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Preklad a kanon
MARIA KUSA

»Koncom 20. storo¢ia mozeme sledovat zvySenu aktivitu literdrnovednej praxe
sustredujticu sa okolo tvorby a vyskumu literarneho kdnonu. Usilie uchopit proces
kanonizacie sa odohrava na pozadi réznych kultarnych, narodnych a (meta)teore-
tickych kontextov. Priblizne tri desatrocia sa vedu zivé vedecké polemiky o potrebe,
nutnosti ¢i dokonca $kodlivosti literarneho kanonu, diskutuje sa o pristupoch
k vyskumu podmienok literarnej produkcie v stvislosti s procesmi dekanonizicie,
resp. rekanonizacie. Tymito slovami uvadzali editorial tematického ¢isla WORLD
LITERATURE STUDIES S. Pastekova a R. Mikulas (2015, ¢. 3). V literarnom a kul-
tarnom diani sa opakovane stretdvame s pokusmi nielen ¢itat, ,,kto“ — aké institucie,
spolocenstva ¢i jednotlivci — sa podiela na tvorbe literarnej paradigmy, ale aj ,,¢o0°
— aké predstavy a okolnosti - spoluposobi pri procese kanonizacie. Frekvencia hlada-
nia kdnonu akoby svedc¢ila o potrebe jeho existencie, jeho pritomnosti v kultirnych
priestoroch rozli¢nych typov a historickych osudov. Suvisi to s fenoménom rozkoli-
sanosti, relativizacie a problematizacie hierarchizacie sveta a hodndt v nom? Suvisi
to s faktom vyrovnavania sa so zdsadnymi zmenami v charaktere vacsiny socialnych
aktérov, ktori sa na tvorbe literarnych paradigiem podielaju?

Tieto otazky st podnetné z rozlicnych aspektov. Na jednej strane skély evidujeme
pokusy formulovat hlavné vychodiska a faktory vymedzenia literarneho kanonu tak,
ako sa o to usilovalo spominané tematické ¢islo alebo napriklad publikacia slovni-
kového typu Slovnik novéjsi literdrni teorie. Glosdr pojmii (ed. Miiller - Sid4k, Praha:
Academia, 2012). Na druhej strane $kaly sa zasa objavuju pocetné populdrne ankety
pri roznych prilezitostiach zistujice ,,personalne” literdarne kanony. Faktom vsak je,
ze vacsina vedeckych tvah i ankiet sa zameriava na vnimanie okolnosti, podmienok
a pric¢in konstituovania a rekonstituovania literarneho kanonu v ramci jedného kul-
turneho priestoru. V tomto ¢isle nds zaujal najma faktor ,,iného‘, cudzieho, v zmie-
nenej suvislosti vstupujiiceho do hry dominantne s prekladom, zvlast (aj ked nielen)
v kultirnych priestoroch ,krizovatkového“ typu (povedané s P. Zajacom). Jednotlivé
prispevky ukazuju, Ze prave faktor inakosti v jeho najrozli¢nejsich podobach a funk-
ciach, na tych najréznejsich drovniach vnimania a reflektovania literarneho i literar-
novedného textu zohrava pri kanonizaciach a rekanonizaciach klucovu ulohu.
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Political commitment and the international
construction of symbolic recognition during the Cold
War: The impact of the 1956 crises on literary transfers

IOANA POPA

The relations between literature and politics have already been the subject of detailed
sociological and historical studies focused on particular national spaces, with a par-
ticular emphasis on (post-)crisis conjunctures (Sapiro 1999; Gobille 2005). An anal-
ysis of the conjunction between the political crisis and the literary field, on the other
hand, has rarely been attempted through the prism of international literary transfers
(Popa 2010). It raises difficult theoretical and methodological questions, particularly
regarding synchronization vs. the discrepancy between temporalities specific to the
literary and political fields on the one hand, and to the spaces of production and
reception of literary works on the other. Moreover, the difficulty consists in observing
simultaneously the reconversions of different types of capital which occur not only
in a single national space in times of crisis (Bourdieu 1984; Dobry 1986), but also
between distinct national spaces — the spaces of the origin and translation of works.
Another difficulty emerges, finally, when we consider transfers involving national
literary fields characterized by forms of structuring and degrees of autonomy that
are very different when seen from the political angle. These questions can be formu-
lated by analysing East/West literary transfers during the Cold War. For heuristic
purposes, I shall examine here the impact that the political crises which occurred in
1956 in two communist countries in Eastern Europe had on the translation in France
of literary works originating in these countries. By focusing on this aspect, I hope
at the same time to illuminate, from a specific angle, the many different trajectories
taken by the communist regimes, beyond the characteristics they had in common
(Dreyfus et al. 2000).

I shall rely here on an empirical survey which has involved interviews, archival
sources and a database containing the flows of translations of Polish, Hungarian,
Czech, Slovak and Romanian literary works into French for the period 1945-1992
(Popa 2002a; 2010). As for the flows of Soviet literature, they have been reconstructed
only for the period 1945-1959 and are treated separately (Popa 2002b). The treat-
ment of these data has allowed me to analyse the historical dynamics of these flows
and their national distributions. It has led to the formalization of several modalities
of the international transfer of literary works, both authorized and unauthorized,
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which I have called “translation channels” (Popa 2006); the dynamics of this transfer
varied according to the historical configurations and the countries from which the
translated texts originated. It is the analysis of these flows as well as their channels of
mediation and publishing reception, and not the mechanical transposition of a polit-
ical temporality onto the chronology of literary transfers, which has made it possible
to identify the year 1956 as a crucial moment in the reconfiguration of these transfers.
It is therefore not a question of analysing the dynamics of these political crises as
such, but of examining their effects on the internationalization of the professional
trajectories of writers who expressed a political commitment on this occasion, and
on the circulation and recognition of their works. At the same time, I will sketch the
impact of these crises on the reconfiguration of the intellectual and publishing space
in which these works were translated, targeting the redefinition of the positions of the
various actors who favoured these literary transfers. These different angles of analy-
sis will enable me to investigate, on several levels, the link between commitment in
circumstances of political crisis and the international circulation of literary works.

POLITICAL AND LITERARY RECONFIGURATIONS

In the political and social history of communism and the Cold War, 1956 is asso-
ciated with the de-Stalinization following the report presented by Khrushchev at the
20th Congress of the CPSU and a succession of political crises, described as rev-
olutionary moments, in Poland and Hungary. In the course of these episodes, but
also earlier (especially from 1954 onwards), writers publicly committed themselves
against censorship, in favour of freedom of creation and, more generally, in favour of
the political liberalization of the regimes in power. They deployed their interventions
in Writers’ Unions, in public debating circles and in the literary press, also rejecting
socialist realism, the official aesthetics they had been obliged to apply in the Stalinist
era. The main challenge facing their political commitment lay, not in producing criti-
cal works, or even works that expressed a commitment against the Communist Party
and the regime in power, but in rejecting the injunctions to show their commitment
in favour of this regime — injunctions to which they had previously been subjected
through, inter alia, socialist realism. They thus benefited from the rise of so-called
“revisionist” fractions within the Polish and Hungarian Communist Parties work-
ing for an internal reform of socialism. However, in a sometimes contradictory and
reversible process, writers could also claim the right to make a political intervention,
taking ownership of the imperative of commitment that had been brandished until
then by Party conservatives to criticize writers’ aspirations to practise lart pour lart.
In this redistribution of position-takings, and in order to prevent this commitment
from being aimed against the Party and the regime then in power, the conservatives’
line of retreat now lay in encouraging the literary profession to deal exclusively with
literature (“stop arguing and just write some good books”).

The relaxation of political constraints on the spaces of cultural production was
indeed unstable and reversible, while the outcome of the crises of autumn 1956 was
different in the two countries. The compromise reached by the Polish CP was per-
ceived as a victory for the reformers; it would nevertheless prove relative and pro-
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visional. In the literary space, it favoured the adoption of position-takings that were
temporarily uncensored - something unprecedented in a popular democracy. In
France, this solution was hailed by left-wing intellectuals such as Dionys Mascolo,
a former member of the French Communist Party, as a “socialist revolution brought
about within socialism” (Mascolo 1957, 93). On the other hand, the radicalization of
the process in Hungary led to the intervention of the Soviet army, almost unanimously
condemned in France. Only the French Communist Party justified it, describing this
crisis as a counter-revolution. In other eastern European countries, the outcome to
the Hungarian crisis would, in the second half of the 1950s, help to bolster the views
of those opposed to the thaw. In Hungary itself, it led to the condemnation of the
main protagonists of the reform movement, including several writers. While some of
them went into exile, most were subjected to exclusion from the party and/or liter-
ary institutions, faced with publication bans, or even gaoled as a punishment for the
position-takings they had taken up. Moreover, the Union of Hungarian Writers was
dissolved (to be re-created a few years later).

An analysis of translations of Polish and Hungarian literature in France - espe-
cially as compared with those of other East European literatures of that time —, makes
it possible to question the effects which the political commitment of the name and/
or work of these writers (Matonti 2005; Sapiro 2009) could entail on the international
circulation of their literary productions, on the recognition which they could acquire
in the West, and on their possible migratory trajectories. This analysis also makes it
possible to examine symbolic and even material resources (in the form of copyrights,
for example) that translation, and the literary fame that it generates in other coun-
tries, can offer, conversely, to authors who are marginalized and even persecuted in
their own countries. These mechanisms are part of a broader reconfiguration of the
literary transfers examined here, as produced in the context of the political crises of
1956.

In contrast, prior to these crises, literary transfers had reflected none of the trans-
formations already affecting the morphology of the East European literary fields,
especially after 1954; the characteristics of such transfers ever since the beginning of
the Cold War had persisted. Produced in a context where the relative autonomy of
literary spaces had been powerfully challenged by the establishment of undemocratic
regimes in Eastern Europe, the literatures of these countries had been very selectively
received in the French intellectual field - governed, for its part, by specific logics of
operation that had long since been gradually built up. The literary institutions of this
space and its agents had certainly been put to the test but had testified to their relative
capacity to resist in times of crisis, especially during the German Occupation (Sapiro
1999; Simonin 1994). However, the strengthening of the heteronomous pole of the
French literary field at the end of the Second World War, due in particular to the
temporary prominence of the model of committed literature at the expense of lart
pour lart, as well as the influence of the French Communist Party and its intellectual
and publishing outlets, contributed to the politicization of the translation of literary
works from the new people’s democracies. For the cultural apparatus of the French
Communist Party, they served to spread a “progressive” literature and represented
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a bulwark against Anglo-Saxon “imperialist” literature, helping to establish the pres-
tige of one ideological camp to the detriment of the other. More generally, especially
in the case of contemporary literature, the reception of these works was, right from
the start, caught up in the issues and ideological splits of the beginnings of the Cold
War. Socialist realist literary works were at the same time challenged by the transla-
tion of an anti-communist literature whose circulation evaded the control exercised
by popular democracies and their cultural outlets in France. Between 1947 and 1955,
however, the number of authorized translations exceeded that of unauthorized trans-
lations (limited to the works of exiled writers). This observation goes hand in hand
with that of a partitioning of the channels of transfer and publishing, as well as the
networks of the most active intermediaries and translators: essentially, the split lay
between pro-communist and anti-communist trends.

These characteristics persisted even after 1956 in the case of literary transfers from
countries such as Romania and Czechoslovakia whose regimes remained much more
reluctant to follow the path of de-Stalinization and to relax the political constraints
on the spaces of cultural production. As far as the translation flows we are study-
ing are concerned, no change in the equilibrium between the two spaces of transfer
occurred either: the authorized space of literary transfer alone involved almost three
quarters of the translations that would be produced during the period 1956-1967.
A reconfiguration of literary transfer nevertheless did occur, benefiting the interna-
tional circulation of Polish and Hungarian literature in particular, as demonstrated
by the intensification of the international circulation of literary works and the discov-
ery of a large number of writers previously unknown in France, and by a de-compart-
mentalization of reception channels. Other unprecedented trends helped to shape
this reconfiguration, allowing it to be connected with the aesthetic and political posi-
tion-takings both of translated writers and of intermediaries working for the interna-
tional circulation of these literary works.

COMMITMENT TO THE FREEDOM OF CREATION

AND THE EXPANSION OF AUTHORIZED LITERARY TRANSFER

One of these developments concerned Polish writers (and subsequently Hungar-
ian writers, after the end of the period of repression, i.e. during the 1960s). It con-
sisted in widening the authorized space of literary transfer, made possible by a tem-
porary satisfaction of the demands and commitments of writers in favour of freedom
of creation and the abandoning of socialist realist literature, i.e. by the loosening of
political constraints on the space of publication itself. The morphology of this space
had in fact gradually developed thanks to the (re)authorization of writers as well as
of aesthetic trends and literary genres previously prohibited or marginalized. This is
the case, for example, with the detective novel (a genre (re)launched notably by Leo-
pold Tyrmand in 1956: one of his novels was translated by Stock in 1960), and also
with science fiction (practiced by Stanistaw Lem with great success both nationally
and internationally, as evidenced by the many translations of his work into French,
German and English). These transformations favoured the authorized translation in
France of contemporary literature, first Polish and then Hungarian - these litera-
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tures were now being translated by French publishers occupying central positions in
the publishing field, such as Julliard and Gallimard (who were their main importers
between 1956 and 1967). The reception of these contemporary literatures was thus
no longer the responsibility of publishing houses run by, or close, to the Communist
Party, as was the case previously, and as was still the case for Czech and Romanian
literatures.

