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This text considers the problem of Self in literature through analysis of the po-
sition of the “narrative I”” in Marcel Proust’s novel In Search of Lost Time. This
novel unites the fictional with the autobiographical discourse and directly ad-
dresses the problem of the fictional representation of the Self. This article thus
examines the aesthetics of simultaneity and supplementing, which in the case
of Proust represents the initial and the final point of the artwork. Through sim-
ultaneity in the narration, Proust creates a rather specific relationship with tem-
porality, which in turn, dismisses time as a constant present, but also initiates a
collision of the positions of the “narrative I, and by that, propels a dissemination
of identity. These narrative strategies of Proust provide a systematic abolition of
the borders between the fictional and the autobiographical discourse. Thus, with
Proust, autobiography gains the status of interpreter, which affords an interpreta-
tive recovery of life (the documentary) within the novel (the fictional). One of the
key objectives of this article is to emphasize the transformation of this interpre-
tative tendency in terms of time and selfhood in an aesthetic act. These complex
and multilayered relations in the novel In Search of Lost Time reveal that Proust’s
“journey into the depths of selfhood” in fact represents an evocation of a certain
loss of selfhood and of temporality which is neither given nor regained, but in
which time is continuously lost or forgotten..
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HAPATUBHOTO ,,JAC*“ HA IIPYCT
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OBOj TeKCT ce OCBpHYBa Ha MpoOJIeMOT Ha ceOCTBOTO BO JINTEpATypara IpeKy
pasrmieayBamke Ha TO3HIMjaTa Ha HapaTHBHOTO ,,jac™ BO POMaHOT Bo ioiupasa
ito 3a2ybenotuo epeme on Mapcen [Ipyct. OBoj pomaH ru 00ennHyBa (PUKIHO-
HAJIHUOT W aBTOOMOTPa)CKUOT AUCKYPC W AUPEKTHO TO JOMUpPa MPoOIeMOT Ha
(uKIMOHAIHATA TIpe3eHTanrja Ha ceOCTBOTO. BOo Taa Hacoka, OBOj TEKCT ja
pasmienyBa ecTeTHKaTa Ha CUMYJITaHOCTa U HaJIOMECTYBamheTo, Koja Kaj [Ipyct
MIPeTCTaByBa MOYETHA M KpajHa TOYKa Ha YMETHHUYKOTO Aeio. [Ipexy cumynta-
HOCTa BO Hapamujara, [IpycT rpaan efeH crenuduyeH OIHOC CIpeMa TeMIIO-
paNHOCTAa, CO KOj Ce YKUHYBa BPEMETO BO ITOCTOjaHa MPE3EHTHOCT, HO FICTO Taka
Joara M 10 KOJM3HUja Ha TIO3UITUITE Ha HApaTHBHOTO ,,jac™ U, CO TOa, 10 AeTepH-
TOpHjaIu3uparme Ha WAEHTUTeTOT. Bp3 oBaa HaparuBHa ctpareruja Ha [Ipyct ce
OCTBapyBa CHCTEMAaTCKOTO YKHHYBabhe Ha IPaHUIUTE IOMel'y (PUKIIHOHAIHUOT U
aBroOHnorpadckuoT auckype. Ha toj HaunH, aBroOnorpadujara kaj [Ipycr noou-
Ba CTaTyC Ha TOJIKYBAamE CO KOE CE BPIIM MHTEPIIPETATUBHO HAJIOMECTYBamke Ha
JKUBOTOT (JOKYMEHTapHOTO) BO poMaHOT ((ukiujara). Eqaa on xiryaHnTE 11ETH
Ha OBOj TEKCT € Ja ce MOTEHIUpa TpaHchopmanujaTa Ha Taa HHTEPIIPETaTHBHA
TEHJICHIIM]ja BO TOTJIe]] Ha BPEMETO M CE0CTBOTO BO €CTeTCKU YrH. OBHUE CIOKEHN
U TIOBEKECIJIOjHHU OJJHOCH BO POMAHOT Bo oiipaza o 3a2y0eHoiio epeme OTKPH-
BaaT JieKa ,,llaTyBameTo” Ha [IpycT BO ,,1i1a004nHKUTE HA CEOCTBOTO BCYIIHOCT
MpeTcTaByBa €BOKAIlHja Ha OpecHa 3aryda Ha ceOCTBOTO U Ha TEMITOPATTHOCTA
KOja HE € JaJieHa WM OJHOBO MPOHAjIeHa TYKy BO KOja BPEMETO IIOCTOjaHO ce
ryou nim ce 3abopasa.

