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Introduction

In 1911 the success of Szindbdd, a composite novel, turned Gyula Krady
(1878-1933) into a bestselling author. Both the critics and the reading public
immediately accepted him as one of the masters of modern Hungarian fiction.
Since then literary criticism has presented a strange mirror image of this event:
the novels and short stories Kriidy published before Szindbdd have either been
regarded as juvenilia following his great predecessor Kalman Mikszath, or as
embryonic Szindbdd pieces. The reference to Mikszath and Szindbdd has consid-
erable power. It organizes the possible interpretations of the early short stories,
emphasizing certain features and suppressing others. The third type of interpre-
tation is a compromise, which describes Krudy’s early short stories as the stages
of a process connecting Mikszath and Szindbdd. Between these well-known
endpoints, the uniqueness of the early short stories is bound to be lost. Kridy is
probably the most neglected modern Hungarian classic. His early periods are
practically unknown.

This neglect is for a number of reasons quite understandable. Starting when
he was only fourteen, Krudy had published about a dozen novels and more than
fifteen hundred short stories by 1911, only a tenth of which has ever been col-
lected into books. The rest are still buried in daily and weekly newspapers. As
the numbers show, Krudy wrote novels and short stories in such abundance that
even the word ‘prolific’ is, in his case, a gross understatement. Nobody knows
exactly how many short stories he wrote. He certainly did not. The bibliogra-
phies of his work are hopelessly unreliable. The last one of these, Mihaly Gedé-
nyi’s bibliography', contains almost five thousand entries, which is by any stan-
dard an astronomic number, yet the actual number must be higher.

The period in which he started publishing was until the beginning of the
Great War, the Golden Age of the local press, unrivalled by the radio or the
television. In 1897, for instance, there were more than nine hundred local news-
papers in Hungary. Even small towns had their pro- and anti-government news-
papers, and many of them carried a short story each day. Krady knew perfectly
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well how to exploit the situation. Most of his early short stories were published
more than once, some of them five times, with major or minor modifications, the
origin of which cannot be determined with any certainty. He did not care about
the manuscripts. He kept a collection of his short stories, in the form of newspa-
per clippings, in a suitcase. When he arrived in a new town, and while he was
still more or less sober, he grabbed a handful of the clippings and offered them
for the local papers. The editors, it seems, were happy to have him among the
contributors.” As a result, it is wellnigh impossible to find and read all his early
short stories. (Some of them, stolen from the libraries by Krudy’s admirers, are
probably lost for ever.) It is by no means accidental that there are at least four
hundred errors in the first two thousand entries in Gedényi’s bibliography. And
those who collected his ‘mature’ writings took it for granted that, when com-
pared with his later masterpieces, whatever preceded Szindbdd must be less
valuable artistically and, with a few exceptions, left them out of the subsequent
editions of his collected works. A handful of contemporary critics, like Dezs6
Kosztolanyi, Elek Londesz, and Aladar Schopflin, knew long before Szindbad
that Krady was one of the major authors of the period. In any event, his later
masterpieces guarantee that the neglect of his early periods is unjustifiable —
even if the harshest critics of his early periods are right. This is an attempt to do
justice to the short stories of the period between 1902 and 1907.

The study of Krudy’s poetics is also significant on more general narratolo-
gical grounds. His technique is both well outside the mainstream (in the sense
that it is very difficult to find decisive similarities between him and his European
contemporaries) and amazingly successful. If both assumptions are true, then the
minute analysis of his works will probably shed new light on age-old narra-
tological problems. ’

Temporal structure

A passage from Hét szilvafa (789) seems to be suitable to start out from. It
displays some of the characteristics of Kriidy’s poetics.

Otthon semmi egyebet nem csindlt, mint foldesir volt. Lesétalt a “falu”-ba, ahol
vilyoghazakban némely 6reg cseléde lakott. Ezeket a cselédeket jobbagyoknak
nézte, €s dehogyis jutott volna eszébe akarmelyiknek ellentmondani a tekintetes
tirnak. Oreg, félig vak vizslaja banatosan 6dongdtt a sarkdban, a nemesi birtok
Jegenyefai baratsagosan sigtak dssze a kis dregur feje folott. Az urasagi haz felsl
— tulajdonképpen egy igen egyszer( falusi haz volt az, fehér ambitussal ¢és fell
nédfedéllel — harangiités hallatszott. Ezt a harangszot a birtok minden részében
meg lehetett hallani, és azt jelentette, hogy délre jar az id5. Mar fordult is az dreg
vissza, hazafelé, a “jobbagyok” jé étvagyat kivantak a tekintetes urnak, és a szél
szarnyain porkélt szaga terjedt az urasagi haz feldl.
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— Urtipérkslt van ebédre! ... — mondta nyelvesettintve az Sreglr, mintha tiz esz-
tendd 6ta nem mindig az lett volna ebédre. A siiket, vén gazdasszony, aki csupan
szeles s nedves idében, amidén kdszvénye kinozta, mondott fel az dreglrnak,
mar nem is tudott mast fozni, mint tirlipdrkoltet. Az Sreglr joiziien csdmcesogta
meg ebédjét, majd a z6ld kors6bol toltoit (csak egy ujjnyit, mert a sz6l6gazdasag:
néhany venyige vessz6 egy lugason, nem engedélyezett tobbet), és gyonyodrkodve
nézett széjjel tavaszi idében a napsugaras tajon.

— Ha minden magyar (gy gondolkozott volna, mint én, sohasem ment volna
tonkre az orszag — mormogta. — No de, 41l még az utolsé nemesi birtok.

Az esztendok mulasaval mindinkdbb meggy6z6désévé valott, hogy az utolséd ne-
mesi birtoknak fennmaradasara éppen olyan sziikség van, mint akdr az alkot-
manyra. “Honnan ismerhetné meg az 0j nemzedék, milyen volt apai élete?” —
gondolta néha magdban, ¢s dreg jobbagyait az esztendd nagy linnepein maga ko-
ré gyijtotte, s egyiitt énekelte velik a zsoltarokat. Maskor, ha vendég vetddstt a
hézhoz, egyszerre megvaltozott az egész nemesi birtok képe. A cselédek tinnepld
ruhdban szolgaltak fel az urasagi haznal, és a nagy konyhan akkora tliz lobogott,
mint egy kalyha.