Belated or previously improbable literary debuts also now became possible and
could be connected to debuts in translation. Examples were the playwright Stawomir
Mrozek (whose work was associated with the theatre of the absurd) and the novelist
Marek Htasko. Having made his literary debut in 1954, at only twenty years of age,
the latter was the author of novels of a very raw realism, poles apart from the official
aesthetic now being challenged; these novels were (temporarily) published or even
reissued in Poland in significant print runs. Hlasko also published short stories in
the cultural newspaper of the student organization Po Prostu, which was a major
collective actor in the reform movement: the young writer was one of its leading
figures during the period of cultural liberalization. Hlasko’s status was recognized in
Poland by the Publishers’ Prize, and he was turned into a symbol of “nonconformist”
intellectual youth. He was translated for the first time into French in 1958: a first
collection of short stories was published by Julliard under the title Le premier pas
dans les nuages (The first step into the clouds). At that time, Julliard was a publisher
known for publishing “fast, a lot [and] young”, according to Maurice Nadeau (1990,
53) - his publishing house was then mainly investing in new writers with a “revi-
sionist” profile. Htasko was legally able to spend time in Paris the same year that the
French translation of his book came out. On this occasion he entered into contact
with the Polish journal in exile Kultura, which reissued texts that Htasko had already
published in the Polish official press. As the central body for the publication of texts
written by banned, censored and, most often, exiled Polish authors, Kultura was con-
sidered by the Warsaw regime as a political opponent. So Hlasko was subjected to
a smear campaign in the national press, while the film based on his book The Eighth
Day of the Week which was due to shown at the Cannes Film Festival was banned.
Although it was published in Poland in 1957, the book itself was now regarded as
a calumny of the communist system and the Polish nation because of the realistic
picture it painted of the country.

This attack on one of the writers associated with the reform movement testified
to the relatively rapid devaluation of this political resource, and Htasko was not its
only target; for example the journal Po Prostu was also banned. Htasko was one of the
dozens of intellectuals who resigned from the Polish Communist Party in reaction to
these reversals of cultural policy; such a resignation then constituted a new element
in the repertory of protest action for intellectuals in the socialist countries. The trans-
lation into France of The Eighth Day of the Week, subsequent to the smear campaign
to which the Polish writer was subjected, no longer came about via the official chan-
nels of literary transfer, even if it was still published by Julliard in 1959. It is revealing
of the intellectual but also political affinities which can prop up the circulation of lit-
erary works abroad that this translation was actually produced by a French translator
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of Polish origin, Anna Posner, who was at that time breaking away from the French
Communist Party. She assessed the position-takings of the PCF in the light of the
Polish reformist experience of which she was directly aware and whose literary repre-
sentatives she sought to promote by means of translation. As he was now in the West,
the writer himself requested political asylum when the Polish authorities refused to
renew his passport. However, he would only temporarily be able to capitalize on the
literary fame that he had acquired thanks to translations of his work.

TRANSLATION AS A VECTOR OF CIRCULATION AND

RECOGNITION OF PROHIBITED WORKS

The trajectory that we have just traced makes it possible to pinpoint examples
of the effects of the Polish crisis of 1956 on the possible connections between the
authorized modalities of both publication and translation. It also suggests, however,
that a writer who had constructed a position in the authorized space of publication
and recognition of his own country could slip into the unauthorized space of lit-
erary transfer because of the position-takings he had adopted, and because of still
uncertain and fluid political circumstances (Dobry 1986). Heuristically speaking,
the Hungarian crisis of 1956 makes it possible to examine this mechanism of inter-
national literary transfer as well as looking at other forms of connection between
the political commitment of one’s name and/or works, the construction and/or rein-
forcement of one’s literary fame, and the translation of one’s works. Indeed, in the
wake of the repression that followed this crisis, translation offered an alternative
space of publication for writers who were now banned in their own countries, or
even provided them, from abroad, with a form of (counter-) legitimation both liter-
ary and political. The space for the transfer of Hungarian literature was now filled by
works previously authorized but now banned; they were added to works written in
exile by authors who had left their country after the intervention of the Soviet army,
and that could sometimes be part of a committed literature produced in reaction to
this event.

The writers translated did not always share the same relations with literary and
partisan institutions and more generally with politics. The examples of Victor Hatar
and Gyula Hay testify to this. Born in Hungary in 1914 and 1900 respectively, their
work was translated from manuscripts circulating clandestinely on the eve of the 1956
revolution, in the case of Hatdr, and from an officially published and then banned
edition, in the case of Hay. This different relationship to translation corresponded
to their respective positions in the literary field as well as their political trajectories.
Hatar, an avant-garde poet, was expelled from the Union of Writers in 1949, as well
as barred from authorized channels of publication, and then gaoled for attempting to
illegally cross the border (a gesture that was a strong indicator of disaffection with the
regime in power). As for Hay, he was an old Communist militant whose commitment
went back to the Béla Kun Commune of 1919. Because of this commitment, and after
the Communist Party had been banned in Hungary, he was obliged to go into exile
during the inter-war period first in Germany, where he became a successful theatre
writer, then in the USSR. Back in Hungary in 1945, he sought to devote himself to
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the renewal of the country in general, and of Hungarian theatre in particular, but his
aspirations were thwarted by the constraints of socialist realism. The two writers, on
the other hand, both supported the reform process begun in 1953. Gyula Hay actively
participated in it, because he had been given room for manoeuvre within the socialist
institutions he had joined. He supported the policies of the reforming Prime Minister
Imre Nagy within the Union of Writers and contributed articles to its journal. It was
he who voiced the radio appeal for help that was addressed to intellectuals worldwide
during the Soviet invasion. He was later sentenced to six years in prison.

The two writers went into exile in the West: Hay to Switzerland in the mid-1960s
(after being amnestied); Hatar to London immediately after the crushing of the 1956
revolution. The former was published in France in the aftermath of this event, first
in magazines, then in book form in 1966 - a relatively late date, but one that marked
the tenth anniversary of the 1956 revolution. The translation was adapted into French
by the director Bernard Sobel, a former student of Brecht. Finally, Maurice Nadeau
was the one who revealed Hatar to the French public in 1962, in his “experimental”
collection Les Lettres Nouvelles published by Julliard.

The effects of the banning and repression of writers on literary transfers can, how-
ever, be much more rapid than these examples suggest, despite the time lag consub-
stantial to the actual process of translation. This is illustrated by the urgency with
which special issues of the periodicals Les Temps Modernes and Esprit were produced,
containing the translation of extracts from literary works that had been selected with
a view to illustrating the intellectual and political underpinnings of the 1956 revo-
lution. The translation of certain authorial monographs also showed this. The cri-
ses faced by the space of production of literary works could therefore significantly
accelerate the tempo of unauthorized literary transfers. Some of the translated works
could even be written in the wake of the events themselves. The outcome of the Hun-
garian crisis triggered a literary production located on the frontiers of fiction, testi-
mony and journalism, and aimed at satisfying the Western public’s need for infor-
mation about this political situation in particular, and Eastern European countries in
general. To varying degrees, the contents of these works (such as Tibor Méray’s Last
Report, Miklés Batori’s novel The Bricks, and Volunteers for the Scaffold by Vincent
Savarius, the pseudonym of Béla Szdsz) testify to the anti-communist commitment
of their authors, who were indeed writers but could also be direct participants in, or
observers of, the 1956 crisis; all of them were now in exile.

The speed with which the intermediaries of literary transfer sought to convey to
France the literary and political consequences of this crisis also stemmed from an
improvised strategy: the possibility of accessing a Western intellectual space through
the translation of a literary work gradually came to be envisaged - because of the
visibility, or even the celebrity, that it could bring - as a means of protecting that
work’s author against the forms of persecution that he faced in his own country. In
this particular case, there were writers sentenced to between eighteen months and
nine years of imprisonment: the best known (and the most severely punished) was
Tibor Déry. Born in 1894 to a well-oft Jewish bourgeois family in Budapest, Déry was
a writer close to the avant-gardes, a member of the Communist Party since its found-
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ing, who was forced to go into exile in Vienna and Berlin and then in Paris during the
inter-war period. Despite this militant past, he was deemed too non-conformist to be
one of the writers officially promoted in the era of socialist realism. However, he was
very active in the reform movement, which led to his exclusion from the Communist
Party in 1955. It was not until after his condemnation that, in France, his work was
urgently translated, beginning not by his (long) emblematic novels, but by relatively
short texts, more specifically by a kind of parable of the Stalinist period, Niki: the
story of a dog. This book had been officially published in Hungary during the period
of the reformer Imre Nagy’s provisional return to power. This first French translation
of Dery’s work was published by Seuil in 1957. It was signed, under a pseudonym, by
a translator of Hungarian origin, Ladislas Gara, who had just broken away from the
Budapest regime for which he had worked as a press correspondent in Paris since the
end of the Second World War.

This form of individual political support through literary means was here under-
pinned by a transnational mobilization in favour of Déry and his co-accused. This
campaign was the first of its kind to be organized in the West since the establishment
of the popular democracies and was carried out by the Comité Déry, created in 1958.
It was meant more generally to raise awareness of the need to defend East European
authors’ right to freedom of expression. This campaign was remembered by those
involved as a time when political splits between the participants could be overcome
— but this should not obscure the essentially heterogeneous nature of the movement.
This heterogeneity was in turn due to the diversity of social, political and professional
positions and proprieties of the French intellectuals who, on this occasion, contrib-
uted to the campaign the prestige associated with their own names. The Comité Déry
thus brought together various groups: former French Resistance fighters who had
broken with the institution which brought them together, i.e. the National Writers’
Committee, before the Hungarian crisis (such as Fran¢ois Mauriac, Gabriel Marcel,
Jean Cassou and Louis Martin-Chauffier); those who were currently also breaking
away (such as Vercors); ex-Communists (such as Claude Roy); ex-fellow travellers
(such as Louis de Villefosse); and members of the Congress for Cultural Freedom,
an “anti-totalitarian” intellectual organization (such as Raymond Aron). These were
joined by publishers (Paul Flamand, Jérome Lindon, Gaston Gallimard and René Jul-
liard) who also contributed to the importation of Hungarian and Polish literature.

This way of expressing political commitment by allowing the fame associated
to one’s name to be used in a campaign was accompanied, for some French intel-
lectuals, by a commitment in their work in favour of the cause of insurgent Hun-
garian writers. Ladislas Gara, the translator already mentioned, set up a publishing
project that illustrates this mode of intervention. It was based on a literary net-
work of French poets and translators, something he had long been trying to set up,
while taking advantage of readjustments or redefinitions of their positions in reac-
tion to the Hungarian crisis. In 1957, Gara launched the collection Hommage des
poétes francais aux poeétes hongrois published by Seghers, inviting Pierre Emmanuel,
Jean Follain, André Frénaud, Claude Roy, and Pierre Seghers himself to each write
a poem on this theme.
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The gaoled Hungarian writers would gradually be amnestied. Those who contin-
ued to live in Hungary after this episode could, in addition, return to the authorized
channels of publication and even, in the case of Déry (Krause 2002), of literary trans-
fer. This strategy of official literary appropriation implicitly benefited the Hungarian
regime, desirous of improving its internal legitimacy and its international image, both
of them significantly compromised in 1956. It would be doubtful to see the transna-
tional mobilization in favour of Déry as the sole reason for his freeing. This episode
nevertheless nourished the social belief that international literary fame protected its
holder against the persecution that might befall him, or had already befallen him.
This belief would be a lever in other campaigns to defend East European writers who
had difficult relations with the political authorities.

POLITICAL AND PROFESSIONAL REDEPLOYMENT

OF THE NETWORKS OF MEDIATION

The international circulation of Hungarian and Polish literary works and, more
particularly, their importation into France reaped almost immediate (as well as
belated) benefits from the politicization of the literary stakes that stemmed from the
crises of 1956. They also benefited from the political and professional redeployments
produced in the French intellectual field in reaction to these crises, though these
redeployments operated according to the logics specific to this space.

This transformation was indeed due to many different dynamics; besides,
a detailed reconstruction of the trajectories of individual and collective actors in
the French intellectual field could place them in the context of longer temporalities.
These might involve such moves as a political disengagement from the French Com-
munist Party, either partial or complete, followed if necessary by joining new struc-
tures (as with the writer Louis de Villefosse, a former fellow traveller, who became the
secretary of the Comité Déry); such moves testified to an “intellectual crisis in French
communism” (Pudal 2005). Another phenomenon was the legitimation of positions
previously stigmatized for their “anti-totalitarian” commitment (as was the case with
the Congress for Cultural Freedom) or of very marginal positions such as cultural
institutions in exile (the periodical Kultura is one example). These redeployments
were also fuelled by an additional trend: political interest, and kinds of knowledge
and know-how previously acquired through a pro-communist commitment, could
be converted into an activity of mediation and even translation that benefited the
literatures of the socialist countries.

In the course of this reconfiguration, we can observe the appearance of a new
type of intermediary for these literatures, such as the writer Claude Roy, who came
to the French Communist Party from the Resistance and left it following the Hun-
garian crisis. His resignation did not diminish his ties with the socialist countries,
but redefined them and even helped to strengthen them: Claude Roy (re)invested
this field from a literary angle and in the light of the most reformist political exper-
iments then being carried out. In January 1957 he went to Poland, along with other
French intellectuals, to attend the legislative elections. He continued to travel regu-
larly in Eastern Europe, particularly to the countries where the reform of socialism,
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and later amore radical questioning of it, seemed to be most advanced - in Hungary
and Czechoslovakia in the mid-1960s, and again in Poland, especially at the turn
of the 1980s. Finally, he was now contributing to the importation and the symbolic
recognition of works and authors from these countries through prefaces, reviews,
reader’s reports, translation proposals, and even through the translation-adaptation
of a play by a Hungarian author. This translation was in fact produced in collabora-
tion with one of the Hungarian writers gaoled in 1956, Tibor Tardos, who had since
gone into exile in France. “Hybrid” in terms of his political dispositions and the net-
works he was capable of mobilizing, this new type of mediator could now carry out
his activities within both spaces of transfer at once, as shown by the trajectories of
several important translators of the period such as the aforementioned Ladislas Gara
and Anna Posner.

The differentiated capacities of these intermediary networks to mobilize links and
information coming from the socialist countries, especially about their respective
literatures, as well as the possession of rare forms of linguistic capital, became val-
ued resources during this reconfiguration of literary transfer. They could also fos-
ter competition between publishers for specific works and authors. Indirectly, these
dynamics encouraged or even forced the importers of other Eastern European lit-
eratures, apparently less concerned than Polish and Hungarian literatures with the
reconfigurations described here, to redeploy their literary strategies and even their
political commitments. If we have here been able to show how, through the dissemi-
nation of prohibited texts in socialist countries, translation could constitute for their
intermediaries a possible repertoire of political commitment - against communism,
in this case — we ought at least to mention the symmetrical case: the commitment in
favour of the importation of East European literary works but on behalf, this time,
of a renovated communism. An emblematic example of this type of investment is
Louis Aragon, who launched the “Littératures soviétiques” collection at Gallimard
in 1956 (after running another collection, “Au pays de Staline’, in one of the PCF
publishing houses; Popa 2002b), and fostered through it a renewed kind of socialist
realism (Olivera 2002). This activity, both literary and political, was itself (re)defined
in the wake of the political crises described here, and would also profit from later
attempts to reform socialism from within, especially during the Prague Spring. The
end of this political experiment, moreover, would have an impact on the transfer of
Czechoslovak literature to France homologous to that caused by the crises of 1956
and sketched out above.