Kayunn 3060poBu: Haparonoruja, (GUKIHMOHANM3UpaH aBToOMOrpadcku muc-
Kypc, ceOCTBOTO BO JIUTEpaTypara
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In the theory of autobiography certain tendencies exist which point out the rela-
tionship between the autobiographical and the fictional discourses, respectively,
through the position of the narrator and the first-person singular narration. The
attempts to distinguish between these two types of discourse are reduced to several
formal markings. Likewise, the difference is supported by the fact that in fiction the
subjective narrative position, and all of the implications of the “narrative I”” are tied
to the functions of literature, namely, its aesthetic, social, cognitive character. How-
ever, if we put aside the formal divisions and examine more closely the theoretical
specificities of fiction and autobiography, while taking into account the character of
the representation and the referentiality of these discourses, then it becomes quite
apparent that a strict polarization between the two is virtually impossible. Or, as
Paul de Man would conclude, autobiography “is not a genre or a mode, but a figure
of reading or of understanding that occurs, to some degree, in all texts” (de Man
1979: 921). Such a stance does not propose that autobiography should become syn-
onymous with fiction, or that all fictional texts are in fact autobiographies; rather,
it means that there is certain impossibility to separate the fictional layer from what
should represent an unproblematized and truthful representation of life in autobi-
ography. In fact, the same element used to trace the verisimilitude and the bond
between these two types of discourse — and that is “the I-position” in narration — is
the element which implies the impossibility for distancing in the narration, and with
that, an impossibility for an objectivity in representation. The use of the so-called
“I-speech” in narration presupposes a strong subjective position, limited by the
knowledge, context and specificities of the one who narrates. However, apart from
these narratalogical and theoretical claims, we can examine an additional aspect
of the same issue, according to which the inevitable interlacing between autobiog-
raphy and fiction is the result of that very fact which states that autobiographical
speech is always a self-description, a self-representation, with which the subjective
position of the auto-reflection directly determines the content, the meaning, and the
sense of the narrated.

One of the most frequently mentioned examples in the ‘debate’ on the relation
between autobiography and fiction is the novel In Search of Lost Time by Marcel
Proust. In this novel, not only is the collision between the autobiographical and
the fictional discourse quite pronounced, but this very collision is a part of the
structure, and even more importantly, a part of the semantics of the work itself. In
Proust, this collision has been intentionally pronounced and used as a basis for the
construction and creation of this lengthy novel, so that the subjective position in the
narration gets involved during the plot, and a link between reminiscence and aes-
thetics is established. Therefore, the uncertainty of the distinction between fiction
and autobiography in the work of Proust becomes a strategy of the narration, or a
segment of poetics. To depict this specificity, we are to start with the implications
of the characterization of autobiography as self-description.

Autobiography is a particular kind of description: self-description, self-expres-
sion, auto-narration. According to Niklas Luhmann, self-description can be viewed
as a “mode of operation”, through which the one who describes (the narrator),
“becomes his own theme; he claims an identity of his own” (Luhmann 2000: 248).
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Henceforth, we could conclude that on the one hand self-description represents a
narrative act of self-expressing, whence a certain internal core of identity of the one
who expresses himself is manifested, presented and shared. However, on the other
hand, we could conclude that even self-expressing, the very speech about the Self
generates, forms the identity of the one who is expressing himself. Both conclu-
sions, which at first may appear antagonistic, are valid, since self-description is at
the same time a representational but also a creative act: the very act of self-express-
ing does generate the Self and is a part of it. Finally, expression itself as a linguistic
structure implies the creation of certain (new) meanings which additionally become
a constitutive part of self-knowledge.