The text presents a double vision. On the one hand, the narrator is thor-
oughly familiar with the situation he describes. He knows much more than an
outsider or a casual visitor. He follows the old gentleman wherever he goes, he
can hear what he says to himself, and seems to understand the way he sees his
own world. On the other hand, the narrator does not share the old man’s vision
of the world. He has his own perspective. The juxtaposition, the ensuing tension
and the interaction of the different views create a dialogical text. The passage
quoted allows, sometimes even invites, the reader to assume that the hero and
the narrator are opposed as the representatives of the past and the present. Not
only the narrator looks upon the old man as a relic of a bygone age, but some-
times it appears as if the protagonist agreed with him. Although they seem to
stand for the past and the present, it would be a mistake to give an account of
their differences merely in terms of subsequent historical periods. The two
worlds are present simultaneously. The worlds the protagonist and the narrator
live in are different worlds with different rules, conventions, values, probabili-
ties and languages.

Since it is the narrator’s point of view that dominates, the old gentleman’s
perspective is to be disentangled from the narrator’s discourse. The relationship
of the two worlds is not quite clear. The languages are translatable, at least ini-
tially, from the narrator’s point of view. The narrator translates the old man’s
words into his own language. The translation, however, always brings about
major corrections. For instance, what the hero thinks to be a village is in fact,
that is, according to the narrator, a collection of a few adobe houses. The narra-
tor justifies his correction on the basis of his wider perspective and his knowl-
edge of contemporary reality. While the labels the old gentleman uses have only
limited validity, the ones the narrator introduces to replace them are supposed to
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be seen as accepted more generally. At the same time, however, the necessity of
corrections makes it doubtful whether the two worlds are translatable at all.
Whenever the narrator changes the labels, the whole landscape changes as well.

The temporal structure of the world in which the hero lives is cyclical, or in
other words, it is based on a type of identity that is not vulnerable to the passage
of time. In such a world the repetition of the same event can be taken for granted
— to the point that it does not make sense to ask whether the old gentleman’s
walk on his property is a singular or an iterative event, or to ask how many times
his old cook can refuse to work and quit her job. It is this type of temporal
structure that allows the hero to be pleased with the smell of the same mutton
stew that has been served to him every single day for a decade. Such events (and
the recurrent coincidence of different events) can be regarded as most improb-
able from the perspective of linear time. It is difficult to appreciate the cyclical
conception of time, and the conflict of various time schemes in general, because
the type of literary criticism (that is, formalism and structuralism) that systemat-
ically studied the temporal structure of narrative works is intimately related to
the linear conception of time.

Discussing Proust’s “intoxication with the iterative,” Gérard Genette intro-
duces the term “pseudo-iterative.”* What distinguishes pseudo-iterative scenes
from the iterative proper is their “richness and precision of detail.” Because of
these features, “no reader can seriously believe they occur and reoccur in that
manner, several times, without any variation.” The category of pseudo-iterative
may be useful for describing some aspects of Proust’s narrative art, but it would
certainly be misleading to apply it to Krudy’s short stories. The pseudo-iterative
can be useful when the problem of repetition emerges within the context of lin-
car time. But when the conception of cyclical time, the essence of which is un-
modified repetition, is also involved, it is necessary to suspend the decisions
reached on the basis of linear time. To rule out the possibility of the repetition of
extended conversations and recurrent coincidences — on the ground that it is hard
to believe they can take place without any variation — is to say that there is ne-
cessarily a Heraclitean principle at work in the world, or rather in any world. But
this is precisely what is at stake in some of Krudy’s early short stories. Many of
his characters live their lives on the assumption that “[w]henever the same con-
ditions are fulfilled, the same entities reappear.”

Genette also suggests that those passages that state literally “this happened
every day” should be understood figuratively as “every day something of this
kind happened, of which this is one realization among others.”” Undoubtedly
Genette’s formula can be used in a number of cases, but on the whole it resem-
bles the way the narrator re-writes the phrases Somodi actually thinks and says.
This indicates that the various time schemes have a built-in bias, which will in-
evitably change the structure and meaning of events. One is tempted to say that
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there is no neutral time scheme. The linear conception of time is not any more
natural than the cyclical. To put it another way, the various conceptions of time
should not be seen as parts of nature.

There is another, similar problem. Genette mentions that there is a type of
action, the renewal of which is “wholly contrary to its nature.”® Death seems to
be a good example. Certainly, there is a common sense world in which nobody
can die more than once. But this is definitely not Kridy’s world. In some of his
short stories and novels, even death is a repeatable event:

A halott még mozdult néhényat, aztin véglegesen, csendesen meghalt.
(Korvin lelke, [1281])

Almos ur egy napon meghalt.
Ezt minden esztendében megeselekedte [...} (Napraforgo, [2416])

More or less systematically Krudy questioned the consequences of linear
time. For instance, some of his characters meet themselves, different persons
turn out to be the same person, or a broken cup reappears as if nothing had hap-
pened to it. The case of the broken cup was too much for one of Krady’s editors.
He must have thought that cups cannot be both broken and intact. He decided
that the word “same” was a typo, and corrected it to “similar.”® And a critic,
commenting on the word ‘same’, said that it was “somewhat illogical.”** Actu-
ally, what they do is not essentially different from Genette’s suggestion: when-
ever it is hard to imagine the word “same” applies literally, it should be under-
stood as “similar.”

Discussing similar issues Tzvetan Todorov claims:

The minimal complete plot consists in the passage from one equilibrium to an-
other. An “ideal” narrative begins with a stable situation, which is disturbed by
some power or force. There results a state of disequilibrium; by the action of a
force directed in the opposite direction, the equilibrium is re-established; the sec-
ond equilibrium is similar to the first, but the two are never identical.
Consequently, there are two types of episodes in a narrative: those which de-
scribe a state (of equilibrium or of disequilibrium) and those which describe the
passage from one state to the other. The first type will be relatively static and,
one might say, iterative; the same kind of actions can be repeated indefinitely.
The second, on the other hand, will be dynamic and in principle occurs only
once.!!

Here again the conception of linear time is speaking, and what it states is ab-
solutely logical — as long as we restrict our investigation to narrative works that
are based on linear time. However, the short story about Pal Somodi is entirely
different. The situation with which it begins is both stable and unstable. Accord-
ing to the narrator, the forces of change have been there for some time, seeking
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an opportunity to usher in a new historical period. Thus, the state of disequilib-
rium predates the beginning of the story. Somodi’s world resists the forces of
change. This is what makes it relatively stable, unique and worthy of the narra-
tor’s attention. When Somodi dies and his son returns from America, the forces
of change seem to gain momentum, but the new situation is far from being really
new. It is just another possibility for the forces of change. In other words, para-
doxical as it may sound, even the linear time scheme works through similar,
repeated events. This shows that the narrator’s time scheme interacts with that of
the protagonist from the beginning.

