


82 Janusz Misiewicz

Medieval literature differed so much from that of antiquity because, while preseving
the imitative understanding of the role of poesy, it reflected radical changes in the
mediaeval view of the nature of things and of the reality which the literary work was to
show.

Following in the steps of antique examples the literature of modern classicism
imposed a number of rules (proper modes of presentation) on the task of recreating
reality; their poetic convention, together with the accepted principle of probability,
determined the image of the world contained in the work. To represent faithfully meant
then to depict the world in a manner which avoided the presentation of unusual events,
expressed no violent emotions, and broke no rules of the socalled ’good taste™.

Thus, the poetic convention also indirectly expressed a certain view of the world
which determined the nature of what the literary work showed.

Generally speaking, each variety of faithful representation is conditioned by some
historical world view. The latter decides about the manner of its realization and deter-
mines the criteria of truthfuiness of the literary work. (This is probably a reason for the
occurrence of so many theoretical varieties of realisms, covering artistic phenomena of
greatly different scopes). The problem of representativeness cannot be considered in
isolation from what, for whom, and for what reasons is regarded as representative.

However, the acknowledgement of cognitive values in the literary work to some
extent presupposes an autonomus treatment of the world presented in the work. If we
assume that the stratum of represented objectivities in the work is merely a copy of the
historical situation in which the work came into being, it would be meaningless to
confront its content with the experiences of subsequent epochs and generations. The life
of the literary work in its historically changeable concretizations consists precisely in
discovering mainly such cognitive values of the work which prove lasting and retain their
significance also in different historical situations.

The faithfulness of representation may be realized only in forms limited by a
historical world view, but the evaluation of the value of the truthfulness of the work
consists in going beyond the determination of this world view. In other words, the work
comes into being by force of a world view but it is then evaluated mainly in aspects of
different modes of thought. One may thus state that the cognitive tasks of the literary
work are historically changeable as much as the evaluative criteria of its cognitive values.

The aesthetic effects of the literary work seem to be somehow fused with its presen-
tational function which conditions their character and specificity. At the same time, it is
much easier to say which and what aesthetic functions are not specifically literary than to
provide positive characterization of the nature of aesthetic literary functions.

It seems to me that because of the character of the construction of the literary work
its formal valuable moments play a subordinate role in the set of its artistic values. The
literary work is also "lacaing” in values of immediate sensory influence. Apart from the
stratum of word sounds, all the other components of the work are not fully qualitative
and sensory. The world presented in the literary work cannot therefore directly affect
one with the beauty of a shape or appearance.

Likewise, the concept of aesthetic value defined as a ’coherence of the adjustment of
the qualitative moments of the work™ has no proper application to the literary work
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unless the concept of “quality” is expanded enough to cover non-sensory moments which
are not immediately given.

The consequence of the subordination of the vocal (formal) component of the work
is that the effects of the “aesthetically active form™ certainly do not belong to the main
functions of the literary work.

One may also doubt if the literary work at all has any form of construction specific
for itself (like painting or architecture),

Hence, all aesthetic formalism fails to provide a proper perspective for the description
of the values and functions of the literary work. In keeping with its calling, it qualifies
artistic creation exclusively in respect to the effects of the formal components of the
work, while in literary works the latter are prompted by the moments of content and, on
a higher plane, also by the world views which condition the appearance of some artistic
forms.

Although traditional aesthetic categories, such as the tragic, the sublime, the comic,
the grotesque, do denote in a general way the qualitative label of the world presented in
the work, yet they do not forejudge the tenor and nature of individual realizations of the
values, since they are merely single variants of value constituting. Besides, most literary
works have qualitative endowments which cannot be covered by any one of these cate-
gories since they are neither grotesque nor comic nor still tragic.

Thus, among these various approaches to artistic values we cannot find the one that
could be used without objections in apprehending the artistic qualifications of the literary
work.

Is there any way out of the dilemma?