This study shows that an overlapping between the political and literary stakes
occurred far beyond the national spaces in which the crises of 1956 took place. The
reconversions that happened in a crisis situation between different types of capital
specific to certain social spaces within national borders were also accompanied, via
international transfer, by reconversions of capital between national spaces. The polit-
ical capital that writers acquired or consolidated on this occasion could reinforce or,
on the contrary, weaken (at least temporarily) the literary positions that these writers
occupied. However, this capital could also be reinvested in favour of the international
circulation of literary works, leading to the “enlargement” of the symbolic fame of

12 IOANA POPA



these writers, even benefiting the construction of the “brand image” of a whole liter-
ature. Conversely, as a vector of international literary circulation, translation could
provide writers who benefited from it with symbolic resources that were at least par-
tially convertible into their national space of belonging. It introduced degrees of legit-
imacy and forms of recognition concurrent with those provided (or denied) to these
writers by national cultural institutions, there by entailing significant political effects.

Translated from French by Andrew Brown
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Political commitment and the international construction of symbolic recognition
during the Cold War: The impact of the 1956 crises on literary transfers
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The article examines the impact that the political crises which occurred in 1956 in two com-
munist countries in Eastern Europe (Hungary and Poland) had on the translation in France of
literary works originating in these countries. The aim is not to analyse the dynamics of these
crises as such, but their effects on the internationalization of the professional trajectories of
writers who expressed a political commitment on this occasion, and on the circulation of
their works. The analysis also takes into account the reconfiguration of the intellectual space
in which these works were translated, targeting the redefinition of the positions of various
actors who favoured the literary transfers. These different angles of analysis enable one to
investigate, on several levels, the link between political commitment and the international
circulation of literary works, showing that an overlapping between the political and literary
stages occurred far beyond the national spaces in which the crises of 1956 took place.
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Literarny kanon v prekladovom a kulturnom priestore
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NA UVOD

V poslednych desatrociach, ked zaznamenavame aktualne a frekventované per-
traktovanie i teoretizaciu témy kanonu, najmé v suvislosti s uvazovanim o réznych
konceptoch pisania dejin literatury, sa zda potrebné polozit si otdzku, ako sa konsti-
tuuje, ako vyzera a ako sa vnima literarny kanon z pohladu prekladu. Cielom tejto
studie teda nie je sumarizovat doterajsie poznatky o kanone ani polemizovat o nom
¢i nanovo ho uchopit. Ponimanie kdnonu ma uz svoje vyvinové trajektérie a moze
menit podobu podla literarnoteoretickych konceptov, podla ¢asu a priestoru, kon-
vergentnostou i divergentnostou roéznych pohladov a parcialnych fenoménov. Mohli
by sme sa vSak zhodnut na konstatacii plauzibilnej aj pre priestor prekladu, na kon-
$tatdcii, ktoru vyslovil Roman Mikulds, spoluzostavovatel tematického cisla World
Literature Studies, nazvaného Kontiiry tvorby a vyskumu literdrneho kdnonu, a ktora
mozno prijat ako sumadr a konsenzus:

Kénon je zalezitost vyberu, hodnotenia, orienticie, redukcie istého nedefinovatelného
(nestrukturovaného) dynamického mnozstva na vymedzeny priestor s orientaénymi bod-
mi. Je to zélezitost tvorby konsenzu o kdédovani systému literatary, o estetickych kritéri-
ach, o hodnotnom a nehodnotnom, o zavaznom a trivialnom, o priznakoch a kritériach.
Hodnotenie tvori akysi ramec, v ktorom sa tvorba kdnonu odohrava. Hodnotenie a tvorba
kanonu predstavuji spojené nadoby [...] (2015, 65).

Pre nasledujuce tvahy o kdnone v prekladovom priestore si treba este pripomentt
dalsi konsenzus, a to, Ze tedrie chapu kanon ako esteticky a poetologicky princip, ako
textovy korpus a ako jednotlivy text (kdnonizované literarne dielo).

Okrem komunika¢no-semiotického hladiska sa budeme v tejto suvislosti pridrzat
nazoru Harolda Blooma (2000), ktory ako atribity kanonu-diela uvadza esteticku
silu, literarnu originalitu a cudzost literarneho diela. Esteticka sila literarneho diela
sa optikou prekladu a recepc¢nej estetiky da povazovat aj za ucinok, ktory by mal
byt v adekvatnom preklade rovnaky ako v originali a mal by sa teda opierat o adek-
vatny prenos relevantnych charakteristik textu; preklad by mal byt kongenialny.
Bloom medzi komponentmi estetickej sily menuje obrazny jazyk, originalitu, ostrost
postrehu, vedenie (znalosti a vedomosti) a jazykové bohatstvo (40). Originalitu
a cudzost literarneho diela vhimame v prekladovom priestore spravidla intenzivnej-
$ie ako pohyb medzi cudzim a svojim na viacerych rovinach, pricom prienik hetero-
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némneho kanonického diela do literdrneho vyvinu prijimajuce;j literatiry narusenim
tradicie moze mat roznu podobu: predvidatelnu i okazionalnu. Konfliktnost vyvinu
a vyuzitie novych moznosti jazyka a poetiky, ¢o st podla Blooma inherentné atributy
kanonu, je potrebné vnimat cez diachrénny pohlad. Tieto atributy sa prejavuji vzdy
inak, podla toho, ako sa etabluje a vyvija prekladanie, aka funkcia prekladu prevlada
a aké je jeho postavenie v prijimajtcej kultiure vzhladom na opoziciu svoje vs. cudzie.
Orientdciu tejto $tidie musi teda ramcovat aj historicita a diachroénia.

Postoje

Ak vnimame kénon ako $pecificky literarny systém, z ktorého sa vyberom kon-
krétnych diel konstituuje jednak systém prekladovej literatiry en bloc a jednak sys-
tém prekladového kanonu, vychodiskovym bodom bude konstatdcia, Ze kdinon ma
z geoliterarneho hladiska svoje ukotvenie stupnovito v inondrodnej a potom vo sve-
tovej literatiire. Uvahy o charaktere a pdsobeni kdnonu sa opieraji bud o literdrno-
teoretické koncepty réznej proveniencie, alebo o dejiny literatury ¢i o komparativnu
literatiru a o tedriu kultiry. Ako dalsie hladisko sa ponuka skiimanie kanonu a jeho
fungovanie cez prizmu svoje vs. cudzie, vlastnu translatoldgii, a napokon aj hladisko
dejin prekladu. Tu vstupuju do hry dve modality dejin prekladu, ale tiez sociokul-
turny a historicky fenomén pri uvazovani o prekladovom kanone. Okrem priestoru
dejin prekladu sa uvazovanie o kdnone a jeho podobach ukotvuje aj v priestore pra-
xeoldgie prekladu. Toto disciplinarne vymedzenie sa v§ak nemdze chapat aditivne.
Dejiny prekladu a praxeoldgia prekladu sa vnimaji v kultirnom prostredi, funguju
v iom vo svojej historickej premenlivosti a st navzajom prestipené.

Z doterajsich vyskumov vyplyva, Ze dejiny prekladu mozno skimat dvojako: ako
autondémne dejiny alebo ako sucast dejin narodnej literatury, resp. literarnohistoric-
kého vyvinového procesu. Z takéhoto pohladu sa da vyvodit, ze i kanon ako korpus
textov bude v sebe obsahovat isty typ podvojnosti, komplikovany aj tym, ze prelozené
dielo sa prebera z inondrodnej literatiry uz ako kanonické a zaroven sa moze stat
kanonickym artefaktom v systéme prekladovej literatiry vylu¢ne z hladiska ontold-
gie prekladu.

Pripomenme, Ze spomedzi tedrii prekladu, o ktoré by sme sa mohli opriet, je
komunika¢no-semiotickd tedria prekladu Antona Popovica este stale in$pirativna
a platnd. Popovi¢ chapal umelecky preklad ako literarny fakt zasadeny do kontextu
prijimajucej literatiry a nadstavbovo ako osobity prejav literarnej metakomunikacie.
Za zakladné vychodisko uvah o preklade povazoval lingvisticky, interpretacny a lite-
rarnovedny aspekt, pricom v sekunddrnom okruhu zdoraznoval interdisciplinarne
hladisko (predstavuju ho literarna komparatistika, psychologia, socioldgia, antropo-
légia, tedria komunikacie, tedria informacie, $tatistika a pod.). Historicky aspekt, resp.
historicitu prekladania pokladal za principialnu jednak pre dejiny narodnej literatdry
a jednak pre teériu, ktora ma z vyvinového hladiska definovat aj metddy a koncepty
prekladu. Funkciu prekladu na jednej strane definoval ako ,byt prekladom® a na
strane druhej ako heteronémny zasah do vyvinu prijimajtcej literarnej Struktary.

U Popovica sa uz v spominanom modeli objavil jasny naznak potreby vnimat
dejiny prekladu v systémovych stvislostiach a intersystémovych vztahoch: odkazo-
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vali na to spolo¢ensko-kultirne podmienky vzniku umeleckého prekladu, literarne
a medziliterarne suvislosti, sociologické a pragmatické vztahy (preklad a (itatel,
tvorba a ovplyvnovanie ¢itatelského vkusu prekladom a pod.). Popovic¢ hovori, Ze his-
toricka poetika, ktorej podstatou je slohova typologia, rekonstruuje situaciu prekladu
bezprostredne na pozadi vedomia autora, pradu, literarneho obdobia a celej literar-
nohistorickej situdcie. Prave v tomto bode pojmu dejiny prekladu nadradil pojem
literarnohistoricky proces, pretoze sa ¢oraz viac utvrdzoval v tom, zZe pri skimani
prekladu je primarnym prijimajtci kontext, domaca kultirna a literarna situacia. Pri
vnimani prekladovej literatiry ako sucasti literarnohistorickej syntézy uz musi byt
re¢ aj o kdnone v zmysle autority. Akcentuje sa tu totiz konfliktny charakter tradicie
a inovacie tak, ako to vidi napriklad Jurij Nikolajevi¢ Tynanov a ruski formalisti, do
istej miery akceptovani aj v Bloomovej reflexii kdnonu. Prvky poetiky a kdnonu pre-
chadzaju z jednej epochy do druhej, bud na seba sthlasne nadvazuju, ¢o sa oznacuje
ako vyvinova priebeznost, alebo sa popieraju odliSnymi principmi nastupujiceho
kanonu a jeho textovej realizacie, vytvaraju rézne typy medzitextového nadvdzovania
a inych typov vztahov (Popovi¢ 1978, 287 - 288). Popovicov koncept sa da rozviest
v situdcii, ked sa kdnon cudzej literatiry dostane do konfliktného postavenia s doma-
cou literatirou a jej kdnonom. Intenzita tohto konfliktu posobi na vyber textu na
preklad a urcuje aj jeho prijatie, resp. odmietnutie.

Netreba osobitne zdoraznovat, ze v duchu Popovicovho uvazovania reflektujeme
preklad na teoretickej irovni nielen ako text literatury, ale aj ako text kultury. Preklad
je nositefom informacie o cudzej kulttre a pri jeho realizacii vychdadzame ,,z pomeru
dvoch kultur vyjadrenych v texte proporciou medzi ,svojim’ a ,cudzim™ (Popovi¢
1972, 15). Prijimajuce prostredie vykazuje historicky podmienené kultirne postoje,
orienticie a tendencie, ktoré priamo i nepriamo ovplyvnuju vyber diela na preklad
i pohlad na kanon inondrodnej ¢i svetovej literatdry, na potrebu jeho inkluzie a na
fakt, ¢i dané dielo pdsobi ako kanon, alebo sa tento jeho atribut rozpusti. Niet pochyb
o tom, ze na vyber textov na preklad posobia okrem vnutroliterarnych impulzov
aj mimoliterarne podnety vratane geopolitickych a ideologickych. Libusa Vajdova
poukazuje na fakt, ze preklad z cudzej literatury je schopny, v opa¢nom garde, ,,vyjad-
rit dokonca aj také hierarchie a orientdcie prijimajiceho prostredia, ktoré si ono samo
nemusi jasne uvedomovat® (2009, 86). Vajdovej pohlad na preklad ako na skisobny
kamen kulturnych postojov je nanajvys$ opravneny: ,,To, o ¢om v skuto¢nosti sposob
prijimania cudzich literatir vypovedd, o com svedcia rozne orientacie v prekladoch,
rozne casy ich publikovania a rdzne ohlasy, je nie povrchovd, ale vnttorna tvar priji-
majtcej kultdry, jej hlbkové rozvrstvenie® (84).

Ani pri chapani prekladania a prekladu ako sucasti literarnohistorického procesu
vyvin nemozno redukovat len na historicku retrospektivu, hoci historiografia je kon-
$truktom minulosti z hladiska sucasnosti, pricom aj kanon ako korpus textov sa iden-
tifikuje retrospektivne.

Preklad nazerany ako artefakt funguje v dialektickom prieniku troch ¢asovych
dimenzii, ktoré sa navzajom podmienuju: diachronia, synchrénia a perspektiva.
Casové realizicia literarnohistorického procesu prebieha navyse v ,dialektickom
napdti medzi ¢asom fyzikalnym, historickym a kultrnym. Literarnohistoricky pro-
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ces je funkciou, resp. formou kultirneho ¢asu® (Popovic¢ - Liba - Zajac — Zsilka 1981,
57). Ten sa chape ako relativne nezavisly znakovy systém a ma svoju determinaciu vo
vyvine spolo¢nosti v jej uzsom ramci (narodna kultira). Nemusi sa zhodovat s his-
torickym casom.