Pal Somodi and his son, Sandor, are introduced as opposites. Sandor left his
country, and was, according to his father, “konnyelmi, 1éha ember.” However,
when he returns and spends some time on the property, he decides to continue
his father’s role. This prompts a member of the local gentry to remark:

— Az utolsé tekintetes ir nem halt meg. Ott lakik még mindig Loncsoson.

The same conditions are fulfilled, the same entity reappears. Although they
were introduced as opposites, the local society accepts P4l and Sandor Somodi
as representatives of the same function, which also means that the first and the
second situations are exactly the same. Pal and Sandor are not just similar or
doubles. They are identical, regardless of the differences they might have. The
world the Somodis live in has its own criteria of identity. The fact that Somodi
junior is accepted as the same as his father also means that the story as a whole
is shaped by the logic of cyclical time. The (dis)equilibrium described in the first
part of the story is not upset or brought to a conclusion but reinforced as
(un)stable. Using Todorov’s terms, one could say that the short story does note
describe a “passage from one state to another.”

The cyclical conception of time can be related to metaphorical and paradig-
matic structures, while linear time to metonymical and syntagmatic structures. In
the protagonist’s world identity is periodically superimposed upon the passage
of clock time and upon personal difterences. In Krady’s short stories the causal-
ity of the cyclical time scheme often dismantles the metonymical causality of
linear time. For instance, Sandor Somodi’s decision to continue his father’s role
does not follow from his own life.

The narrator, as opposed to the protagonist, regards the present as fundamen-
tally different from the past. The result of the tension between the hero’s cyclical
and the narrator’s linear time is, among other things, irony. However, since the
narrator’s distance from the protagonist is uncertain at the beginning and is
gradually diminishing, the irony is mild and benign. The text shows Pal Somodi,
the last of the feudal landowners, as a harmless old eccentric whose favourite
pastime is the re-enactment of the past. Not only does he accept the role, but
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takes it most seriously. The sentences in which he refers to himself as the owner
of the last feudal estate make it obvious that he considers the current state of
affairs in his country to be an anomaly. He looks upon his own property as an
institution and upon his own way of life as the standard. The function of both
his property and his way of life is to maintain the repetitions required by the
conception of cyclical time. What makes the utterances of the protagonist ironic
is the fact that they take place in the context of the narrator’s linear time. Somodi
is no longer one of the many similar landowners. The sameness that once domi-
nated society, space and time is now restricted to a single example, the survival
of which is somewhat doubtful. Living in his own world, Somodi is not willing
to consider that identity is not natural but conventional and that it depends not
only on him but on society as well.

The irony in the first part of the short story changes to eulogy in the second,
which makes the identity of the narrator questionable. This is one of the many
paradoxes Krudy’s short story creates. While Pal and Sandor Somodi turn out to
be identical, and the cyclical time scheme seems to be victorious, the identity of
the narrator is subject to serious doubt. How could he be consistent, if his atti-
tude to the Somodis switches from irony to eulogy? In a sense Todorov is right,
and even this short story is based on a passage from one state to another. How-
ever, this passage takes place not in the events of the outside world but within
the narrator. The change in the narrator’s attitude happens to coincide with the
return of Sandor Somodi. On this basis one might argue that the narrator is not
really inconsistent: irony and eulogy belong to two different states of mind, and
the change the narrator undergoes is caused by the decision Sandor Somodi
makes. The change is, in fact, development. If true, this argument cannot but
contribute to the paradoxes: the triumph of the cyclical time scheme over the
linear will be undermined by the development of the narrator. Causally moti-
vated, gradually unfolding development belongs to the world of linear time.
Thus, the opposites presuppose the existence of each other. Linear time works
according to the principles of cyclical time, while in order to be victorious cycli-
cal time requires linear time to be operational. In other words the narrator’s
culogy can be absolutely sincere, but the reader has reason to look upon the nar-
rator’s development ironically. Irony is simply transferred from the hero to the
narrator, which will in turn question the value of his eulogy, and irony will peri-
odically return to the protagonist.

The first sentence of the quotation is a hybrid, a mixture of the grammars the
protagonist and the narrator speak. Since there is a discrepancy between the two
parts of the sentence, it is slightly odd. When translated into English, the
strangeness of the sentence can be highlighted: “all he did was” and “be a feudal
landowner” do not seem to go well together. Different grammatical structures
and the various conceptions of grammaticality can carry different world views.
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The sentence definitely belongs to the unnamed narrator, but the temporal
scheme of the sentence (“all he did,” or, “he did nothing but,” referring to the
protagonist’s recurrent activity) and the phrase “feudal landowner” belong to the
grammar and the vocabulary of the protagonist. When uttered by the narrator,
referring to the owner of a tiny property, the sentence becomes inevitably ironic.
It is difficult to decide whether the narrator is using the words of the protagonist
as if in quotation marks, or his language is invaded by elements which belong to
the protagonist. In either case, the irony is not lasting. Being slightly odd, the
sentence has a marginal status in the narrator’s language. On the other hand, it
belongs to the core of the protagonist’s language. According to the sentence,
activity (doing something) and state (being a landowner) follow the same pat-
tern, and both are characterized by repetitions. The mixture of the grammars
involved yields a balanced compromise, which is halfway between the two in-
dividual grammars. However, the anomalous nature of the sentence is de-
emphasised. In his early period Kridy went out of his way to maintain the illu-
sion of closeness to spoken speech. There is an enormous amount of semantic
complexity with hardly any syntactic complexity — apart from the hybrid con-
structions — in these short stories.

There are a few more characteristics of the cyclical time scheme that will be
introduced by referring to other stories. The reality of the world based on the
cyclical time scheme is both created and maintained by the repetitions. Between
the repetitions, there is a span of wasted time:

Hej, hogy tudtak fézni valamikor! Az asszonyok egyebet sem tettek, mint siitét-
tek-fiztek, az urak pedig ebédeltek és vacsoraltak. Amely id6 kozbeesett, az az
1d6 elveszett id6 volt. (4 fGispan ebédei, [928])

It should be obvious that the repetition of events has considerable interpre-
tive power. The passage quoted suggests that life can properly be described only
in terms of cooking and eating. The passage is somewhat unique in stating that
there was a period that was nothing but the repetition of a single activity. In the
introduction of most short stories, there is a concatenation of short iterative
scenes, referring to various activities. The duration of the events can be meas-
ured in decades, and the repetition is indicated by the iterative verb forms and
the adverbs of time.