It seems to me that the manner of constituting values by the literary work justifies
the use of a certain traditional aesthetic category, though in a new formulation of its
sense and scope. I have in mind the classical principle of appropriateness (decorum), in
which agreement between the theme of the work and the means of artistic expression was
a measure of the work’s value,

I propose to understand appropriateness as a “coherence of the elements of content
and form in the work™ which conditions its aesthetic effects and to consider what scope
of its use would be justified.

The classical principle of “appropriateness” (decorum) combined the postulate of
the relation between the moments of content and form of the work with astore of
constant rules of creating the literary work. For example, French classicism claimed that
the alexandrine was the proper (and only) line for tragedy and that only a ruler could be
its hero. In this way the principle had, in fact, the sense of an aesthetic norm and the end
of classicism in European culture also put an end to the norm.

The definition of appropriateness proposed by me does not concern any historical set
of forms in creating the literary work. If we expand the concept of appropriateness to
cover the whole history of European literature, it will become evident that in each phase
of its existence literature respected a different kind of appropriateness, the decorum
principle meant one thing in antiquity, something else in the Middle Ages, and still
another thing in modern times.

Because of the historical variety of content of literary works and aspects of the world
contained in them, the problem of the appropriateness of content and form of the work
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artistic community propagating a certain superior style, direction of influence, and world
views, is today perceived as a kind of condition of one’s presence in culture. The distin-
ctiveness of particular works is thus paid for with a servitude of participating in a group,
while originality is tamed by the aims and assumptions of the “paternal™ artistic trend.
Since identity and unity of a trend condition the coherence of its world view premises,
and of aesthetic assumptions in particular, the work belonging to it appears first of all in
the role of a model artistic object, in some measure embodying the features of a program.
Hence, there occurs a shift of certain functions of the work from the realm of high
literature to that of popular literature or entertainment, so characteristic of contem-
porary letters; this is particularly true about those qualities and effects which shape the
emotional category of reception. :

In this way the lack of a general aesthetic norm creates a double uniformization of
present literary production and brings a variety of works which are purposefully non-
-emotional and oriented towards aesthetic reception, on the one hand, and, on the other
— works intentionally entertaining, characterized by great emotionality. Therefore, in
both varieties the manner of integrating the moments of content and form is, to some
extent, predetermined, though motivated by different concepts of value. They are con-
ditioned by contradictory world views, reduced to an exterme choice: either a purely
artistic work or a strictly ludic work, deprived of artistic ambitions. Hence, one may
conclude that the lack of a common norm favours the appearance of phenomena deprived
of artistic value, that is to say, phenomena which are not negative in the evaluative sense
but which, on the whole, do not aspire to the creation of values of this kind and to the
aesthetic form of reception.

If in works characterized by a high degree of coherence it is difficult to discover
. unnecessary or purposeless components, then in incoherent works content significantly
jars with form, while the purposefulness of using accepted means of creation seems
doubtful, especially if we assume that only aesthetically shaped components of the work
are purposeful. For instance, in some works employing the form of a tale one may easily
find elements which do not function aesthetically, such as all those descriptions which
have no significant sense or characterization of protagonists and objects expanded above
the average norm and without any apparent need.

It seems that Witkacy was right when he said that brevity is the measure of the
work’s value. However, the verdict should be taken cum grano salis. The problem is that it
is easier to impose a strictly artistic organization on a short literary form while a longer
form seems to a greater extent to be under the pressure of non-aesthetic factors; for
instance, the epic variety of work is constructed as a report of events.

Let us take a closer look at some of the contemporary kinds of entertainment
literature, at the types of programmatically monofunctional works, such as a thriller or
tear jerker (melodrama). In works of these kinds, whole complications in the plot,
frequently greatly expanded, work to achieve a relatively modest effect in the form of
producing an intended emotional reaction in the reader. Thus, without difficulty one can
find in them components which are unnecessary even from the point of view of the
assumed effects of these works. However, it is more important that these works them-
selves are not really “necessary” in respect to functions to which they aspire. For it is not
the concrete story that really counts but only its effect. These works also have a scale of
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wysoce artystycznie wartoSciowe majg status ,,indywiduum”, to jest przedmiotu indywidualnego
i swoistego, przede wszystkim za sprawa oryginalnego charakteru urzeczywistnionych w nich wartosci.
Te drugie spetniajg zarazem pewng ogélng regute tworzenia, w proponowanym przeze mnie nowym
okresleniu jej sensu i zakresu. Jest nig tzw. zasada ,stosownosci” (decorum). Autor uznaje zatem, Ze
wartoéc artystyczna utworu literackiego polega przede wszystkim na osiagni¢ciu harmonijnej jednosci
treSciowych i formalnych momentéw dzieta, choé w kaidym odr¢bnym przypadku harmonijno$é ta
jest uzyskana w sposéb swoisty i niepowtarzalny. MoZna wigc rzec, fe prawdziwe dzieto sztuki literac-
kiej samo ustanawia sobie regute i samo jest jej urzeczywistnieniem.