Jurij Lotman premyslel koncept izostadidlnosti vo vyvine kultar. Spolu s nim
mozno hovorit o asymetrii kultar, ktorych inherentnym fenoménom je jazyk a jeho
¢asopriestorové postavenie voci inym jazykom, ako aj korpus literarnych textov z hla-
diska velkosti a starobylosti (dlzky, extenzie a intenzity literarnej tradicie).' Izo$tadi-
alnost a asymetria kultar, pojmy viaZuce sa na casopriestorové, obsahovo-materi-
alne a kvalitativne atributy v situdcii stretu dvoch systémov literarneho vyvinu spolu
s atributom otvorenosti/uzavretosti prijimajicej kultiry vytvaraja historicka pod-
mienenost prechodu kanonickych diel do prijimajucej literatiry. Kanonické dielo sa
preto moze prostrednictvom prekladu dostat do roznych konfiguracii - moze pdsobit
napriklad nulovo, retarda¢ne, inovac¢ne, kanonickost prekladu sa moze pocitovat ako
stabilna, do¢asna a pod.

Na tomto mieste je nevyhnutné zaoberat sa dal$ou otazkou, ¢i dejiny literatury
a dejiny prekladu maji ambiciu obsiahnut a pojat do svojho systému vsetky napisané
literarne texty, alebo sa v nich uplatnuje selekcia diel na zaklade istych hodnotovych
kritérii, ktoré uzko stvisia tiez s teoretickym konceptom a metodolégiou historio-
grafie. V historiografii ndrodnej literattry je predpoklad, ze korpus disponibilnych
textov je vac¢si nez korpus prekladovej literatury, hoci aj tento predpoklad sa moze
ukazat ako relativny. V kazdom pripade v$ak princip hodnotovej selekcie a kanonic-
kosti je v prvom pripade intenzivnejsi.

Ak budeme vychadzat z faktu, Ze dejiny prekladu tvori isty vymedzeny korpus tex-
tov, v ramci ktorého sa da hovorit aj o kdnone, musime sa vratit k tridde diachronia,
synchrénia a perspektiva a k sposobu, akym sa tento korpus utvéra. Z tohto pohladu
sa centrom stdva pojem vyber. Samotna konotacia tohto slova poukazuje jednak na
pritomnost kritérii vyberu v rozpiti od estetickej hodnoty diela cez kultirnu az po
pragmaticku podmienenost prekladu, a jednak na pritomnost disponibilného literar-
neho korpusu inonarodnych literatur. Z hladiska dejin si vsimame vyber diela na pre-
klad v minulosti. Lenze z hladiska systému prekladovej literatry si musime v§imat
aj vyber diela na preklad v sucasnosti, pretoze ten ovplyviuje perspektivu preklada-
nia v zmysle utvarania buducich dejin. Vyber ,tu a teraz“ tvori podmienky budiceho
historického kanonu, v pripade, Ze tomuto fenoménu stale prikladime vyznam. Inak
povedané, textu prekladu prisudzujeme vyvinovii hodnotu a ta zasahuje literarny sta-
tus quo, pricom pripravuje aj buducnost v zmysle moznosti ustanovit kanon, hoci
nie je isté, ako sa dnes prisudzovana hodnota prekladovému dielu bude v budicnosti
akceptovat, a ¢i vobec bude dielo posobit ako kanonické. To zavisi od mnohych fak-
torov, medzi ktorymi je aj faktor recepcie literarneho diela, receptibility kultirneho
prostredia a v neposlednom rade aj udrziavanie a vnimanie (literarnej) tradicie.

A. Popovi¢ hovori o literdrnohistorickom procese ako o ,,histéri[i] recepcie jed-
notlivych diel, konstituovania a premien obsahu (literdrnej) tradicie v jednotlivych
obdobiach, ako aj [o] syntetizaci[i] literarnych procesov (Popovi¢ - Liba - Zajac
- Zsilka 1981, 58). Tradiciu definuje ,,ako subor, ktory zachytava vsetky eventuality
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vztahov medzi textami v danej etape vyvoja [...]“ (Miko - Popovi¢ 1978, 286 - 287),
vysvetluje ju ako paradigmu istych moznosti medzitextového nadvézovania a ako
konkrétny stav medzitextovych vztahov (syntagmaticky aspekt). Ide o konfiguraciu
medzitextovych reldcii tak, ako ich interpretuje literarna histdria a historickd poe-
tika, ¢o je z hladiska kdnonu obdoba vztahov afirmécie a kontroverzie, konformnosti
a nonkonformnosti, pokracovania a prerusovania. Z uvedeného pohladu potom
Popovi¢ otvara cestu nahliadania na dejiny umeleckého prekladu ako na strieda-
nie modelovych situacii prechodu, ked preklad prebera texty a vysiela impulzy, je
kanalom a vytvara novi komunika¢nd a literarnu situaciu (od antiky k novodobej
literature, od klasicizmu k preromantizmu, od romantizmu k realizmu, od realizmu
k moderne atd.). Otvara sa tu aj model dejin ako dejin recepcnej situdcie. Su to zlo-
mové body ,krizy“ v prekladani i vo vnimani prekladu, situacie nadprodukcie pre-
kladu v istom Zanri alebo nedostatok prekladu ¢i neprekladanie (Bedndrova 2017a).
A takyto diskurz uz implikuje existenciu prekladového diela ako kanonického a pdso-
benie kanonu ako estetického systému.

Kénon ako korpus a systém sa stotoziuje s pojmom klasicka literattira a kano-
nizovany autor s pojmom klasik. Tieto predstavy kdnonu sa vpisuju do literarneho
priestoru cez filter ¢asu a toho, ¢o pokladame za sucast literarnej tradicie’, ktoru
v tejto stivislosti vhimame ako konstittciu kultirnej a literarnej pamati, teda toho, ¢o
sa uchovava aj pod nazvom kultdrne dedi¢stvo. Jeho cielom je odovzdat isty typ vyni-
moc¢nych textov neporusene, ako svedectvo; v pripade prekladu ako svedectvo kul-
turnosti, vzdelanosti, istého stupna literarneho vyvinu v kultire naroda (pamét kul-
tary). Kultarne prekladové dedi¢stvo, preklad klasickej literatury vnimame ako zapis
o stave kulturnej orientdcie, o vyvine jazyka a literatury, ako dokument o ochote, voli
a schopnosti prekladat a integrovat texty nazyvané aj klucové, resp. autorov s atribu-
tom kltcovi, mysliac tym ,,klacovi“ v systéme literatury ako celku. Preukaznt a vypo-
vednd hodnotu moze mat v tomto smere aj neprekladanie - absencia prekladu textov,
ktoré sa konsenzom povazuji za kdnon, resp. svojimi vynimoc¢nymi vlastnostami
mozu aspirovat na buduci kanon, a v ktorych sa da zretelne odlisit charakter toho,
¢o robi z diela dielo dobového tspechu, povedané s H. Bloomom. Ked opakovane
hovorime o tom, ze v prekladovej literature este vzdy chybaju preklady klasikov, je
to stav, ktory z kultirneho a spolocenského hladiska konotuje referencie negativnej-
Sie, ako ked hovorime, ze chyba preklad istych diel z niektorej suc¢asnej inonarodnej
literatury.

O definiciach klasickej literatdry a klasického autora sa popisalo vela.’ Postaci, ak
zhrnieme, Ze kritériom tejto kategérie je reprezentativnost (ako typ neopakovatel-
nosti alebo dosiahnutie vrcholu, jedine¢nosti v opakovatelnosti), ustalenost a uzavre-
tost textu, schopného generovat nové vyznamy v case a priestore. Klasické dielo nesie
v sebe stopy pamati [udstva, predstavuje vyraznu esteticku a etickd hodnotu (subjek-
tivnu, kolektivnu a vSeobecnul), ktora sa pocituje intenzivnejsie nez hodnota stucas-
ného diela, je prameniom poznania nevyhnutného pre porozumenie dejin a dneska.
St to aj diela, povedané s Oskarom Cepanom,

schopné odznova a samostatne nadvizovat kontakt s pritomnostou [...] najma preto, Ze sa
»neopotrebuvaji’, Ze ¢asom nezanikaji s okolnostami svojho vzniku, Ze su schopné prezit
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aj ich neodvratnu smrt. Skuto¢né umelecké, teda aj literarne dielo vdaka vnutornej, dyna-
micko-rozpornej koherentnosti svojich vyrazovych a vyznamovych zloZiek si zachovava
svoju totalitu aj zoci-vo¢i tym silam historického procesu, ktoré neuprosne nicia vsetko
sprievodné, nepodstatné a nadbytoc¢né (1982, 243).

U Blooma ¢itame, ze dielo, ktoré aspiruje stat sa kinonom, si vynucuje, vyzaduje
opakované ¢itanie. Takéto ¢itanie odsudzuje citatela do uplnej samoty a ,,[v]elka slo-
vesna tvorba je vzdy prepis nebo revize a zaklada se na Cteni, které uvolnuje prostor
pro ja, nebo pracuje na tom, aby se davna dila oteviela nasemu dne$nimu utrpeni®
(2000, 22).

Status ,klasického™ diela je nevyhnutne vysledkom konsenzu, stavu a chapania
literarnej tradicie; vidime ho vzdy a opakovane z hladiska stic¢asnosti. Stvisi s nim
textologicko-kritickd, redakénd, edi¢na prax a, samozrejme, aj vydavatelska realizacia
diel narodnej i prekladovej klasiky. Preklad ma vsak ta vlastnost, ze moze relativi-
zovat rozsah a obsah klasickej literatury napriklad tym, Ze si vytvara vlastny obsah
pojmu ,,prekladova klasika®, ¢im rozsiruje pojem i obsah kultury. Relativnost spo-
¢iva okrem iného v tom, Ze sa nepreklada len s imyslom vytvarat prekladové a lite-
rarne dedicstvo, ale zo sumy prekladov sa spétne ukaze, ¢o v danej dobe tvorilo alebo
este tvori lokalne/narodné/globalne literarne dedi¢stvo, a to dobu aj charakterizuje.
Intencionalny pristup k tzv. Zivym hodnotam minulosti sa ukazuje z dobového hla-
diska v edi¢nej praxi, v istom type institucionalizacie vytvarania kulturnej a literar-
nej pamiti.* ,Poznani nemiize fungovat bez paméti a kdnon je skutecnym uménim
paméti, autentickym zakladem kulturniho mysleni,“ pise Bloom (47).

Kultirne myslenie cez preklad sa ukazuje v arealovych dejinach prekladu ako
disparatne a asymetrické, ¢im je ovplyvnena aj podoba kanonu ako korpusu, ktora
bude mat ini modalitu v zapadoeurdpskych a ina v stredoeurépskych dejinach.
Z aredlového hladiska sa otazky preferencie narodnych literatur a autorov ukazuju
vzdy inak, pri¢om sa da hovorit o stabilnom jadre kdnonu svetovej literatury s auto-
ritami ako Dante, Shakespeare, Goethe a pod.

Predchadzajici sumar postojov k otazke kanonu je vychodiskom k dalsej casti
textu, ktora si v§ima, ako sa sprava literarny text oznacovany ako kanonicky pri pre-
klade do cudzieho jazyka a akym sposobom sa mdze konstituovat korpus klasickych
literarnych diel v priestore prijimajtcej kultury.

ANALYZA1

Cudzi literarny text vstupuje do systému prijimajucej literatary a kultary v istych
historickych podmienkach literarneho a kultarneho vyvinu, ktoré urcuja vyber textu
na preklad, samotnu podobu prekladu, a tym aj modalitu a pdsobenie prekladového
textu ako kdnonu: moze posobit ako esteticka autorita, ako modifikator pisania, jeho
posobenie moze byt obmedzené na vnimanie prekladu ako sucasti kanonického
textového korpusu, ako ,klasického” diela, ale tento jeho atribut moze aj zaniknut.
V priestore dejin prekladu na Slovensku je mozné v niektorych pripadoch sledovat
pritomnost takéhoto diela na osi rukopisny preklad > preklad > opakované preklady
> neprekladanie. Otazka fixacie textu, problému premenlivosti a straty receptibility
kultirneho prostredia moze ovplyvnit vysledok prijatia textu a jeho pdsobenia, pri-
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¢om v kone¢nom désledku zaznamendavame aj zmiznutie/vyradenie prekladu z lite-
rarneho obehu (strata rukopisu, necitanie, cenzurny zasah a pod.). Zastavme sa naj-
prv pri problematike rukopisnych prekladov.

Prvy integralny preklad literarneho diela svetského charakteru sui generis sa
v slovenskom prekladovom priestore dostal na scénu az v roku 1750 (v reedicii v roku
1762). V kosickej jezuitskej tlaciarni vysiel latinsky preklad franctzskeho romanu
Fenelonii Telemachus gallice conscriptus... (Telemachove dobrodruzstva) francuz-
skeho duchovného a preceptora Fénelona,” ktorého literarne dejiny pokladaju za
predchodcu a ingpiratora eurdpskych osvietencov, teda v istom zmysle za zlomového
autora v konflikte politického, ndbozenského i estetického myslenia medzi klasiciz-
mom a osvietenskym klasicizmom.