Az atyafiak mar hiisz esztendeje nézegettek be az udvaraba ott Gerlicen, ahol a
vadsz6los tornacon (lt a vordsarcu, kopasz dregember és mindig bort ivott. (Egy
bolondos végrendelet, [883])

There are hundreds of similar examples. Sometimes the concatenation of it-
erative scenes can be quite lengthy: they take up four pages in the five-page Egy
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Jjeles mulattatorsl (902). The concatenations often produce recurrent coinci-
dences which — from the perspective of linear time — make it hard to believe that
the events “occur and reoccur in that manner, several times, without any varia-
tion.” It is easy to provide an example:

A tunya Zathureczky csendesen mosolygott viroses bajusza alatt, amikor atpil-
lantott a keritésen Zsombolyékhoz vagy santa Szurmak Gyurihoz. A santa Szur-
maknak az udvaran a kocsis 6rokdsen a loszerszamot tisztogatta, a homokfutét
pedig hétszamra nem toltak be a szinbe: a santa Szurmak mindig atban volt.
Mikor felkapaszkodott a bakra az alacsony termet, nyugtalan tekintetii Szurmék,
Zathureczky Mihaly nagy néha csendesen rakszdnt a kerités mellSl:

— Hat csak nem nyughatsz itthon a feleséged mellett, he?

Szurmak megvetd mozdulatot tett, majd a lovak kozé csapott és foghegyrol felelt:
— Hallgasson az ur! Az urnak dunsztja sincs a politikarol meg a kozéletrdl. Kozel
sem engedték az urat oda, ahol a tudomanyt mérik. Kiilonben régen megmond-
tam, hogy az ilyen tunya fraterrel, mint az tir, nem allok széba.

A homokfuté kigordiilt az udvarrdl, és vitte a santa Szurmakot a politikahoz meg
a kozélethez. A tunya Zathureczky pedig szokatlan nagy fejét vélla kozé kapva,
cstfondarosan nevetett. Majd nagy medvetalpaival az udvar masik odalara bal-
lagott, ahol a keritésen atkukucskalt. Ott éppen csirkéket kergetett dzvegy
Docziné, a Zsombolyék hires fozoasszonya. A tunya Zathureczky egy kis gon-
dolkodas utan beleavatkozott a csirkék dolgaba.

— Mit bantod azt a csirkét, te gyilkos némber? — kérdezte bizonyos haraggal. (4
tunya Zathureczky, [693])

It is hard enough to imagine that the dialogue between Szurmak and
Zathureczky should always occur in the same manner, but it is even harder to
believe that after these dialogues, when Zathureczky walks to the other side of
his yard and peeps over the fence, his neighbour should always be doing exactly
the same thing. Sometimes, when the adverbs are missing, it is difficult or im-
possible to decide whether there is an iterative or a singular event, or rather
whether the cyclical or the linear time scheme is in effect:

Gaalné tovabb is jart éjjel a Tisza-partra, és a forré nyéri estéken bizony
fogyatékos volt a ruhdzata. De hat csak nem moshat selyemkontésben? A siiriy
flizes eltakarta, és a szelld, ha arulkodva hajtotta félre a gallyakat, Gaalné ijedten
kuporodott le a vizbe. Gaal Janos nevetd dérmégése hallatszott:

— Csak én vagyok! Gyere ki a vizbdl.

A menyecske szégyenlésen felelt:

— Csak menjen szépen vissza. Maganak sem kell mindent latni. (4 fehérlabi
Gadlné, [866))

The first sentence of the passage refers to iterative events but it seems unde-
cidable how many times the ensuing dialogue can occur. Confronting different
time schemes, Krady’s early short stories make this type of indeterminacy inevi-
table. It is only logical that the cyclical time scheme blurs the distinction be-
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tween present, past and distant past. In 4 megye pdvdja (920), Werbdczy does
not seem to belong to distant past but is referred to as “the old man” and is re-
garded as if he was a contemporary of the speakers:

A vén, goromba Barinkd varnagy, aki rosszkedvében még a szolgabirakat is ken-
dezte, Osszeiit6tte csizmaja szarat Prépostvaryné el6tt, s ezért a megyében gyak-
ran mondogattak:

— Nincs ilyen asszony az orszagban. Kisujjdban van az egész Corpus Juris. Még
tdn Werbdczy uramat is sarokba szoritand, ha élne az 6reg... Kar, hogy meghalt.

Another important characteristic of the world of the cyclical time scheme is
that the individuals who have names are examples of a repetitive activities:

A fozbasszonyokat ugy hordtdk az orszag egyik vidékérdl a masikra, mint
manapsag a hires orvosokat: Trinkéczyné nevezetesen egyebet sem tett harminc
esztendeig, mint folyton-folyvast utazott. (4 fGispan ebédei)

The individual’s way of live is prescribed by the tradition of the community.
The protagonists of the stories are often introduced as members of a set of simi-
lar individuals:

A régi magyar uri életben annyi groteszk figura volt, hogy hemzseg t6liik az dreg-
emberck elbeszélése. (4 legnagyobb bolond, [940])

Hajdanaban szélkakas nélkil nem is lehetett hazépitést elképzelni. (4 szurdoki
szélkakas, [829])

Nem tudom, ma is annyi-e a kutya a varmegyénk hizaban, mint abban az idében
volt, amikor én szolgaltam a megyét. (4 megye vizsidja, [848])

Régen sok zsivany volt hazankban. (4 zsivdany Barzé, [179])

In most stories the fate of the community is as important as that of the indi-
vidual protagonists. In some stories, the individuals are so overshadowed by the
community that they become marginal. In 4 Jord (948), the protagonist Sari Gaal
can only say one sentence of her own. In Falu a nddasban (930), it is definitely
the community that plays the central role, and only two individuals have names.
However, one of them formulates the most important thesis of the cyclical con-
ception of time: “Egyszer az nem egyszer, hanem mindenszer.” Even bizarre
events can start a cycle. In A4 legnagyobb bolond, Janos Prinyi makes up his
mind to die, be buried and resurrect. Soon, a number of people start imitating
him:

A debreceni kantor hetekig énekelt olyan koporsok felett, melyekben elevenek
fekiidtek, a halotti menetekben csupa nevetd, vidamorcdja gyaszolok mentek a sir
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felé, és a halotti énekbe belevegytilt a cignyok hangolasa. Mikor az éreg Cseffy
Abris hénapokig nyomta az agyat, s végre meghalt, a varmegyékben igy szoltak:
—No, ezt j6] megesinalta az dreg, de mi nem iliink fel neki.