Self-description in autobiographical discourse is a process of simultaneous cre-
ation, manifestation and affirmation of the identity of the narrator. It is a kind of
interpretation of the Self, which as with any interpretation, produces meanings and
inclines towards sense. Through self-expression the semantically empty spaces are
filled out, the different contradictions are interpreted, and that which in reality may
appear senseless or absurd is given meaning. In autobiography, this interpretative
tendency, which is specific to fiction, is equally dominating and present, as is the
tendency for objective referentiality, for a clear positioning in a historical and spa-
tial context, and for reliable self-knowledge. The autobiographical discourse is a
kind of (re)modeling of life and reality, which showcases an immanent tendency
for self-conceptualization. Based on this, the identity cannot be ascertained (only)
as “the internal essence” of the Self which is manifested through language as a me-
dium, but we can conclude that self-description, or “the speech about one’s self”,
constitutes the fragments of identity and, with that, strives to grant them sense.
This conclusion leads to two significant characteristics of the Self which are di-
rectly linked to autobiography as a genre. Firstly, that the Self is not merely an
archive and thus cannot be memorized; rather it must be narrated. This implies
that it needs to seek out a medium, a language as a mode of constituting the Self
through the fragments of experience which are (re)modeled in language. Second-
ly, that self-description is a supplementation of the Self and its re-affirmation and
further conceptualization, which presuppose an interpretation of life from a univer-
sal position that needs to be produced, created by the “I-position” of the narrative
speech about one’s self. Such a creative interpretation, which has a character of a
signifying process since it generates or ascribes meanings that constitute identity,
is a fictional type of a discourse. The fictional in autobiography (and in the speech
about one’s self, in general) is essential, constitutive and unavoidable. This is con-
firmed also by the very need for a (retroactive and memory-based) completion of a
kind of totality of life or reality that can never be fully realized due to its fictional
and supplemental character (immanently implying the inability for closure and to-
talization), and which stands in a constant dynamic and is continuously regenerat-
ed. In part, the same has also been conditioned by language itself, by the linguistic
structure of autobiography, since it presupposes the semiotic functions of language
and the tendency for arbitrary understanding. According to Paul de Man, “what we
are deprived of is not life, but the shape and the sense of a world assemble only in
the private way of understanding* (de Man 1979: 930), and autobiography as “a
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speech about one’s self” is exactly that kind of understanding, that is to say, self-un-
derstanding.