Autorom oboch vydani prekladu je nemecky duchovny, kanonik Gregorio
Trautwein.® Cenzira o niekolko rokov zakazala vydat dalsi preklad tohto diela, ten-
toraz do dobovej podoby slovenského jazyka, od Alexandra Nozdrovického z roku
1778 (Fenelonovy Pribehy Telemacha syna Ulyssesa). Nevysiel ani treti preklad Féne-
lonovho diela z roku 1796, prelozeny z druhej ruky cez latin¢inu do biblickej cestiny
pod nazvom Pripadnosti Telemacha, otce svého Ulissesa po mofti a zemi hledajicyho.
Jeho autorom bol Alexander Kubini. V tom istom roku vysiel Fénelon v Prahe pod
nazvom Pribéhové Telemacha. Dil I. V 40. rokoch 19. storocia evidujeme v sloven-
skom kultirnom priestore dal$i preklad z druhej ruky pod nazvom Ptihody Telema-
cha Syna Ulyssowa od Jana z Fenelona sloZené... z neméckého zeslowénstené. V Dren-
Canech 1846 roku od Daniela Kubaniho. V rozpiti takmer polstorocia sa na uzemi
Slovenska titul objavil az v $tyroch prekladoch, hoci izemné vydanie je iba jedno. Tri
preklady sa zachovali len v rukopisoch, napriek tomu Kubiniho preklad ma na titul-
nej strane uz uvedeného tlaciara z Presova. Akokolvek sa na vsetky preklady poze-
rame, nemozno nekonstatovat, ze na vtedajsiu dobu ide o tikaz pomerne nezvycajny
a vyvolavajuci mnoho otazok, na ktoré v aktualnom $tadiu vyskumu este nemame
odpoved: Aka naliehavost podnietila zaujem o toto dielo? Ak vynechame preklad
do latin¢iny, preco vznikli tri nezavislé preklady a zostali v rukopise? Dostali sa tieto
preklady do literdrneho obehu a ako boli pristupné? Na ¢o a komu slazili? Cim tak
zaujalo toto dielo svetského charakteru prekladatelov v obdobi, ked sa pojem preklad
nediferencoval a emancipacia od prekladov sakralnych a duchovnych textov prebie-
hala iba velmi pomaly? Ako hodnotit pokus prelozit tento struktirou a kompoziciou
zlozity roman do neustdleného literarneho jazyka a do literatdry, v ktorej sa prvy
povodny roman objavil len v roku 17842 Teda medzi prvym a druhym prekladom
Fénelona do dobovej podoby literarneho jazyka.

Pri skimani tejto zalezitosti je dolezity vychodiskovy kontext a literarny priestor,
z ktorého original vzisiel. Fénelon publikoval roman Aventures de Télémaque v roku
1699 ako didakticko-vychovny spis pre vnuka Ludovita XIV., nadejného panov-
nika, ktory vsak zomrel v mladom veku. Postupom c¢asu sa roman stal literarnou
a estetickou autoritou. Fénelon posobil ako vychovavatel a duchovny otec panov-
nikovych vnukov, takze dobre poznal prostredie kralovského dvora. Dielo, ktoré
zamyslal vytvorit ako sumu a syntézu dobovych vedomosti z takmer vsetkych
oblasti poznania, prekrocilo hranice didaktizmu a stalo sa v podstate antiabsolu-
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tistickym manifestom, kritizujucim vladu Cudovita XIV. Fénelonov spis sa priecil
aj dobovému duchu pedagogickych principov ilustrovanych na pozadi bajok, kon-
vencnej latinskej vzdelanosti a velkych antickych osobnosti.” Autor si zvolil ako
médium vychovného prostriedku literarnu fikciu a i¢inok podnecovania citatelskej
predstavivosti. In§piroval sa Homérovym eposom Odysseia a v osemnastich kni-
héach vyrozpraval Telemachovu cestu za otcom ako peripetie s vychovnym, etickym
i politickym posolstvom. Homér bol pre Fénelona autoritou moralnou aj estetickou.
To mu vSak nebranilo adaptovat ho na dobovy vkus a prisposobit svojim zamerom.
Telemachova cesta za otcom, ktorého hlad4, a cesta k dospelosti a zrelosti je para-
lelnd s cestou Odysea do vlasti po dobyti Tréje. Mnohé udalosti z Odysseie sa tak
objavuju aj v Telemachovi. Mytoldgia, o ktoru sa Fénelon opiera, je sucastou deja
i moralneho posolstva. Zanrova forma tohto romdnu sa z dnesného pohladu neda
jednoznac¢ne urcit - v texte sa miesa epopeja, basen v proze, tragédia, prvky uto-
pickej prozy i tragédie, vyznamovo je intertextualny. Fénelonov romén sa da pokla-
dat za alegoricky inicia¢ny roman, ktory nasiel svoje dalsie podoby v osvietenskom
filozofickom romane. Vsetky tieto charakteristiky i samotny Fénelonov postoj
k otazkam vychovy a politiky vyvolali kritické reakcie na dielo, provokativne uz
len zvolenym Zanrom roménu, nekompatibilnym s atmosférou religiozity, vyzna-
¢ujtcim sa historickou nepresnostou a posunmi v mytoldgii. Ak by sme v tomto
romane hladali vlastnosti, aké ma mat kianonické dielo, zdkladnou charakteristi-
kou by bolo napitie, ktoré vyvolalo vnutri literarneho i mimoliterarneho systému,
a isty typ polemickosti jednak s dobovou didaktickou literatdrou, ale aj s antic-
kou klasikou. Navyse Fénelon sa kratko po vydani diela dostal do politickej nemi-
losti a v tej chvili sa na zaciatku 18. storocia z publikovaného romanu stalo dielo
»dobového uspechu® a vydavatelska i ¢itatelska udalost, ktora spustila lavinu tych
najroznejsich autorom povolenych i nepovolenych vydani romanu takmer v celej
Eurépe, ale najmé vo vtedajSom Holandsku. Zanedlho sa dielo zac¢alo opakovane
prekladat do mnohych jazykov® a jeho popularita trvala az do zaciatku 20. storocia.
Ked Voltaire pisal historiograficka pracu Le Siécle de Louis XIV (Storoc¢ie Ludovita
XIV., 1751), v kapitole 32 s ndazvom ,,Krasne umenia“ podal osobny kriticky vyber
z franctzskej literatiry dovtedajsich cias. Nechybala v nom reflexia Fénelonovho
Telemacha. Dielo zhodnotil ako ,vynimoc¢nu knihu, ktora sa priblizuje k romanu
aj k basni® pri¢com kritici po smrti Ludovita XIV., ,,sudcovia s prisnym vkusom
rozoberali Telemacha trochu tvrdo: vy¢itali mu rozvla¢nost, podrobnosti, privelmi
volne pospajané pribehy, ¢asto opakované a jednotvarne opisy vidieckeho Zivota,
ale tato kniha sa vzdy pokladala za jeden z najkrajsich pamétnikov prekvitajiceho
storoc¢ia“ (Voltaire 1988, 398 — 399). Pri tivahach o Fénelonovi, ako aj pri estetic-
kych stdoch ¢i kritériach vlastného vyberu vobec sa Voltaire opieral o porovna-
nie so starovekom: ,,Takmer vsetky diela, ktoré robili ¢est tomuto storociu, vznikli
v zanri v staroveku neznamom [...]“ (398), pricom ,,[m]edzi vytvory ojedinelého
zanru mozeme ratat La Bruyerove Charaktery. U starych Grékov a Rimanov sa
nenaslo viac prikladov na také dielo, tak ako ani na Telemacha“ (399), dielo, ktoré
podnietilo ,niekolkych napodobnovatelov, La Bruyerovymi Charaktermi sa ich
dalo strhnut este viac“ (400).
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Z Voltairovho hodnotenia je jasné, Ze diela, dnes kdnonické, vtedy este len aspi-
rujuce na kanon, vnima v konflikte poetik a predstav o literature, pricom tertium
comparationis mu je antika. Uvedomuje si popieranie tradicie, inovaciu textotvor-
nych postupov, originalitu, ale aj neporozumenie, resp. dobové odmietanie vyply-
vajuce z ,cudzosti“ diela. Konfliktnost, protikladné postavenie diela vo¢i tradicii st
vlastnosti, ktoré, ako sme uviedli vyssie, konstituuju pojem kanonu. Lenze Voltaire
na mnohych miestach zdoéraziuje este jednu vlastnost literdarneho diela, ktoré by
malo byt uznané sucasnostou i budicnostou. Okrem novosti a odli$nosti od pred-
chadzajucich vyzdvihuje utvaranie vkusu naroda, sprostredkovanie spravneho a jas-
ného zmyslania, nové pouzitie $tylu a jazyka, ale najma fakt, ze autori, ,,[v]yznamni
muzi minulého storocia nas ucili mysliet a hovorit [zdoraznila K. B.], povedali, ¢o sme
nevedeli. Ti, ktori prichadzaju po nich, mozu povedat takmer len to, ¢o uz vieme*
(404). A to je jedno z kritérii kinonizovania literarneho diela, jeho istej vylu¢nosti.

Po necelych troch storoc¢iach sa Lieven D’hulst v knihe Essais d’histoire de la traduc-
tion (Eseje o dejinach prekladu, 2014) vracia k 19. storociu a zapodieva sa aspektom
prekladu z hladiska vydavatelskej praxe. V suvislosti s Fénelonovym romanom Les
Aventures du Télémaque sa vyslovil v tom zmysle, Ze podla poctu vydani a nakladu
patril vo svojej dobe do ,kategdrie bestselleru®. Zaujem kulturneho sveta o Fénelo-
novo dielo sme uz naznacili: nepochybne bol podnieteny aurou autorovho protest-
ného gesta. V roku 1826 zalozil parizsky vydavatel Jean Dauthereau ediciu Najlepsie
francuzske a cudzie romany (Collection des meilleurs Romans frangais et étrangers),
v ktorej vyslo 30 franctzskych a 12 inojazy¢nych romanov v 100 zviazkoch. Medzi
franctzskymi romanmi sa ocitol aj Télémaque (D’hulst 2014, 216 - 217), ale tentoraz
z hladiska kdnonického vyberu signalizovaného kritériom najlepsieho v nazve edicie.

V slovenskom literarnom kontexte sa podla nasich doterajsich zisteni mozno
opriet iba o sporadické zmienky o Fénelonovom romane. Na dvoch miestach o nom
v roku 1826 hovori Pavol Jozef Saférik v Dejindch slovanského jazyka a literatiiry vset-
kych ndreci (1864 - 1865), ale iba v stvislosti s prekladom do rustiny (1750) a srb¢iny
(1814); v mravou¢nom duchu hovori o Fénelonovi v jednej z replik polsky s$lach-
tic Zalevski z Paldrikovho Drotdra (1860)° a napokon Jaroslav VI¢ek upozornuje
na Nozdrovického preklad v Dejindch literatiiry slovenskej (1889 — 1890). Pomerne
usmevne dnes posobi aj zl¢ovité zhodnotenie Jana Jakubca, profesora dejin ceskej
literatiry na Univerzite Karlovej:

Znamy nam hlasatel a $ifitel slovenského separatizmu, katolicky faraf, na konec kanov-
nik Josef Ignac Bajza, ztstal ve vSech svych rozmanitych spisech dtislednym epigonem
projesuitskym: v nudnem dvousvazkovém romanu René mlddenca prihody a skiisenosti
(1783 a 1785) ukazal, ze znal podobné pouc¢né a moralisujici romany francouzské, zejmé-
na Fénelonova ,, Telemacha®, aspon po jejich ramci, avSak zaroven z dobrodruznych ptihod
Bajzova spisu prozira snaha, zarazet nové obrozeni z drivejsiho protireforma¢niho utlaku
(1934 [Brtanova 2009, 507]).

Podla ojedinelych indicii sa da predpokladat, Ze Fénelonov Telemachos nejakym
sposobom cirkuloval v literarnom priestore, len zatial tazko urcit, ¢i ho vzdelanci
&itali cez rukopisné preklady alebo v originali, resp. ¢ ho vobec ¢itali. Ked Stefan
Kréméry piSe v Dejindch literatury slovenskej o Augustinovi Dolezalovi a jeho diele
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Pamétna celému svétu tragoedia (1791), kladie si otazku, kde sa svojmu umeniu Dole-
zal naucil, ked ,,nevedel [zdoraznila K. B.] o preklade Fénelonovho Telemacha, ani
o inych rukopisnych prekladoch storocia svojho* (1976, 46).

V druhej polovici 20. storocia o nom pisal Miloslav Okal (1965) a jeho vyznam
vyzdvihoval najmi v stati ,,Problematika homérskych basni a ich ohlasy u nas“
(1966). Vo francizskom kontexte 17. storoc¢ia sa Homér prekladal maélo a bol este
takmer nezndmym autorom.” V 18. storoci na Slovensku podla Okala ,,uz Homéra
poznaju vsetci slovenski vzdelanci. Jozef Ignac Bajza pozna postavy homérskych
basni, ako sved¢i o tom nielen jeho roman René mlddenca prihodi a skiisenosti, ale
aj jeho epigramy“ (1966, 553). Posobenie Fénelonovho romanu sa iste neobmedzuje
iba na sprostredkujucu funkciu pri poznavani Homeéra, ktory sice nebol neznamym
vo vzdelaneckom prostredi, ale stale bol prekladany len fragmentarne a cez latin¢inu.
Prvé preklady Homéra z gréctiny sa objavili aZ na zaciatku 19. storocia.' O Trautwei-
novom preklade Fénelona neskdr velmi stru¢ne ¢itame aj u Jozefa Felixa (1968).

Podobny ohlas v Eurépe ako Fénelonov Telemachos malo aj dielo Antonia de Gue-
varu Epistolas familiares — Dvojctihodného otce Ant. Guevara... Listy a rozmlouvini,
v slovenskom preklade sa zachoval opit len v rukopise Nozdrovického z roku 1773.
José Luis Gémez-Martinez (1996) poklada de Guevaru za zakladatela Spanielskej
eseje, autora, od ktorého sa datuje Spanielska esejisticka tradicia. Odvolava sa nanho
aj Montaigne v eseji ,O opilstve® (Kniha II, kap. 2). Antonio de Guevara (1480 -
1545) bol $panielsky frantiskansky mnich, kazatel a kronikar na dvore Karola V. Jeho
utopicka, pacifisticka az mesianisticka vizia duchovnej riSe stala v kritickej opozicii
k zapadoeurdpskemu dvorskému zZivotu. Nozdrovicky dokoncil preklad tohto diela
v roku 1773, je teda skorsieho data nez Telemachos. Hoci zostal iba v rukopise, Felix
pokladd tento datum za dolezity medznik - datuje sa nim vobec prvy preklad z novo-
vekych eurdpskych literatir (1968, 6). Dodajme, ze vzhladom na povodcu prekladu
a jazyk prijimajucej literatiary. O de Guevarovom diele a jeho preklade sa zatial nena-
8li nijaké zmienky v slovenskej sekundarnej literature.