Volt aztin nagy csodalkozas, mikor az dreg a temetobdl nem jott haza a halotti
torra. Nézték, keresték, vartak. Es amikor masnapig nem jott ¢l6, mindenki meg
volt gybz6dve arrdl, hogy az oreg Cseffy azért halt meg komolyan, hogy bolon-
dozasban még Prinyi Janos uramat is lefdzze.

Since both the cyclical and the linear types of causality are present in these
short stories, the individual stories vary according to either or both of them. By
introducing a degree of unpredictability, this feature makes room for chance and
randomness:

A végzet néha bolondos tréfakban leli kedvét. (Szép asszony papucsa, [994])

Vannak a sorsnak ilyen tréfai, az ember néha azt gondolna, hogy a vilagot vol-
taképpen egy élclap-szerkeszté kormdnyozza, aki bohokas 6tletei szerint jatszik
az emberi figurakkal. (4 nagyehetd Simkovics, [735])

Although the causality of the ¢yclical time scheme often disrupts the causal-
ity of the linear time, it is somewhat hard to point out its presence. Nevertheless
the following examples are fairly clear-cut. The explanation that the protagonist
does something because forefathers did the same thing would probably be insuf-
ficient in the world of linear causality. Still, this is exactly what the sentences
state:

mert mér ugyanezt 1atta Oseitdl. (4 megye pavija)
mert mér az apjatol is azt latta. (4 furfangos kisértet, [827])

mert apja, nagyapja, szomszédja is ugyanazt tette. (Rombadélt haz a faluvégen,
[668])

mert mir ugyanezt latta apjatdl, nagyapjatol. (4 mdsvilagi csizma, [9611)

When there are two types of causality working simultaneously, the turn of
events cannot be based on necessity. Similar situations usually lead to similar
conclusions in the world of linear causality, but they can yield different results in
Kridy’s short stories. In one of the villages of thieves, in Tar, there is an uninter-
rupted idyll, while another similar village, Geszteréd, is destroyed (4 becsiiletes
Gombos [828], Csorsz, [1137]). One of the entertainers a “captain” Sarvari, dis-
appears; the other, Gabor Sirontai, must realize that the traditional role he per-
formed is no longer needed; but the third, Gyuri Enyiczky, enjoys happiness and
prosperity (A bujdoso foldesurasdagrol [1057), Az utolso vendég [867), Egy jeles
mulattatorol). In one of the stories the treasure supposedly hidden in a coat is
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found, but in another story, it turns out that there was no treasure at all (4z
ordongds kodmon [927), Egy sikkasztas torténete [891]). One of the beauties,
Erzsi Milotai, suddenly turns into an old, ugly woman, while the charm of an-
other is unbroken (Szép asszony papucsa, A fehériabu Gadiné).

While similarities can bring about differences, different situations can lead to
similar conclusions. Not only the village of thieves, Geszteréd, is destroyed, but
Gér and Zugod as well, even though they have not committed any crime at all
(Csorsz, A lusta Gadlok [933), Ut a faluba [8201). The two Somodis also belong
here.

Point of view

In Krudy’s early short stories, the events are recounted by four types of nar-
rators: (i) the witness, (i1) the community, (iii) the narrator with limited ominis-
cience, and (iv) the protagonist. Usually, they have access to different aspects of
reality, or different aspects of different realities. Both grammatically and in their
assumptions, the discourse of the different narrators can either be sharply op-
posed or they can blend into one another. Each story shows a unique configura-
tion of the four points of view. The cumulative effect of their juxtaposition will
be that all the events that make up the story are to be appreciated from all the
rival points of view.

Some of the short stories begin by introducing a narrator who claims to have
witnessed the story he tells:

Gyermekkoromban még ismertem az dreg Barzo, [...} (4 zsivany Barzd)

Egy kis homokos és akacfis nyirségi faluban, ahol darab ideig gyerekeskedtem,
lakott egy szomort, csendes ember, Bubis Samuel [...] (Ddma, [1135])

The knowledge of the witness is limited. He is only an observer. In these
short stories the narrator never becomes the main protagonist, and in most cases
he does not tell his own story, even though the opening sentences like the ones
quoted above would provide the opportunity for doing so. In many stories the
narrator only implies that he has been — to varying degrees — a witness by men-
tioning casually that the events took place in his own village:

Egy hires sz{irszabo élt a vidékiinkdn, bizonyos Krotvai Janos, akit a kdrnyéken a
legfurfangosabb embernek ismertek. (Hol lakik Krotvai?, [752])

Egy szomori, dreg nemesember lakott a falunkban, bizonyos Zahorai Pal, akit
csak vasarnapi templomjardskor lehetett latni végighaladni a falun. (4z dsdk,
{908])
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Lakott valamikor a mi varmegyénkben egy furfangos, tréfakedveld uriember, bi-
zonyos Sarvari; illetbleg “kapitany Sarvari”, mert igy nevezte 6t az egész vilag.
(4 bujdosé foldesurasagrol, [1057])

The point of view of the witness is usually combined with other points of
view:

Gyermekkoromban még ismertem az 6reg Barzot, akir6l az a legenda jarta, hogy
egykor zsivanykapitiny volt. Némelyek, akik nagyon tisztelték az dreget, a hires
Sobri Joskat gyanitottak benne. (4 zsivany Barzo)

Egy kis homokos és akacfis nyirségi faluban, ahol darab ideig gyerekeskedtem,
lakott egy szomori, csendes ember, Bubis Samuel, akirdl mindenki tudta, hogy
szomorisaginak az az oka, hogy évekkel azelott elkartyazta a feleségét. (Ddma)

In addition to the first person singular of the unnamed narrator, there is an-
other narrative authority in the sentences quoted. The community is very often
not only a co-protagonist, but has its own narrative forms. The communal point
of view can be identified on the basis of the phrases referring to more than one
person playing a part in telling the story:

A kisvarosi kronikasok, akik mindenbe beletitik az orrukat, kiilonosen egy
kivanatos, szép asszony visclt dolgaiba, foljegyezték, hogy Tahiné is arra sorsra
jutott, mint mar sok asszony — beleszeretett a Bodolay kaftanjaba. (4 kaftan,
[697)

