled altogether as a responsible wfiter, and ultimately as

-
a man". His work represents "one of the worst intellectual

'(%79)Morris Watnicl, "Relativism-and Class Consclousness:
Georg Lukdes", in Leopold Labedz, ed., Revisionlsm (London:
George Allen and Unwin Ltd., 1962); p. 153, '

(180)yerbert Read, The Tenth Muse (London: Routledge-
& Kegan Paul, 1957), p. 156 '

(181)Werner Stark, The Soclolopy of Knowledpe,
(Glencoe: Tne Free Press, TUDHJ, p. <2D.
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disasters of this disastrous age'’. (182)

And Victor Zitta,
in a hostille and somewhat eccentric book, approaches Tukacs
as a psychopatological case and a lephistophelian figure_( 183)

Lukdcs 1is undoubtedly a controversial persoﬁ, who
came under attgck‘ﬁany times during his life, from the East
and the West allke. Par%inson sy&gests the words of Rabbl
Jonathan Eybeschﬁtz in Feuchtwanger's Jew Suss provide the
most approprlate desevription on Lukdcs as a man: "It is -
easy to be a martyr, 1t 1s much more difficult to appear 1n
a shady light for the sake of an idea". (18&)

Lukacs was a communist who rought for the sake of an
ydea a1d appeared in shady lights. Yet, ne was also pretly
clasc to becoming a martyr. During the Stalinist purges he
was thrown in pricon in the Soviet Unlon and had been deported
to Rumanila for hils parﬁicipatiqn in the Hungarlan Revolt 1led
py Imre Nagy. In both cases his 1ife had been saved thanks

" to hls international fame. Lukdcs was a humanist. Wrlting

on One Day in the Iife of Ivan Denisovich, he stated that
althouph the concentration "camps cpltomize one extreme of
the Stalin era, the author has made his ski1lful grey monochrome

of camp‘lifc into a symbol of everyday 1life under Stalin. He

(182) geor e Lichthcim, "hn Intellectual Disaster',
Encounter, May 1903, p.

{183) Victor Zitta, Georf Lukacs Marxism, Alienation,
Dialbcticu, Revolution (The Hagpue: Tortinus WiJnoll, 19o).

(154)0, H. R. Parklnson, Georg Lukdcs, p. 2.
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was successful in thils because he pgsed the értistic question:
Wnat demands has this "ra made on man? Who has proved himself
as a human belng? Who has salvagéd his human dignity and
integrity? Who haifheld his own--and how? Vho hés retained
his esscn@ial hUﬁgﬁity? Where was this humanity twlsted,

broken, destroyed?"(255)

(185)George Lukacs, Solzhenitsyn, pp. 13-14.
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