As mentioned previously, the novel /n Search of Lost Time is one of the most
frequent and most discussed examples of the collision between the autobiographi-
cal and fictional discourses, since this collision is the basis for aesthetic effect and
aesthetic function of this novel, thus creating a link between memory, temporality,
narration, identity and aesthetics, i.c., the artistic work as it is. This link starts with
the opposition loss-search, or amnesia-memory. If we are to start with the previ-
ously outlined thesis, that the Self is not a memory archive, then we come to the
distinction that amnesia itself is the initial impetus for “the search for one’s self”,
which in Proust’s novel is realized through autobiographical narration. Thus, in this
novel, the amnesia generates the particular “I-position” of the narration, with which
Proust realizes two key strategies in constructing his novel, which in turn, are tied
to simultaneity. Namely, instead of a classic report of the events, the narrator in this
novel insists that here memory-contents are being recollected. The expression of
memory, which is accomplished through the potentials of the sensory experience,
and which has as its goal self-description and identity-formation, is realized as
fragmentary, in series of a kind of “apocalyptic epiphanies”. These “apocalyptic
epiphanies” in the novel, in fact, are narrative sequences and episodes in the plot,
which are mutually exclusive, oppositional and contradictory, while the “new” epi-
sode leads to a revelation that admonishes all meanings, conditions and conclusions
from the “preceding” episode. That way, the plot is constantly moving backwards
and forwards along the temporal axis, the events and the episodes (and all that is
tied to them: the characters, the atmosphere, the meanings) entwine and the struc-
ture of the novel slowly grows complex in multiple symmetrical fragments. This
structural characteristic in the narration brings about a temporal collision which we
can describe also as a unity of the “I-positions” from various chronological points
and segments, with which the inclination towards a “living present” (that should
be established during the entire work) has been intensified. Therefore, by connect-
ing the different positions of the narrator from the different episodes in the novel,
specific links are formed, to connect and unify different chronological points in
the plot. This means that there comes a point when time is abolished into induced
present and a condition of temporal simultaneity. This way the second strategy
of constructing the novel is created, with which the simultaneity in time through
the unity of the narrative positions is reflected into an obsessive and universal /
that constantly dominates the narration. The repetition of the first-person singu-
lar in the narration throughout the whole work, at the same time, points also to a
(egotistical) dominance of the subjective position, but it also relativizes the same
position, which seems to disappear in the sweeping course of the events, conditions
and atmosphere, given through the narration. With that, at the level of identity, the
Self is practically abolished so that it can be regained, similarly to how previously
time had been abolished in order to be regained. Through this kind of analysis of
the structuring of the novel In Search of Lost Time, it can be concluded that the
opposition amnesia-memory establishes the link between temporality and identity,
but also it can be seen that these complex webs and the hidden desire for meaning
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which lurks in their midst are the basis for the key subversion in terms of the Self
that dominates in Proust’s work.

The induced motivation may also be specified through certain segments, whence
the desire of the narrator has been directly borrowed from some of the other char-
acters. For example, in a scene from the novel, the narrator experiences an intense
desire to see Berma, the famous actress. Berma becomes the object of this desire
and passes through a series of concretizations and transformations within Marcel’s
imagination. However, he had never, prior to this, met the actress, nor seen any of
her performances, which means that the desire does not hold an experiential or a
memory-based foundation. Due to this, there is in fact no object present in this de-
sire. Which does not mean that the actress is a fictitious character within Marcel’s
consciousness, namely, its desire-based fiction; quite the contrary, she exists in the
real world, outside of the Self who desires her. As a matter of fact, as an object of
the narrator’s desire, she will be called upon by a third party. “Marcel knows that
Bergotte admires the great actress. In his eyes Bergotte enjoys an immense prestige.
The slightest word of the master becomes a law for him” (Girard 1976: 30). From
the moment Marcel “borrows” Bergotte’s desire, the object of this desire is trans-
formed several times, in various directions and under different influences, since
it does not carry within it any direct experiential basis. The desire grows fluid, so
that even at the moment when Marcel finally attends one of Berma’s performances,
his experiences are again borrowed from those of others. “Not only does the Other
and only the Other set desire in motion, but his testimony easily overcomes actual
experience when the latter contradicts it” (Girard 1976: 30).

Finally, the fluidity of the impressions and the brittle foundation of the motiva-
tion bring about a particular effect in this novel which refers to the construction of
the characters. Namely, the constant fluctuations of the narrator’s position not only
lead to contradictory findings and antagonistic episodes, but they also cause certain
doubts in terms of the identity of the characters. This is particularly apparent in
the descriptions of Albertine, but also in the relationships Marcel constructs with
her. As a character, Albertine is only a summation of contradictory impressions,
of fantasies and delusions, of Marcel’s jealous suspicion and blind desire, so that
instead of being given a character, who throughout the course of the novel is slowly
constructed, by becoming more “visible” and “clearer”, in fact, we are presented a
character who fades away and disappears ever more so, until the point it becomes
just an empty marker within Marcel’s narration. Albertine is just one of the absent
objects of Marcel’s desire, and she initially dies, in the emotional sense, in the nar-
rator’s consciousness, so that later her physical death is to be reported through the
short, prosaic and even ironically absurd telegram. From this perspective, Marcel’s
jealously can also be decoded as a kind of a distorted love projection of the absent
object, which reduces to imagining and an obsessive interpretation of the fantasies.
“The jealous lover imagines because he wishes to possess his imaginary gallery,
something precious that his perspicacity has already destroyed...Once the incisive
imaginary is awakened, love becomes lethal, and jealousy becomes fiction” (Kris-
teva 1996: 26). The relationship which the narrator initiates with the imaginary
Other, in fact, cannot be reduced to anything else but jealousy, since all that Marcel
has in store in this relationship are illusions, projected into an empty marker, which
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cannot for certain identify the object of his desire as present. Certainly, this prob-
lematic identity, up to a point, is characteristic of the other characters in the novel,
ultimately culminating in a scene from 7ime Regained, where the narrator notices
how “the giant faces” are slowly deformed and decomposed under the touch of
time. Thus, the problematic identity ends with erasing the contours of all which can
be supposed for a clear “content” or “essence” of the Self.