Fénelonov a de Guevarov origindl, tieto dva texty dvoch literarnych moda-
lit s didaktickou funkciou, sa dostali na Slovensko priblizne v obdobi, ked vznikal
a nasledne vysiel prvy diel Bajzovho vychovného, pou¢ného aj zdbavného romanu
René mladenca prihodi a skiisenosti (1784), o ktorom uz naznakom bola re¢. Z dobo-
vej eurépskej romanovej produkcie na ploche dvoch storo¢i je na Slovensku v pre-
klade len zanedbatelné torzo, ktoré nemohlo sekundovat Bajzovmu usiliu etablovat
romanovy zaner v slovenskej literattre tych cias. Fénelonovo a Bajzovo dielo vsak
medzi sebou koresponduju typicky osvietenskymi vychovnymi funkciami s presa-
hom k zabavnému poslaniu literarneho textu. Slovenska literarna historiografia sa
Fénelona dovoléva viac-menej kontingentne, resp. pri vyklade Bajzovho diela sa na
stradnice francuzskej (eurdpskej) prozy 17. a 18. storocia napaja vSeobecnejsie. Ku
genéze Bajzovho romdnu Hana Urbancova pise:

Je isto pozoruhodné, ze v literature, ktorej chybali zakladné literarne formy, sa takmer bez
pripravy objavil taky vyspely zaner, ktory nielenze nema domaceho predchodcu, ale nema
ani paralelného stibeznika v najblizsej slovanskej literature, v literattre ¢eskej.
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Nasa literarna veda uz zaujala stanovisko k moznym suavislostiam (respektive zavislos-
tiam) Bajzovho romanu s podobnymi zanrami v sivekych eurépskych literatrach. Popri
madarskom spracovani Kartigam Igndca Mészarosa spomina sa najma mravou¢ny roman
Fénelona Pribehy Telemacha, ktory do slovenciny prelozil A. Nozdrovicky este koncom se-
demdesiatych rokov 18. storocia. Najnovsie vyskumy v oblasti umeleckej prézy z obdobia
narodného obrodenia v$ak ukazuju na pévodnost a doméce pramene a impulzy Bajzovho
umeleckého ¢inu. [...] Bajzov romdn takto predstavuje svojim sposobom ,,skrateny vyvin
eurdpskeho romanu od jeho folklornych pociatkov v 15. storo¢i az po koniec 17. storodia,
ked vznika sentimentalny psychologicky romdan®.

Akokolvek bol teda tento typ mravou¢ného romanu v eurdpskych literaturach tejto doby
modou, zavan ktorej prenikol aj do nasich kon¢in, nemozno chdpat Bajzov romdn len ako
slovenskii mutdciu tohto Zdnru [zdoraznila K. B.]. Po uvedenych prekladoch je to v nasich
podmienkach prvy a jediny velky priklad umeleckej, pribehovej prozy v pravom slova
zmysle (1978, 155, 156)."2

Erika Brtanova sa v kritickom subornom vydani Bajzovho diela pokusa osvetlit
René mladenca prihodi a skiisenosti a jeho zanrovu povahu optikou premien fran-
ctzskeho romdnu ako indpirdcie a modelu pre autorov eurépskych literatir prave
vzhladom ku kanonu klasickej poetiky, pricom urc¢ujicim bolo aj

usilie o uznanie romanu ako vyssieho zanru. Okrem realistického vyrazu nachadzame
v Bajzovom romane este dal$iu suvislost s franctizskou roméanovou tvorbou, a to s jej dvo-
ma pradmi: s idealistickym a komicko-satirickym, ktoré sa vyznacuju rozdielnym vzta-
hom k zobrazovanej realite. Priznaky idealistického romanu m4 prva ¢ast Bajzovho diela,
druha cast zastupuje komicko-satiricky roman. Uplatnené zanrové formy determinovali
celkom prirodzene aj Bajzov literarny jazyk (2009, 574).

Rukopisné preklady Fénelona, de Guevaru a napokon aj didaktického spisu
Jeanne-Marie Le Prince de Beaumont' prichadzaju do uplne odlisnej spolocenske;j
aj kultarnej situacie, takmer do vakua. Nemame priame svedectvo o ich recepcii,
su zabudnuté aj pre vyskum dejin prekladu a v podstate by sa dalo konstatovat aj
to, ze ich vyraznejsie neposobenie bolo premarnenou prilezitostou pre slovensky
literarny kontext. Dnes je tazko predstavitelny aj okruh ich moznych ¢itatelov - ak
prijmeme hypotézu, Ze nevysli zasahom cenzury, mozeme prijat aj hypotézu, ze ich
nebolo mozné vydat z ekonomickych dovodov, ze podobna ambicia dokonca chy-
bala a mali sluzit ako didakticka pomdcka ad hoc (najmd Le Prince de Beaumont).
Tieto rukopisné preklady (pravdepodobne okrem Fénelona, na ¢o nas upozornuje
naliehavost opakovaného prekladu), ktorych je omnoho viac, nez tu spominame,
a neobmedzuju sa iba na to, ¢o dnes chapeme ako umelecky preklad, su vysledkom
ojedinelych individualnych prekladatelskych ¢inov rozptylenych po pomerne izolo-
vanych dedinskych farach (Driencany, Vysna Boca ¢i inde), resp. pokusov na vyssich
g$kolach gymnazialneho typu. Problematika rukopisnych prekladov je pritomna aj
v inych eurépskych kultdrnych priestoroch. Modalita ich vyskytu a cirkulacie, ktora
sa na Slovensku sustreduje na 18. a ¢iastocne na prvu polovicu 19. storocia, je vsak
omnoho komplexnejsia a bude si vyzadovat eSte podrobny vyskum."

Situdcia romanu ako zanru a situdcia literarneho jazyka bola na Slovensku oproti
francizskemu kontextu radikalne asymetricka. Domnievame sa, ze prijat tieto texty
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tak, aby priamo heterondmne zasiahli literarny vyvin, nebolo mozné ani z hladiska
pripravenosti literarneho prostredia, ani z hladiska pripravenosti $ir$ieho okruhu
¢itatelov, ba ani z hladiska prekladatelskej metddy, resp. umeleckej tirovne prekladu.
Cielom prelozeného textu, ktory si konkrétne v pripade Fénelona svojou naro¢nos-
tou vyzaduje prekladatela jazykovo a literdrne vyspelého, najmi vsak skuseného,
bolo skor splnit pragmatické ciele a didakticka funkciu. Mozno preto tplne vylu-
¢it normotvornu funkciu prekladu tohto kanonického diela v prijimajicom literar-
nom systéme a pripustit stimulativnu funkciu prekladu vo vyvine literatary, pretoze
tato funkcia presvita aj z literarnohistorickych hodnoteni Bajzovho romanu. Dielo
nemohlo uplatnit svoju esteticku silu a potencidl jeho vyvinovej hodnoty zanikol
napriek opakovanym pokusom o preklad prave preto, Ze sa nedostalo do oficidlneho
literarneho obehu v zmysle fixacie a $irsej pristupnosti.

Na zaklade povedaného sa mozno priklonit k tvrdeniu, ze status kanonického
diela sa potvrdzuje v kulture, ktora je pripravend prijat ho, pricom dielo alebo poe-
tiku moze prijat cez recepciu origindlu alebo literarnokriticku recepciu. Ked sa vsak
uz pohybujeme v priestore prekladu, situacia moze byt ind. Moze sa ukazat ako nepri-
pravena a dielo v nej zanika, resp. neplni svoju funkciu kanonického diela. Fénelonov
roman je z tohto hladiska aj napriek pokusom o viacnasobny preklad pred¢asne rea-
lizovany text kdnonu, podobne ako bol omnoho neskoér predcasne realizovany prvy
preklad Flaubertovho romanu Madame Bovary (1928) z pera Juraja Slavika-Neres-
nického. Tento text, ktory stdl pri zrode moderného eurépskeho romanu, narazal
v slovenskom literarnom prostredi na kritické prijatie: Pavel Bujnak ho sice v pred-
slove prezentoval ako esteticky vzor pre slovensku literatdru, ale zaroven ospravedl-
noval nedostato¢nu jazykovu a $tylisticku uroven prekladu, na ktort sa odvolavali aj
kritici Flaubertovho diela na Slovensku."® Novy preklad Pani Bovary Zory Jesenskej
z roku 1948 trady stiahli z obehu a preklad Sone Hollej z roku 1963 pod nazvom
Pani Bovaryovd uz nemal prilezitost posobit normotvorne. Zostal iba v polohe ilu-
stracie eurdpskeho literarneho dedi¢stva a dokazoval kultirnu troven prijimajiceho
prostredia. Synergia literarnokritického odmietania, jazykovo a prekladatelsky nepri-
praveného pozadia spolu s ideologickou intervenciou v rozpdti ani nie polstorocia
vymazala pdsobenie Flaubertovho roméanu ako normotvorného. Esteticka autorita
romanu posobila v ¢ase prvého prekladu cudzo a provokativne, a teda aj originalne,
lenze tlak prijimajuceho prostredia a jeho literarnej tradicie a konvencie bol silnejsi.
Esteticka sila origindlu nemohla zapdsobit v dosledku neadekvatneho prekladu,
ktory mohol vymazat vnimanie tohto diela ako kanonického.

Juraj Slavik-Neresnicky patril k tym prekladatelom, ktori mali aspiraciu spolu-
vytvarat a stimulovat kanon prekladovej literatury aj literarnokritickou recepciou.
V ¢asopise Priidy (1911 - 1912) uverejitoval state o francuzskom symbolizme a literdr-
nych prudoch na prelome storoc¢i v niekolkych pokracovaniach pod ndzvom Z novsej
franciizskej literatiiry, ¢o v danom obdobi spliialo stimulativnu funkciu. K takymto
prekladatelom inicidtorom patrili Vladimir Reisel a Stefan Zary, ako i dal$i basnici
nadrealistickej skupiny.

Nastup slovenského nadrealizmu je prikladom stuhry normotvornej a stimulativ-
nej funkcie prekladu kanonu ako estetickej autority, ktora mohla naplno zaposobit
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v $pecifickom prostredi uz vznikajiceho individualneho a skupinového basnického
programu na baze popretia Casti predchadzajucich hodnot. Utaté ruky, basnicku
prvotinu Rudolfa Fabryho z roku 1935, ktora predznamenala nastup slovenského
surrealizmu, poklada Popovi¢ za parédiu pdsobiacu na destrukciu postsymbolistic-
kej poetiky.
Této zbierka sice pripravovala nastup tzv. avantgardnej poézie, ale sama ju eSte nevytvara-
la. Jej ,avantgardnost® treba chapat relativne. Parddia ako Zaner sa podiela na pretvarani
vyvinu popretim predchadzajtcej epochy, ako to bolo v ¢ase nastupu nadrealizmu. V istej

historickej situacii sa parodizované dielo moze stat dokonca vychodiskom pre dalsi vyvin
(Miko - Popovi¢ 1978, 289).

Mobhlo by sa zdat, ze Popovic¢ovo zaskatulkovanie Fabryho diela ako parddie je tro-
chu prehnané. Ak tato konstataciu obmedzime len na parodické medzitextové nad-
vdzovanie, resp. na popieranie poetickych principov minulosti, ktoré mozu vyznievat
v bezprostrednej situdcii ako parodické, a vlozime do kontextu 30. rokov 20. storocia
s pozadim basnickej, prekladatelskej a literarnokritickej aktivity Reisela, Zaryho &i
dalsich clenov tzv. Avantgardy 38, ocitneme sa z dne$ného pohladu v bode zlomu,
v ktorom sa konstituovala moderna slovenska poézia a etablovali poetické postupy
eurdpskej, predovsetkym franctzskej avantgardy (kubizmus, dadaizmus, surrealiz-
mus) v slovenskych podmienkach. Utaté ruky a cely dalsi nadrealisticky basnicky
program ,,poézie nového videnia“ nevznikali vo vakuu, ale cez preklad nadvézovali
na francuzsku avantgardu, prostrednictvom ceského poetizmu, ceskych a neskor
povodnych slovenskych prekladov, predovsetkym Apollinaira a tzv. prekliatych bas-
nikov. Preklad a pévodna tvorba boli sucastou jedného programu, ktory sa konstitu-
oval prostrednictvom $tyroch nadrealistickych zbornikov'®, ak nerdtame Reiselovu
stat ,,Preco nerozumieme modernej poézii‘, ktort spolu s prekladmi z Apollinaira,
Bertranda, Bretona, Eluarda a i. uverejnil v ¢asopise Slovenské smery (1937, 51 - 54).
Tento jednotny program sa profiloval na pozadi franctizskej avantgardnej doktriny
apollinairovského ,esprit nouveau® s poziadavkou syntézy umenia, kam v ponimani
slovenskej skupiny prirodzene patril aj preklad. Avantgardné basnické techniky
a postupy sa vsak ukazuju cistejsie v povodnej nadrealistickej tvorbe; preklad akoby
v pociatocnej faze bol pripravnym terénom, prestupnou stanicou. Nielen Reiselove,
ale i Rakove, Bun¢dkove a Zaryho preklady Apollinairovej poézie vysli knizne az
v roku 1961 pod nazvom Pdsmo. Toto vydanie vyvolalo vyhrotent polemiku medzi
Felixom a Reiselom v Slovenskych pohladoch (1962b) a v Kultiirnom Zivote (1962a).
Felix zhodnotil slovenské preklady, ktoré vznikali v podstate ako basnické prvotiny
a v kniznom vydani boli iba minimalne prepracované, ako nespravne a skreslujuce
Apollinairovu obraznost; pokladal ich za privelmi inSpirované ¢eskymi prekladmi.
Po Reiselovej reakcii sa spor sustredil na pravo na genera¢nu interpretaciu poézie.
Polemika vzhladom na existenciu prvych prekladov uz v 30. rokoch prisla neskoro.
Bola v$ak znamenim toho, Ze kdnon avantgardnych estetickych postupov sa zapisal
do vyvinu literatary a literarnej recepcie a ako norma si vyzadoval aj normotvornu
metddu prekladu, ktora Felix v kritizovanych textoch nenachadzal. Otazne vsak je,
¢i naozaj mozno hladat normotvornu metédu prekladu, ked kazda interpretacia bas-
nického textu je novou a je aj novym originalom prekladu. Potvrdzuje to napriklad
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aj neustdle opakovany preklad Apollinairovej basne ,,Pod mostom Mirabeau® (,,Sous
le Pont Mirabeau®), ktord sa chape ako prekladatelskd vyzva zvladnut normotvorny
kanon kubistickej poézie. Podobnym pripadom je aj viacnasobny preklad basne
»Havran“ Edgara Allana Poa vo vzdjomnej generac¢nej interpretacnej a poeticko-kon-
cep¢nej konfrontacii. Tri verzie prekladu Karola Strmena spolu s prekladmi V. Roya,
V. Beniaka, J. Kantorovej-Balikovej, J. Urbana, E. Lukacovej a L. Feldeka vysli v jed-
nom kniznom vydani pri prilezitosti 150. vyrocia basnikovej smrti vo vydavatelstve
Petrus (1999). V takomto type vydania sa popri autorovi povodného diela prezentuju
aj autori prekladu, na ktorych sa zameriava vyberovd pozornost. Vyber prekladovej
literatury v takomto pripade neprezentuje primarne dielo cudzieho autora, ale dielo
prekladatela, a preklad povysuje na original. V 70. a 80. rokoch 20. storocia vydava-
telstvo Slovensky spisovatel vytvorilo ediciu Basnicky preklad a vydalo monografické
vybery z prekladov J. Smreka, V. Reisela, S. Zéryho, ]. Stacha a i. Podobnu funk-
ciu mala aj edicia Preklady Karola Strmena vo vydavatelstve Petrus po roku 1989.
Postupne v nej boli vydané aj nepublikované preklady exilového spisovatela a prekla-
datela Karola Strmena, ¢im sa plne v¢lenili do slovenského prekladového priestoru.