Kiilsnc, embergyiilolé lett 6reg korara, aki a podolini kdzvélemény szerint csak
azért sétalgat még a platanok alatt, mert az &rddgnek sincs kedve hozza, hogy
elvigye. (Popradi szdlldsai, {1270])

A podolini kdzvélemény azt tartotta, hogy itt hibdzta el Kaveczky Matyas az
életét. (4 hobortos Kavenczky, [1204])

The communal point of view is also present in expressions like “pletyka,”
“hir,” “legenda” and “babona,” which — except “pletyka” (gossip) — are difficult
to translate, because their vocabulary meaning changes under the pressure of the
context. They are roughly synonymous with gossip and rumour:

Nétt, nott az dgydgolyo hire. Aki nem latta, az tdbbet tudott réla, mint aki latta.
(Az agyugolyo, {651])

Nem kellett mar vinni a gydnydriiséges Gaal lanyokat. Megndtt a hiriik hiarom
varmegyére. Lehet, hogy nem is voltak olyan nagyon szépek, csak a hiriik tette
dket azza. A hir, amely az embereknél fontosabb mindennél. (4 hires Gadl kis-
asszonyok, [929])

Pedig nagy hire lett gazdagsaganak. Mar amilyenek az emberek: tizszer annyit
mondtak, mint amennyi valdjaban volt. (4z 6rddngds kddmon)
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[...] tdn a Gadl Erzsi laba se volt olyan nagyon fehér, hogy kilén foljegyeztes-
sék, csak a hire tette, az a bolondos hir, amely gyakran széppé teszi a rutat is, és
csinydva a gyonyoriit [...] Akik azt gondoltdk, hogy lattdk valamikor, mind
holdkérosak lettek attél a vakitd fehérségtdl. Pedig sokan vélték latni, mert a
menyecske ott szokta mosni egymaga csalanszovésii ingeit a kertjilkk végében, a
Tiszaban [...] Talan igy, talin masképpen kerekedett a szégyenlos Gadlnénak az
a hire, hogy olyan nagyon fehér a laba, amit pedig kozelrdl senki sem latott. [...]
A vénasszonyok nyelve pedig kerepelt, kerepelt, de hat még ez is csak a Gadlné
labanak a hirét novelte. (4 fehériabi Gadiné)

The narrator often distances himself from the communal point of view, and
implies that the knowledge the community has is not perfectly reliable.

Ha koriilnéziink ismerdseink kézott, senkit sem talalunk, aki valaha a kaftant
latta, megtapogatta, megsimogatta volna.

De azt mindenki tudta, hogy milyen. Fehér nyest a bélése, szegélye pedig egy
olyan ritka allatnak a prémébdl késziilt, amely dllat csupan a legzordonabb édzsiai
hegyek kozott tanyazik. Szovete kasmirselyem.

De nem is lehetett masmilyen a kaftan, amelyet a Bodolay a cserkeszek bégjétdl
kapott ajandékba, midon egyetemista koraban kardot vitt az oroszveré torok
fovezérmek. Legendik keringtek err6l az utazascol. (4 kaftdn)

Nobody we knew had seen it, but everybody knew what it was like. The
communal point of view is rarely free of contradictions. Kridy usually preferred
such latent incongruities separated by a number of sentences or pages to blatant
contradictions. One might say that the latent incongruity of the various points of
view is the most important structural characteristic of his short stories. The dubi-
ous consistency of gossip and rumour is an essential factor in the creation of this
internal tension. Although Krudy was definitely not the first to use the commu-
nal point of view, it is neglected in narratological works.

When the communal point of view dominates, and the characters leave the
scene, their travels are usually absences:

Elobb Gaal Karoly — a vords — tiint el titokban Zugodrél. Senki sem tudta, hol
jart, merre jart. (4 lusta Gadglok)

Olykor elutazott, senki sem tudta, hova ment; napokig elmaradt, majd hirtelen
ujra megjelent. (Hamis banko, [941])

[...] a paripa eliramodott Rohonkayval, aki soha tdbbé nem jott vissza a falujaba.
Nyoma veszett, eltiint. (4 /6 meg a szoknya, [1134])

Both the witness and the community have limited knowledge. They can only
guess what is going on within the protagonists. Neither the community, nor the
witness is reliable. When the witness shares the community’s point of view, he
will be a member of a set of similar individuals. The two points of view are in-
separable in the following passage:
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Ez a Rohonkay nem is hozzink val6 ember volt. Sunyi arci, rovid labszaraval
bizonytalankodva dgyelgé, kevésbeszédl ember volt. Allitélag valahonnan a fel-
sOvidékrdl keriilt ide birtokos embernek, és ha nem tetszett neki valami, azt
mondta, hogy: az masképpen van ott, naluk, ahonnan harminc esztendeje el-
kerilt. (4 /6 meg a szoknya)

When one of the points of view that shapes the story proves to be unreliable,
the reader is expected to re-interpret the events retrospectively. Some of the sto-
ries oppose reality and fantasy. In A lusta Gadlok the story is told as it is usually
recounted by the Gaals:

[...] a legnevezetesebb volt valamennyi kdzt Benedek, akinek valami drékségi
dologban el kellett volna utazni Németorszagba, mégpedig Hamburgba. Egy bi-
zonyos Amerikabol visszatért Gaal ott hirtelen elhalalozott.

Later, however, it turns out that the heritage was only a product of their col-
lective fantasy. Although reality and fantasy are opposed, it should be noted that
the Gaals interpret reality on the basis of the heritage, even after they learn it
does not exist:

A Gailok egymasra bamultak. Mintha valami kemény ostornak iitését érezték
volna a hatukon... Vége a legendanak. Ezentdill be kell érni a holdvilaggal és a
nappal, mas t6bbé nem vilagit nekik.

Krady, however, is only marginally interested in opposing fantasy and real-
ity. Instead of reducing the complexity of events to one definitive interpretation,
his short stories go in the opposite direction. Usually, the different points of
view are used either to create multiple worlds or divergent interpretations of the
same events. In this context even “reality” is just one of the interpretations. His
stories, sometimes described as “simple village sketches,” turn out to be any-
thing but simple. In fact they are almost as complex as his later masterpieces.