From these examples, we can clearly see how in this novel, when identity is
concerned, the formula “I am all that I am not” is slowly constituted and becomes
functional. In Proust’s narration, there is an alternating withdrawal from others and
a triumph over self-centeredness, by establishing a more intensive contact with
others. Such an oscillation, in fact, is a kind of opposition to the obsessive insist-
ence of the subjective “I-position” in narration, so that a specific dynamic is actual-
ized, which allows for a more substantial understanding of the Self. “Victory over
self-centeredness allows us to probe deeply into the Self and at the same time yields
a better knowledge of Others... Everything is revealed to the novelist when he pen-
etrates this Self, a truer Self than that which each of us displays... This profound
Self is also a universal Self” (Girard 1976: 298). The emptying of the Self from its
contents and the erasing of its contours leads to a specific Self, deprived of concrete
traits and contextual markings, and, due to this, a universal Self that can only exist
through its relationship with Others. In such a state, the obsessively repeated “I-po-
sition” in the narration gains a higher sense as the mediating positions, or stops-
along-the-way, in the search for one’s self. Henceforth, the Proustian formula can
be extended with a claim by Lyotard, who, in an entirely different context, while
examining St. Augustine’s Confessions, concludes: “I am that which I am not yet”
(75). Such a stance affirms the character of the search and views in self-description
a process of self-knowing. The constant transformations, the absence of objects,
the inconsistency in the motivations — these are mere fragments of the contents of
identity, which in fact function as signs of the dislocation, or - more aptly put — of
the absence of the Self. Therefore, we can point out that universalization is the
erasing of the Self in the name of the search, in the name of “the speech about one’s
self”. Through this very specificity we can identify and explain the forsaking of the
relevant autobiographical tendencies and their replacement with the principles of
fiction. The representation has been transformed into an infinite (re)invention, since
this process generates sense. The voids in the self-description and the absence of
relevance are just an opening to the possibility for generating meanings and con-
ceiving sense.

From the previous explorations and analyses and from the presented conclu-
sions, we can sublimate a certain theoretical supposition in Proust, which gives rise
to the novel’s construction and to the specific narrator’s position and technique, and
which is directly related to the Self. Namely, identity — or “the content of the Self”
—is not a cumulative phenomenon, meaning, “a summation” or “a whole” or “an ar-
chive”; rather, it is a dispersed, differential, disseminative and dissipative phenom-
enon. Identity is a shattered non-unity of fragments, which are mutually incompat-
ible, contradictory and disconnected. The only distinction which can identify such
non-unity refers to the principle of its constant spiraling out, of the impossibility for
its transformation into a complete totality. “The content of identity” is present only
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as a non-presence, as a prolongation of the absence. The constituting of identity
stems from a loss, from amnesia, and continues through a series of losses, but it is
this series of losses which slowly becomes the content of memory and a fragment
of the identity of the narrator. The supplementation of this loss is realized through
the narration, which at the same time constitutes the Self and the literary work.
The main element through which this concept of Proust’s is realized is exactly the
potential of “the speech about one’s self”, i.e., the self-descriptive autobiographical
discourse which functions according to the principles of fiction.