Otazka viacnasobného prekladu originalneho textu poukazuje v pripade Apolli-
naira ¢i Poa na inherentnu vlastnost kanonického diela, o ktorej uz bola re¢ vyssie;
kanonické dielo nuti recipienta k opakovanému ¢itaniu, k opakovanej interpretacii,
k aktualizacii vlastnej hodnoty a vyznamu. Original sa svojou estetickou silou a auto-
ritou stava modifikatorom povodného pisania, ako v pripade nadrealizmu, a jeho uci-
nok a originalita nesie v sebe potenciu vytvarat aj normu prekladu. Tento posun vo
vnimani kdnonu v priestore prekladu vznika v situacii vy$sej pripravenosti prijimaju-
ceho prostredia a dobre sa odraza prave v polemikach okolo prekladov v pripadoch,
ked'sa z istého hladiska nartsa nedotknutelnost, ba az posvitnost prekladaného diela
narusenim zauzivanej met6dy prekladu. Na ilustraciu mozno spomentt polemiku
okolo prekladov antickej literatiry medzi klasickymi filolégmi a Vojtechom Miha-
likom v ¢ase, ked Okal prelozil Aristofanove komédie (1966) tradi¢nou filologickou
metodou a Mihdlik Aristofanovu Lysistratu (1969) tolko kritizovanou modernizuji-
cou metddou na rovine jazyka a versa prekladu spolu s aktualizovanim vyznamovej
roviny diela a uplatnil ju aj v dalsich prekladoch klasickych antickych tragédii. Pole-
mika nadobudla charakter sporu ,starych a novych®. Odklonom od Zanrovej kon-
vencie a prili$nou expresivitou prekladu Mihdlik destruoval dovtedy prevladajicu
normu prekladu a siahol na nedoktnutelnost literarneho dedi¢stva, desakralizoval ho
v Case, ked sa uz vytvorila norma prekladu antickej metriky a prekladanie grécke;
a latinskej poézie do slovenciny si vytvorilo tradiciu siahajicu do zaciatku 19. storo-
¢ia.”

Zdokonalovanim a zvy$ovanim urovne jazykovej, literarnej a kultarnej pripra-
venosti prijimajuceho prostredia sa zvySuje aj receptibilita prostredia a prekladové
dielo ako také sa moze stat kanonom v systéme prekladovej literatdry v zmysle
normy prekladovej metddy, estetickej hodnoty a u¢inku prekladu, originalnosti rie-
$eni a zvladnutia problémovych miest textu. Prikladom toho je v dejinach prekladu
na Slovensku Danteho Bozskd komédia (Peklo 1964, Ocistec 1982, Raj 1986). Bloom
venuje v Kdnone zdpadnej literatiiry Dantemu celt kapitolu; vnitornou vznesenos-
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tou, pravdivostou a neopakovatelnostou ho povysuje na klucového autora: ,,Druha
Bozskd komedie nebyla mozna, stejné jako prestala byt mozna tragedie poté, co
prestal psat Shakespeare® (2000, 117). Dodajme, Ze dokonalost a neopakovatelnost
prekladu J. Felixa a V. Tur¢anyho v slovenskych pomienkach povysuje toto dielo aj na
tazko zopakovatelny, preto kluc¢ovy preklad v celych dejindch umeleckého prekladu.'®
Danteho Bozskd komédia v preklade prekracuje vnimanie literarneho diela ako jed-
noduchej sticasti svetovej literatiry a dostava sa do silového pola instrumentalizacie

kanonu v slovenskom prekladovom priestore.

ANALYZAII

Knihy patriace do kanonu svetovej literatdry sa ¢itali a ¢itaju v slovenskom kul-
turnom priestore v originaloch aj v prekladoch do inych jazykov, ¢o vyplyva aj z cha-
rakteru stredoeurdpskeho kontextu a dejin prekladu. Krystalizacia pojmu umelecky
preklad, emancipécia prekladu od povodnej literarnej tvorby, predispozicia prijima-
juceho prostredia zmenou paradigmy prekladania,'® posilnovanie receptibility, insti-
tuciondlne formovanie vydavatelského priestoru a status prekladu ako kultirneho
¢inu su podmienky nevyhnutné na to, aby mohol vzniknut kdnon prekladove;j litera-
tury ako suma reprezentativnych textov, ktoré zaroven charakterizuje aj reprezenta-
tivnost prekladového artefaktu ako v pripade uz spominanej Danteho Bozskej komé-
die.

Reprezentativnost teda predpoklada gesto vyberu. Pragmatika prekladu odkazuje
vo vydavatelskom priestore na vyber z komunika¢ného pola svetovej literatury. Pre-
chod k tomuto pojmu je zdmerny: stotoziuje sa s kainonom i s kultirnym dedic-
stvom. Oba sa utvdraji ako suma textov v indtitucionalnom ramci Specializovanych
vydavatelskych edicii (preklady celych textov a antoldgie), prendsaju sa do ramca
literarneho vzdelania ako $kolskej autority, kde sa modeluje predporozumenie a sen-
zibilita na citanie, pricom v tejto polohe je mozna revizia tzv. Citatelského kanonu
najviditelnejsia. V recepcii literatury sa tiez organizuje diskurz, ktorého cielom je
pomahat citat, orientovat sa a vyberat lekturu, prezentovat rozne vybery s réznym
klu¢om, a napokon idea kdnonu nadobtda podobu okazionalnej reflexie.

Viac ¢i menej otvoreny odkaz na kanon je sti¢astou vydavatelskej stratégie. Vyber
kanonickych diel na preklad je otdzkou urcenia idey, programu a poslania edicie,
¢itatelského okruhu, na ktory sa zameriava, riadi sa individualnym posudenim, spo-
lo¢enskym ohodnotenim, pragmatickym zretelom a v slovenskych podmienkach
neraz aj ohladom na cesky prekladovy kontext. Pri konstituovani edicii tohto typu,
pri zostavovani edi¢nych planov a pri prezentacii textov sa s nimi ¢asto manipuluje
v zmienenych intencidch. Sucastou takejto stratégie je zdoraznovanie uznanej hod-
noty a hranic estetického hlada¢stva®, ktoré si podmienkou kanonu.

Prikladom par excellence spominanej vydavatelskej stratégie bol pred rokom
1989 nedokonceny edi¢ny projekt Zlatého fondu, ktory vznikol koncom 60. rokov
20. storocia a jeho poslanim bolo vydavat zékladné a vynikajtce diela svetovej litera-
tury.”! Felix o nom pise:

Ako viem, na popud Slovenského tstredia kniznej kultary redakéni pracovnici pripravili

pomerne velmi presny titulovy plan edicie nazvanej Zlaty fond, ktord ma obsahovat za-
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kladné diela svetovej literatdry, ¢ize kultdrne dediéstvo sveta. [...] Za obzvlast iniciativny
¢in pokladam aj plan vydavatelstva Slovensky spisovatel, podla ktorého by u nas mali po-
stupne vyjst vSetky hlavné diela autorov odmenenych Nobelovou cenou. [...] Stojime pred
ulohou poskytnut nasim citatefom v oblasti krasnej literatdry to, ¢o André Malraux nazval
pre oblast vytvarného umenia ,,imaginarnym muzeom®, ale ¢o nema hodnotu muzeélnu.
Kultdra sa totiz nezacala predvéerom (1986, 544).

V Slovenskom vydavatelstve krasnej literatiry (neskorsi Tatran) mali stale miesto
edicie, ktoré tento program ciasto¢ne napliali (Edicia svetovych klasikov, Svetovi
klasici, Svetova tvorba, Mala svetova kniznica, Zenit, Luk, Spolo¢nost priatelov
klasickych knih, Panteon a i.) pod ¢oraz viac silnejucim tlakom ideoldgie a kultar-
nej politiky. Literarny fond usporiadal v roku 1989 konferenciu , Literarna klasika
a sucasny preklad®, na ktorej sa mali opét definovat problémy prekladu literarnej kla-
siky a vytyc¢it zasady buducej vydavatelskej praxe. Politickd zmena a zmena kultar-
nej paradigmy po roku 1989 vsak spdsobila, Ze v reorganizujucom sa vydavatelskom
priestore tento projekt zanikol.”> Na cieleny vyber novych kanonickych textov na pre-
klad citit v si¢asnosti istu rezignaciu, povacsine sa recykluje stary kanon vydavanim
reedicii jazykovo upravenych prekladov.

Felix, ktory bol aj dlhoro¢nym vydavatelskym pracovnikom, sa dotkol otazok
vydavania literarneho kdnonu uz pred vyse polstoro¢im a do diskurzu o prekladovej
literatire zaviedol metaforu mapy, ktora sa v sicasnosti stala vyznamnym a casto
vyuzivanym nastrojom zobrazovania dejin prekladu i priestoru-miestopisu svetovej
literatary®. V obsirnej stati ,,O vydavani klasikov® (1953) pdvodnej slovenskej litera-
tary sa Felix zmienil aj o prekladovej literature, pricom zdoraznoval najmé potrebu
fundovanej textoldgie. S vydavanim klasikov ako kultdrneho dedicstva prekladovej
literatury sa stretal tiez ako redaktor a prekladatel a chapal ich aj takto:

Je dvojita kultara: kultira duse (Dante) a kultira ducha (Voltaire). Tie dve tvoria obsah
toho, ¢o nazyvame eurdépskym humanizmom a ¢o je nadim dedi¢stvom. Neviem, ¢i moze
byt inym ciefom kazdej narodnej literatury nieco iné nez tento narodny aj nadnarodny
ciel. V sluzbe tomuto ndrodnému i nadndrodnému cielu vidim sam raison d’étre svojej
prekladatelskej (aj ostatnej prace) (1966, 21).

Felixove uvahy o vydavani slovenskych klasikov a jeho editorsky koncept z 50.
rokov 20. storocia sa pretavili do konceptu vnitrojazykového prekladu a do vydava-
nia prekladov ,svetovej klasiky“. Jeho dolezita stcast mali tvorit aj adaptacie klasic-
kych svetovych literarnych diel pre mladez.* Ich najvlastnejsiu tlohu, ako aj poslanie
klasickej literatury vSeobecne, videl Felix v $irSom zmysle slova v posobeni estetickej
vychovy (1957; 1961).

Pravdepodobne aj v tejto intencii vys$lo v roku 1960 v edicii Skolska kniznica
(Mladé letd) Citanie zo svetovej literatiiry (1960),” antoldgia textov s perexami. Vyber
zostavil Anton Vantuch a sam niekolko textov aj prelozil. Antologia obsahuje 23
autorov od antiky po 19. storo¢ie (Homér, Petrarca, Rabelais, Cervantes, Swift, Vol-
taire, Rousseau, Byron, Hugo a i.), reprezentujucich klasické diela svetovej literatury.
Zaujimavostou z dnesného pohladu je, ze Citanka vy$la v naklade 10 270 vytlackov
a bola urcena pre 10. ro¢nik véeobecnovzdelavacich $kol. Pri zbeznom pohlade na
sumar prelozenych autorov mozno konstatovat, ze Vantuch sa orientoval na eurépsky
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literarny kdnon a kombinoval aryvky z uz prelozenych diel a z autorov, ktori vysli
knizne neskdr v 60. rokoch. Mozno sa domnievat, Ze vychadzal aj z moznosti v tom
¢ase rozpracovanych prekladov, ale da sa aj predpokladat, zZe prave uverejnené uryvky
potom iniciovali tvorbu kompletnych prekladov.

Citanie zo svetovej literatiiry sa ako typ antoldgie uréenej na literdrne vzdeldvanie
priamo dotyka pohybu v slovenskych vydavatelstvach v 50. rokoch, ktory smeroval
k etablovaniu edi¢nych a textologickych noriem aj v stvislosti s vydavanim svetovej
literarnej klasiky. Felix uverejnil v roku 1961 stat ,,Klasické literarne diela v Gpravach
(Niekolko pozndmok a navrhov)“ (1986), kde sa priamo zamyslal nad spésobom,
ako priblizit mladym ludom literarnu klasiku. Preferoval textové upravy (vypusta-
nie pasazi so zachovanim $truktury diela), vydavanie diel s nepatrnymi zasahmi, ale
s bohatym komentdrom ,,zameranym jednak na redlie a jednak na estetické rozbory*
(75), pricom navrhoval vydat rozne typy druhovo-zanrovych antolégii. Napokon sa
zmienil aj o prerozpravaniach klasickych diel ako o tretom spdsobe, ktory by vsak
nemal byt prerozpravanim, ale ,,rozpravanim o takychto dielach (76), bohato doku-
mentovanym citatmi z prislusného diela.