In 4 16 meg a szoknya the witness shares the point of view of the commu-
nity, while the narrator with limited omniscience is close to the protagonist.
Neither the witness nor the community are in a position to tell what Rohonkay
thinks:

Mindent megnézett alaposan, és hogy mit gondolt magéban, azt senki sem tud-
hatta. Egyszer, midén éppen két napig odakdboroit, hazaérkezve, egy kocsit latott
a haza el6tt. Piros napernyd viritott a kocsibol, és kis fehér ponilovacskak all-
dogaltak a rud mellett nagy nyugodalmasan. A lovakrdl régton folismerte Ro-
honkay a tabi foidesasszonyt, 6zvegy Szirnyak Janosnét.

— Vajon mit akar velem ez a boszorkany! — diinnydgte magaban, ¢s tan még mé-
lyebbre nyomta az 6klét a kabatja zsebébe.
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The passage is a transition between the point of view of the wit-
ness/community and that of the omniscient narrator. The first sentence states that
nobody knew what the character thought, while the last sentence quotes what he
mutters to himself. Here the transition is relatively slow and gradual. As a rule,
the point of view changes after the introductory passages. The role of the om-
niscient narrator is limited: sometimes he overhears dialogues, or knows what
the characters say to themselves or do when they are alone. His role is limited in
order to enable the other points of view to contribute to the story.

The role of the characters’ point of view is even more limited. It appears in
brief passages, subordinated to the omniscient narrator’s discourse. In 4 megye
pavaja Mrs Prépostvary sends her husband to Vienna:

Husz esztendeje nem jart Bécsben. Akkor dalias katona volt, és az asszonyok
szépek, hiresek voltak. Vajon milyenek mostanaban az asszonyok?

Sometimes the character and the omniscient narrator continue each other’s
sentences. In A hetedik szilvafa (985) Janos Gaal wants Erzsi, his granddaughter,
to tell him who she is in love with:

— Nincs neki neve — felelte Erzsi, és lehet, hogy igazat mondott. Utévégre tizen-
hat éves volt, s ilyenkor nem sziikséges még, hogy neve legyen annak, aki utin a
sziv eped. A kalendarium dsszes szentjei egyforma esélyekkel palyazhatnak az
ilyen szivekre, a Samuelek éppen \igy, mint a Jozsefek...

— Oh, hogy a mennykd csapna beléjik — nyogott keservesen az oreg. — Bezzeg
masként volt az én siheder koromban!

The affinity between the points of view of the witness and the community,
on the one hand, and between those of the omniscient narrator and the character,
on the other, can be seen in 4 megye dzvegye (945); Eszter Gyori is called the
“widow of the county” because all her late husbands worked at the county hall.
The introductory passage describes the iterative events of her life from the point
of view of the witness/community:

Az én gyermekkoromban még viragjaban volt — de nem lehetetlen, hogy még
manapsag is ott jar kel talpig gyaszban, nagy fekete fatyollal (mely al6l kivillant
két bogarszeme) a megyehaz folyosoin. [...] Tobbnyire az elhalt férje utan kere-
sett nem létez6 jussokat [...] Hubolai Gaspar — akit a régi jegyzdkonyvek igy
emlitenek: “utolsé alispan”, segitett is rajta kétszer: férjhez adta. [...] Aztan for-
dult egyet-kettt az ido kereke, talain még a porréteg sem lett magasabb megyei
hivatalok iratcsoméin, amikor ott kilincselt ismét Gydri Eszti talpig feketében.
Ozvegy lett ismét... [...] Takaros, szép asszony volt ez a hires Gyéri Eszti. Kebe-
le, valla, nyaka gémbblyil, mint a galambé; a csipbje rengé-ringod, mint a viola-
szal. Hervadhatatlan szép arcabol ugy vilagitott ki két szeme, mint a lampdsok.
Nemigen volt tanacsos azokba a lampésokba nézni, ha az ember szerette az éle-
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tét. Mert valami csoddlatos babona jart lithatatlanul ennek a szép asszonynak a
laba nyomaban. Nem is kellett hozzé dlmodozo falusi emberek babonasaga, be-
széltek a tények magukért: meghalt az, akit Gy6ri Eszti megszeretett.

The community seems to know what is going on. They are quite certain the
beautiful Eszter Gyéri is somehow responsible for the death of her husbands.
They think the “facts speak for themselves.” This, however, does not prevent her
new suitors from coming forward. The following iterative scene is on the verge
of being grotesque:

Az oreg Hubolai Géspar zavarodottan simogatta elére a fille mellett 8sz hajat,
amikor meg-megkérték tole a keresztleanya kezét:

— Ocsém — dohogta —, én nem vagyok babonas. Am itt az a kérdés, hogy nem
vagy-e te babonds?

- Dehogy, urambatydm — felelték a kérdk boldogan. — Ha csak ez a baj, ezen mar
segitettiink. Mert Esztike vonzalmaré! maris biztositott...

Hubolai does not care about Eszter’s bad reputation. Like her suitors, he
does not believe in superstitions. But there is one thing that disturbs him. After
the death of one of her husbands, Eszti visits him in his office:

Hubolai Gaspar mar varta. Megesokolta, leiiltette, €s igy szélt hozza:

— Tudom, miért jottél: férjet keressek neked, te szép boszorkany. Hat mar talal-
tamis...

— De Gazsi batyam — kialtott fel Esztike. — Hisz egy hénapja se mult még...

Az alispan indulatosan folytatta:

— Béanom is én. Azért én mégis talaltam neked valé férjet. Nézd meg jol — itt all
elotted. Kérem a kezed Esztike.

A szép Gydri Eszti meghdkkenve nézett az 6reg alispanra. Majd szelid mosoly
futott végig hervatag, szép arcan, melyre vékony pokhaloéit immar lerakogatta a
banat.
— Nem banom — mormogta, és a kezét nyujtotta.

Hubolai Gaspar a két tenyere kizé szoritotta a keresztleanya kezét:

— Igy... Nem adlak senkinek. Megtartalak magamnak. Annyit adtalak férjhez,
hogy utévégre megkivantalak magam is.