We had mentioned previously that self-description as a process of cognition is
based on the principles of fiction. However, starting with the very need to choose
fiction when discussing one’s self, we come to the conclusion that self-description
has a paradoxical character. In order to examine this paradoxical nature, we need to
go back to the very character of self-description. Namely, if identity is constituted
through the fragments of the narration of the Self, then this self-narration stands
as a kind of an autopoietic process, which as with all other autopoietic structures,
strives for certain autonomy. This implies that self-description exhibits a tendency
for independence from the context and the objective parameters which would veri-
fy its reversible bond with reality, because only in this way, from those broken and
contradictory narrative fragments, can a certain kind of a “whole” be ascertained,
or at least (pre)suppose a kind of an idea about a whole, like the Self. This means
that the expressive and cognitive tendency of self-description leads immanently
towards a closeness with fiction, that is to say, towards the implementation of ele-
ments which — provisionally put — are alien to the narrative Self. Thus, accordingly,
the autopoietic autonomy of self-description includes also self-negation. Hence, we
are directly faced with the question which depicts the paradox of auto-description:
is self-negation also a self-description? The answer to this question can be linked to
the previously stated claim that the fictional elements that are implemented in the
self-description — bearing in mind that the speech about one’s self constitutes iden-
tity — are also fragments of the Self. Therefore, even the negation of certain aspects
of the Self produces the “discursive contents” of identity. In a similar way, in Proust
too, the “narrative I takes over those aspects and elements which initially are not
a part of it, while later it starts the process of dual modification — it modifies those
elements and aspects in accordance with its own perspective, and at the same time,
it is modifying itself in accordance with the adopted traits.

These paradoxical specificities of the self-description can be explained by the
fact that in this process the difference and the borderlines between describing and
the described are cancelled. “Observation and description presuppose a difference
between the observer/describer and his object, whereas the intent of self-descrip-
tion is to negate precisely this difference” (Luhmann 2000: 302). However, this
does not mean that everything in self-description and in the process of generating
identity is arbitrary and senseless. Quite the contrary, this paradox demonstrates
how self-description helps the Self which talks about itself adapting and integrating
in the course of the historic and social evolution, while safekeeping its autopoiet-
ic autonomy. In other words, through the paradoxical process of self-description,
which unities the fictional and the relevant autobiographical elements, a certain
whole from the fragments of identity is completed, or a certain kind of order is
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generated out of the chaos which we may term as the Self. Such an outgrowing of
the paradoxical nature requires a use of a specific medium through/within which
the same can be accomplished, and — as Proust’s search verifies — such a medium
is art. “Art always demonstrates the arbitrary generation of nonarbitrariness or the
emergence of order from chance” (Luhmann 2000: 315). Art as a system possesses
the potential for a collision among the discourses, which in turn opens up the possi-
bility and the way to narrate the Self. Such a conclusion can show us that the poietic
and artistic principles and specificities of Marcel Proust are directly connected with
the very elements of the novel /n Search of Lost Time to achieve the aesthetic effect.
While the aesthetic effect, on the other hand, reversibly determines the conditions
of the narration and the development of the novel’s plot. This forms a kind of a
circle of mutual conditionality, where the central slot is kept for the work of art,
which is why at the center of the novel, as a main thematic problem, stands the very
question about the work, i.e., the novel which the narrator Marcel tries to write.
Thus, the poietic, technical and thematic aspects of the novel In Search of Lost Time
are conjoined into a complex and multi-layered open whole, which, bottom line, is
nothing other than a pure reflection of the Self that tries to articulate itself.