PE3IOME

DaKTUYECKaR M CYUeCTReHHAA HEeONHOPOJHOCTb T.H. XYAOXKECTBEHHON# Jurepa-
TypPBl BEJ€T K TOMY, YTO HE€ BO3IMOIKHO JIUTEPATYPHOMY NDOM3BEJEHMIO NPMIUCHLIBATH
[TOCTOAHHOTO 3anaca (YHKUMM M LEeHHOCTM. JIuTepaTypHble LEHHOCTM peanu3upy-
10TCH cBOeobpa3HO B pa3HbIX MHAMBUMAYRJBHBIX ciay4dasax. He Bcerga JmrepaTrypuble
NPOU3BEJEHMA CTPEMATCHA apPTUCTHUYECKM BO3geicTBoBaTh. OcobenHo NONyaspHbIE
JKaHPbl COBPEMEHHOM T.H. JIUTEPATyPhl ,,pa3B/IeKATEebHOM” OTKa3LIBAIOTCA OT CO3Aa-
HUA apTUCTMYECKMX LEeHHOCTEN, a TJaRHAfA MX LEeJb -— 3T0 BO3NEMCTBME HA IMOUMM
norpeburens caMbIMM IIPOCTHIMM, LIAOJIOHHBIMM CEEeACTBAMM BBbIDAXKEHUA. DTOT pox
JUTEPATYPHOTO IMPOM3IBOACTBA CO3JAaeT INLOM3BeleHMA MMEKLIMe 0 MHEHMI0 aBTOpa
cTaTyc ,9K2eMiaAapa’”, T.e. TUIIMYHOTO NPOAYKTA, HAaXOJAIErocs B COOTBETCTBIOLIEM
macwitabe ,,norpeburenbcKoi HeHHOCTH'. BbICOKOAPTHCTHYECKME INPOM3BeAeHun obia-
AAIOT CTATYCOM ,MHAUBMAYYMa”, T.e. MHAMBUAYAJIBHONO M ocofeHHOro mpeaMera, Gia-
rojlapA OPUIrMHAJNILHOMY XapaKTepy OCYIReCTBJIEHHBIX B HUMX LEHHOCTEN. OTU npo-
M3BeJEeHUA OTBEYAIT OOIMM YCJIOBMAM TBODEHMSA, B NpENJaraéMbIM MHOK HOBOM
onpejeNeHuy ero CMbICa M AMAnma3’oHa. OTO T.H. NPUHUUN ,,cO0TBeTcTBMA” (decorum).
ABTOpD NpM3HAET, 4YTO AapPTUCTHYECKAd LEHHOCTh JUTEPATyPHOIO IPOM3BEAEHUA 3a-
KJIOYAEeTCHA MpeixKJe BCero B JAOCTUKEHMUM rapMOHMUYECKOTO E€LMHCTBA COAepKaTellb-
HBIX M (OpPMaNibHbIX MOMEHTOB MNPOM3BEJEHMA, XOTA B OTIAEJBHOM CJiydae 3Ta rap-
MOHUA AOCTUTAETCA CBOEOOPAa3HBIM M HENOBTOPAIIMMCS 06pa3omM. MOXKHO yTEEpPXKAaTh,
YTO HACTOAILEE MNPOU3BEACHMUE JIMTEPATYPHOTO MCKYCCTBa OIpedesseTr IPHMHIMII M €ero
peanusupyer.