Here, again, the singular event, recounted by the omniscient narrator, con-
tradicts the introduction. When Hubolai proposes to her, Eszter’s “hervatag,
sz¢ép” face is shown from the character’s point of view. The witness/community
thought her face was “hervadhatatlan” and failed to see the grief in her expres-
sion. The description of her face tells us there is another interpretation, different
from the one the community has accepted. The ending of the story suggests that
the community was all wrong: Eszter has not caused but suffered the loss of her
husbands. However, this is not a story that opposes fantasy and reality. Even old
Hubolai can be one of those unfortunate men who fell under Eszter’s spell. It is
possible that the final scene in which Hubolai looks into Eszter’s eyes is far from
being singular. It brings back the community’s interpretation: “Nemigen volt
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tanacsos azokba a lampasokba nézni, ha az ember szerette az életét.” Although
both interpretations (Eszter as a kind of female fortune-hunter who puts her hus-
bands into the grave, and Eszter as the victim of her ageing husbands’ ill health)
include all the details of her life, they impart different meanings into them. Fur-
thermore, both interpretations are aware of the rival interpretation.

Metaphor

The ideology implicit in the cyclical time scheme, in the suspension of linear
causality and in the techniques of point of view, has, among other things, lin-
guistic consequences. The communities and individuals living in their own
worlds develop their own sociolects and idiolects. These languages are based on
various iterative activities. One of the most intriguing examples can be found in
A geszterédi agarak (987). When his daughter elopes with her lover, Samuel
Gaal cries out in pain: “Ellopta a tolvaj a legkedvesebb agaramat.” In the village
where Gaal lives, Geszteréd, the whole community is devoted to breeding race-
hounds, and everything is measured in terms of hounds:

Voltak itt asszonyok is, lanyok — de hiszen ilyesmi masfelé is akad. Torok, ke-
resztelok €s lakodalmak annak rendje szerint lefolytak, de mégiscsak az volt a
legnevezetesebb, ha valamelyik dicsGséges agar megkolykezett.

Samuel Gaal is the most famous hound merchant. When he calls his daughter
his “most precious hound,” he is not using a metaphor. He is speaking the local
language, his own sociolect, in which any value can only be expressed in canine
terms. For an outsider the sentence is bound to be metaphorical. An instance of
metaphor is a linguistic innovation, but the sentence quoted is, in Geszteréd,
based on the shared values and the local commonplaces. In other words, the
sentence is literal when Gaal Samuel says it. It should be noted that both the
literal and the metaphorical interpretations are insufficient in themselves. Both
are needed when the whole meaning of the sentence is explained.

Whenever there are parallel or multiple realities, similar expressions can be
found. In Az utolsé futébetydr the narrator mentions that “Minden ember masféle
szempontbé! fogja fel a kordtte torténd dolgokat.” In Oreg szekér, fako ham
(883), captain Sirotay conceptualizes the world in military expressions. He calls
his house “barracks,” and when he tries to find out how to approach Erzsi
Zsarno, he is involved in a “fogas habori-probléma.” Eventually the managed to
solve the problem because one day he “megattakirozta az asszonyt.” Another ex-
army officer called his old farm hand “sergeant,” and “egy részeg kocsist kur-
tavasra veretett” (4 bujdoso foldesurasagrél). The oenologist’s vision of the
world begins with the following words: “A magyar borban mintha benne volna



GYULA KRUDY’S EARLY SHORT STORIES 197

az egész magyar histéria, az egész magyar jellem. A hegyaljai bor a tarogato
hangjait ébreszti...” (Sarkany-vér [974]). In Hogyan veszett el a lengyel korona?
(1051) the protagonist spends his life collecting outrageously obscene expres-
sions, and “végiill mar nem is tudott masféle nyelven beszélni, mint azon a
nyelven, amelyet ¢ sajat maganak szerkesztett.” The examples suggest that
metaphor, the product of the interaction of various languages, is dialogical,
rather than a monologic, infra-linguistic phenomenon.

Short story cycle

There are innumerable cross-references in these short stories. The story
about the Somodis ought to be read with the story about Pal Hoka in mind (Hé?
szilvafa, Az utolso futobetydr). In general, all those stories, and there are dozens
in which the last representative of a certain activity is mentioned, should be
considered when any one of these stories is interpreted. Also, there are stories
about doubles, about villages that are destroyed, about entertainers, beautiful
women and ageing men, about treasures supposedly hidden; and there are the
recurrent protagonists, like the members of the Gaal and the Zathureczky fami-
lies, and P4l Popradi, as well as the stories obviously connected by their titles
(Milyenek az asszonyok? [972], Milyenek a férfiak? [1067)]). Although the stories
clearly belong together, for a number of reasons it is not easy to determine the
genre of the aggregate of which they are parts. It is certainly not a novel, not
even a composite novel as Maggie Dunn and Ann Morris define it:

The composite novel is a literary work composed of shorter texts that — though
individually complete and autonomous — are interrelated in a coherent whole ac-
cording to one or more organizing principles.?

The aggregate of Krady’s early short stories is definitely not a coherent
whole. It is much larger than the collections of stories Krudy published in this
period. He did not seem to care if his readers realized or not that some of his
stories belong together and significantly modify each other’s meaning. This does
not mean that the stories are just remotely similar or loosely connected. For ex-
ample, Krady wrote two stories that have a protagonist named Pal Popradi
(Popradi szalldsai and Kdazmér, az asszony [1385]). The setting and the plot are
the same — with opposite endings. Both stories were published in Heét, the first in
1908, the second in 1910. Since then they have never been published in the same
collection of stories, which means their connection has not been discovered by
Krady’s editors. The organizing principles of the aggregate are also dubious. In
particular, it is far from clear how many stories belong to the aggregate. In addi-
tion, the order of the stories is random, or perhaps randomly circular. The
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meaning of the two stories about Pal Popradi depends largely on their order. For
more than one reason the short story cycle is a most fitting term in Krady’s case.
When Maggie Dunn and Ann Morris explain why they did not adopt the ex-
pression “short story cycle” to refer to what they call a composite novel, they
say that “a ’cycle,” in anyone’s definition, implies cyclical motion, a circular
path, a return to the beginning, all of which preclude linear development.”" All
these features are absolutely relevant when we are discussing Krady’s stories.
(And there are very similar problems in some of Krudy’s other works, like
Szindbdd, even though they are usually thought to be “coherent wholes.”) Still,
there can be no doubt that the stories discussed here are parts of a whole that
may not be easily defined. In Krudy’s words:

Az volna a vilag legmulatsagosabb kényve, amelybe 6sszegyiijtenék a magyar
familiak régi babonait, legendait, anekdotait. (4 babonds ing, [942])

Krudy did certainly write some of the chapters of this book. Since the idea of
an ordered whole may contradict cyclicality, it is quite possible that this book
must be precisely such, and different from any other book. A composite novel,
like Szindbadd, seems to be both a restriction and a special case of Krudy’s con-
ception of the short story cycle.
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