Such theoretical determinants of autobiography and of the aspects of the Self
can be viewed in Proust in connection to the term experience - namely, in con-
nection to that which the criticism calls “Proust’s experience”. In her book Time
and Sense, Julia Kristeva defines “Proust’s experience” as an experience of the
imaginary. According to Kristeva, the transformation of reality and of “the reality
of an experience” in a literary work presupposes that the author perceives the real
as imaginary. Hence, the literary experience for every author is an experience of
the imaginary. As far as Proust is concerned, in his novel “the experience of the
imaginary is none other than the experience of time regained. This strange and
new experience of time regained resides in the dynamic of subject and meaning”
(Kristeva 1996: 195-196). In the time regained, a new code is formed, a new syntax
according to which the sensations and the signs are set and put to use, and with that,
they acquire new, deeper meanings. Such a re-coding of reality is typical for the
sphere of the imaginary, so this is exactly where we may see the link between the
experience of the imaginary and the time regained. Apart from that, Kristeva under-
lines that in Proust experience can be defined also at the experience of limits, since
Marcel, due to his illness, lives his social life on the cusp, turned away from others
— at a constant distance and always under a mask. Thus, “Proust’s experience” is a
product of the Self, or a kind of “an internal transformation” of experiencing and
enlivening the world and life. These two claims of Kristeva’s lead towards the same
conclusion, that all which encompasses “Proust’s experience” is in fact an experi-
ence of fiction, or the experience of the fictional: it is an experience which can be
re-shaped, i.e., re-conceived and formed only in the novel, through the narration
and interpretation of the “narrative I”. “Hence, we should try to read Proust’s novel
in order to read Proust’s experience” (Kristeva 1996: 197). Kristeva completes this
brief analysis of Proust’s experience with the claim that experience leads to jouis-
sance, because only through it can we establish a relationship with the world and
realize ourselves in the world. “Experience is the unique configuration by which
we attain jouissance” (Kristeva 1996: 198). Yet, the questions about experience, in
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particular about experience as a link to pleasure, may be connected also with the
previously laid out theoretical implications and aspects of the Self, which are, in
fact, the basis of Proust’s work. Hence, we face the key question — what kind of
experience are these aspects of the Self, how are they experienced and enlivened?
How are self-description, disidentification, aesthetization of the Self, self-concep-
tualization through fictionalization, experienced?

If we start with the defining of the Self as an endless differentiation and sepa-
ration from a kind of a finite, final distinction, then we easily come to Kristeva’s
realization that Proust’s experience is the experience of the imaginary, of the fic-
tional re-modeling and re-semantization of reality. However, the question of how
this process is experienced and if it indeed leads towards the bliss and the pleasure
of establishing relationships with the world is another matter altogether. If we take
into account that in this process, as a kind of auto-referential tendency, it is discov-
ered that these very relations with the world have been compromised by fiction,
by the desires of the ego, by the all too human need to compensate the emptiness
of living, then at the same time, the senselessness and the absurdity of reality is
revealed. In this process, almost running parallel, it is discovered that the addi-
tional sense is a construct, that the aesthetization of the Self in an artistic whole is
also a construct — falsifying and repainting landscapes over the waste land of the
Self. And all these interventions and additions, all fictional “falsifications” stand as
mere decorum against the only certainty of reality and life: death. Henceforth, the
experiencing of the aspects of the Self, or — more aptly put — of each speech about
one’s self, with which its own identity is articulated as a self-expression, is an im-
manently traumatic and devastating experience. Every confrontation with one’s self
is traumatic, since it represents a confrontation with the fictions we construct so as
to please our needs and ego-projections, even when those needs — as is the case with
Marcel Proust — are artistic works. The destructiveness of this experience in Proust
is usually interpreted as “the destructiveness of time”; however, such a statement is
incomplete since the key element in this case is the Self and its sense and percep-
tion - namely, its sensitivity for those traumas and destructions. The destructiveness
in the experience of one’s self is a reflection of the devastation of life, of reality, of
the Others, of one’s own body, of one’s ideas. Hence, we come to the conclusion
that the experience of the Self, or the self-experiencing, is an experience of one’s
own dying. Certainly, this too is one of the approaches through which the work of
Proust can be read and the “Proust’s experience” can be interpreted. In the novel /n
Search of Lost Time the experiencing of one’s own dying is just one more fragment
of identity, re-modeled as an aesthetic element, in which life and fiction are bound
as a totality of sense.
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