Citanky (chrestomatie ako vybery na pedagogické téely) z jednotlivych narod-
nych literatdr ¢i svetovej literatiry ako podpora vzdelavacieho procesu boli a st pri-
tomné nepretrzite. Ukazujt sa ako adaptabilny priestor, v ktorom sa kanon presku-
puje, ak vynechame ideologické a sociokultirne hladisko, podla potrieb cielovej
skupiny recipientov, v pripade inonarodnych literatar podla stupna jazykovych zna-
losti. Takéto texty sa taktiez Casto adaptuju a v pripade svetovej literatury zohrava
limitujicu tlohu uz existujuci preklad jednotlivych diel.

Preklad sa paradoxne mdze pri utvarani kanonického korpusu javit i ako pre-
kazka: prekladovy priestor podlieha roznej kultirnej orientdcii a literarne preferencie
vzhladom na inondrodné literatiry nikdy nie st vyvazené. Treba si pritom v§imnat aj
predominanciu jazykov a literatur, ktora sa v jednotlivych obdobiach meni. O pripra-
venosti prijimajiceho prostredia uz bola re¢, predsa vsak nezaskodi pripomenut pre-
kladatelské kompetencie nevyhnutné na realizaciu prekladov klasickej literatdry, ich
interpretaciu a prezentaciu samotného prekladu ako kultirneho dedi¢stva. Preklad
starovekych a stredovekych textov je napriklad spojeny so $pecidlnym jazykovym
a filologickym problémom. Vyzaduje si odbornt pripravenost prekladatelov na tento
typ prekladu, ktord sa nemdze obmedzit iba na znalost samotného jazyka a literatury.
Z hladiska Specifickosti textov hovorime o prekladatelskych metédach a postupoch
pri prekladoch, v ktorych je podstatny vyklad a interpretacia diela, pretoze mnohé
texty st zavdznej povahy a ¢asovo i kultirne sa vzdaluju do takej miery, Ze komentar
sa z hladiska zrozumitelnosti javi Ziaduci. Prekladové texty st na jednej strane $peci-
fické nadc¢asovostou a do istej miery aj nemennostou origindlu a jeho zmyslu (pokial
ide o sakralne texty) a na strane druhej tym, Ze sa v nich stretdvaju ¢asovo a priesto-
rovo odli$né literarne a kultirne systémy.

Ak véak mame na mysli teleologicky princip chdpania kanonu v priestore sveto-
vej literatury ako priese¢nika poznania kultury a inakosti prostrednictvom literatury,
uz len konstatovanie, ze preklad nie je origindl, ale je original interpretacie origi-
nalu so vSetkymi nevyhnutnymi funkénymi posunmi, odkazuje na limity apercepcie
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i recepcie. Poukazuju na to aj Leonora Dugonji¢ a Raphaélle Richard de Latour (2014,
197), autori $tudie zaoberajticej sa vyskumom literarneho kdnonu ako povinného
¢itania pre stredné skoly s institucionalizovanou a centralne ur¢ovanou medzinarod-
nou maturitou (BI), to znamena zavdznou a rovnakou v participujucich krajinach.
Zoznam diel svetovej literatiry”® sa v ramci BI utvara podla presnych kritérii, ako
st literarna hodnota textov, varieta kultirnej reprezentacie, vyvazenost jazykov, lite-
rarnych zanrov, rodového aspektu, literdrnych obdobi, pertinencia textu z hladiska
komparativnych $tadii, vhodnost textov pre vekovu skupinu 16 — 19 rokov a napo-
kon pristupnost textov v prekladoch. Prave tato kategoria sa javila ako problematicka
a najviac ovplyviujlca obraz svetovej literatary, ktory sa konstituoval ako lingvis-
ticky europocentricky vzhladom na existenciu prekladov do vacsiny jazykov, kym
klasické diela africkej, azijskej a arabskej literattry sa ukazali najmenej prekladané
vzhladom na diapazén 41 jazykov, z ktorych sa diela vyberali.

V situdcii, ked sa meni status umeleckej literatiry v intermedialnej spolo¢nosti
novych technologickych vymozenosti a ¢oraz Castejsie ¢itame v literarnovednom dis-
kurze o smrti literattry ¢i v lepSom pripade o nebezpecenstve, ktorému je vystavena,
uvedomujeme si aj konzekvencie tohto stavu na ¢itatelski gramotnost* a alarmujuce
postavenie literatiry v oblasti vzdelavania. Dvihaja sa hlasy spochybnujice fungo-
vanie kdnonu a literatury vobec, pricom $kolské literarne vzdelanie sa redukuje na
pokus o vytvorenie vztahu k literatdre,” ¢o by malo viest k enkulturacii podmiene-
nej ¢itanim a literaturou. Takyto typ socializacie sa vytvara casto cez rozne kanaly
motivacnej literatiry, navody na Citanie literatury, texty zalozené na vybere istého
poctu klucovych diel, najcastejsie romanov v pocte 50, 100 a pod., katalogov idedl-
nych kniznic atd. Klasicka literatdra stelesiiujica kanon sluzi na jednej strane ako
pevny bod kultirnej referencie a orientdcie, na druhej strane je otazne, do akej miery
je Citanie tychto diel zivé a v sucasnosti este vobec fungujuce.

V minulosti vychadzal stimul prezenticie kanonu v preklade takpovediac z centra
vydavatelského priestoru a bol stcastou vydavatelskej stratégie mapujticej celospo-
lo¢ensky zaujem, hoci by sme si mohli polozit nevyhnutnu otazku, co myslime pod
celospolo¢enskym zaujmom. Aj ked vznik jednotlivych edicii ¢asto iniciovali filo-
logicky vzdelani odbornici z oblasti literarnej kritiky a histérie, tloha individual-
neho vyberu sa v podstate dostala na druhé miesto. Nesmieme totiz zabudnut ani
na rozne dobové ideologické obmedzenia ,,zvrchu®, hoci oblast literarnej klasiky sa
v podmienkach socialistického Slovenska javila ako relativne najmenej podliehajica
politickému gestu. V stcasnosti sa do popredia dostal individualny vyber, ktory je
odrazom odbornej reflexie a tvorivého ¢inu, ojedinele i edi¢na iniciativa. Kanon sa
prezentuje ako esteticky systém a ako prekladovy korpus odrazu, v kniznych vybe-
roch je pritom podstatnd aj reinterpretacia kdnonu. Na ilustraciu mozno uviest anto-
l6gie ruskej poézie 19. a 20. storocia — Valerij Kupka: Ruskd moderna (2011) a Ruskd
avantgarda (2013), Jan Zambor: Kniha ruskej poézie (2011)) ¢i antologiu Zornitze
Kazalarskej Stredoeurdpska moderna (2014).

Reinterpretacia kdnonu v podmienkach strednej Eur6py znamena okrem opitov-
ného hodnotenia estetickych principov aj polozit si znova otazku, o ¢om vypovedaju
literdrne texty v stcasnosti, v zmenenych politickych a kulturnych podmienkach,
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aky silny vplyv ma historicita na ontologicku relevantnost textov. Potrebuje vzdelana
Citatelska verejnost tieto texty, ktoré sa prezentuju ako vzorové, ako literarne auto-
rity? Uvedomuje si deficit vlastného poznania a md zdujem odstranit ho lektarou?
Moze byt kanon Zivou kulturou? ,,Kénon je rejstiikem o tom, jak se formuje a modi-
fikuje nase historické sebe-porozuméni,“ mysli si Frank Kermode (2004 [Kaplicka
Yakimova 2015, 35]). Sebaporozumenie zaznieva aj zo spominanej Voltairovej tivahy
o literatire minulosti, kde sa doraz kladie na to, ze literattira ma ¢itatela ucit mysliet.
Jan Keller, ¢esky sociol6g a environmentalista, vydal v roku 2015 knihu eseji Odsou-
zeni k modernite, ktora je sociologickym ¢itanim a reinterpretaciou dvadsiatich troch
prelozenych klucovych diel svetovej literatiry.® Zakladnu otazku vyvoja modernej
spolo¢nosti si kladie pri porovnavani minulosti a suc¢asnosti prostrednictvom her-
meneutiky literarneho textu, formuluje ju cez skimanie povahy modernity a tém ako
socialna patologia, deregulacia, vzdelanie, modernizacia spolo¢nosti, rizikova spo-
lo¢nost, informaéna spolo¢nost, individualizmus, postmoderna spolo¢nost zazitko-
vosti a pod.

Ani moderni spole¢nost se nevyhnula tomu, o ¢em byli stati Rekové presvédéeni, ze je
osudem veskerych dejin. Nevyhnula se pohybu v kruhu. U fady problémi, s nimiz se
moderni spole¢nost potyka, se méni pouze vnéjsi kulisy, jejich povaha ztstava stéle stejna.
Stejnd je 1 bezmocnost, s niz tvari v tvar témto problémim stojime. [...] Diagnéza mo-
dernity v dilech literarni klasiky se prekvapivé shoduje s mnohem pozdéjsimi a dokonce
soucasnymi sociologickymi teoriemi (Keller 2015).%

Samotny peritext upozoriuje na Statut a jednu z podstat kdnonického diela. Keller
chce, aby citatel myslel, pyta sa, o ¢om vypoveda text, resp. ako vypoveda o sucas-
nosti, nabada hladat historické suvislosti so sti¢asnym svetom a v klasickych dielach
nachadza odpoved. Riadi sa tym, ¢o sme nazvali bytostnou potrebou sebaporozu-
menia, a ukazuje sposob, akym moze byt aj klasické dielo sucastou zivej kultury:
inSpirativnostou k uvaham, etickym aspektom a v neposlednom rade aj roz$irovanim
myslienkovych map. Keller ,,papierovému® hypertextovému ¢itaniu napomaha i tym,
ze k jednotlivym témam pontka aspon v bibliografickej podobe dalsie sociologické
¢i filozofické texty k danej téme.

Vybery z korpusu literarneho kanonu, ¢i uz v preklade alebo v originali, st nevy-
hnutne aj inStrukciami a zanrami literarneho vzdelania. Reprezentativhym typom
takéhoto zanru je antologia, ktord poukazuje na stratégiu formovania predstavy
o kanone. Sved¢ia o tom najma antoldgie s metaforickym nazvom, poukazujicim
na vynimocnost, vzneSenost, vzletnost. Aj sama etymoldgia slova antologia tomu
nasvedcuje: odkazuje na grécke anthos — kvet a legein — zbierat, ¢o v prenesenom
vyzname znamena zbierat to najkrajsie, najkrajsi kvet. S floralnou terminoldgiou
koresponduju i niektoré nazvy slovenskych basnickych antologii, napriklad Zlaty
klas (1940), Horsky veniec (1940), Z cudzich sadov (1944), Zdhrada titechy (1949),
Slzy a vino (1964), Vino milencov (1964), Kvapky z perlete (1968), Mnohofarebny vejdar
(1973), Oneskorené vinobranie (2005), Kvet pre dusu (2008) a pod.

Samotny vyber textov a komentdr s nimi stvisiaci je v podstate interpretdciou
kanonu. Antolégia ma $tatat diskurzivneho textu a vznikd manipuldciou kdnonic-
kého korpusu. Moze zoskupovat uz existujiice preklady podla roznych kritérii (dru-
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hovo-zanrové, geografické, lingvistické, historické, tematické, edi¢né atd.) alebo
vznika vyberom originalu a jeho prekladom. V kazdom pripade ide o fragmentarny
preklad ¢i vyber z prekladu, pars pro toto, ktory vytvéra skratkovity obraz inonarod-
nej alebo svetovej literatury, resp. jej vyvinu. Spomedzi mnohych prikladov mozno
spomenut Antolégiu z poetickej literatiiry nemeckej, ktort vydal v roku 1890 Frantisek
Otto Matzenauer. Po Tablicovych antologizujicich Poezyach I. - IV. (1806 - 1812) ¢i
Hollého antoldgii z gréckej a latinskej poézie (1824) islo o prvii modernu antolégiu,
ktorej zamerom bolo prave ,,podat pomerne uceleny obraz o vyvine nemeckej poé-
zie od najstarsich ¢ias po 19. storocie” (Tomi$ 1994, 39 - 40). Karol Tomi$ zdoraz-
nil, Ze pévodnym zdmerom bolo vydat dva diely podla modernych edi¢nych zasad
- s poznamkovym aparatom, biografickymi udajmi o autoroch a s nac¢rtom dejin
prislusnej literatury. Druhy diel v§ak uz nevysiel.

Pri vydavani prekladovych antoldgii vznika napdtie medzi aktudlnou potrebou
prekladu a kvazi bezc¢asovostou prekladového kanonu. Vydavaja sa v situdcii, ked
st rychlej$im riesenim sprostredkovania cudzieho textu, alebo vznikaju v prostredi,
ktoré kladie prekladu prekazky (ekonomické, ideologické ¢i persondlne, stvisiace
s nepripravenostou kultury a prijimajiceho prostredia), a napokon je ich vznik moti-
vovany potrebou bilancovat, vyberat z preverenej a reprezentativnej hodnoty pre-
kladového kanonu. Prikladom poslednej situacie je uz spominana edicia Basnicky
preklad, v ktorej vychadzali antolégie primarne orientované na najlepsie ukazky
z prekladovej tvorby. Mohli by byt predobrazom vydania suborného prekladového
diela v relevantnych pripadoch prekladatelskej tvorby.*! Na ilustraciu aktudlnosti
sprostredkovania literarnej hodnoty mozno uviest dva priklady.

V roku 1941 publikoval Mikulas Bako$ pod nazvom Teéria literatiiry — vyber z for-
mdlnej metody preklad antolégie z ruskej formalistickej $koly, ktora sa ukazala ako
nevyhnutna pre teoretické myslenie slovenského $trukturalizmu a formalizmu. Peter
Zajac na margo textu antoldgie napisal:

Jej vydanie bolo gestom orientacie, osamostatiiovania a istého odputania sa slovenského
Strukturalizmu od ¢eského, aj ked jeho inicia¢nu rolu si Bako§ samozrejme uvedomo-
val. Preklad z ru$tiny znamenal preftho okrem toho udomacnenie jazyka formalnej $koly
a Strukturalizmu v slovenskom kultdrnom prostredi (2008, 101 - 102).

Vyvinotvorna hodnotu tejto antologie si uvedomujeme retrospektivne, podobne
ako v druhom priklade - Styroch uz spominanych zbornikov-antoldgii slovenskych
nadrealistov, ktoré boli spojenim povodnej tvorby, prekladov, umeleckych textov,
textov z oblasti filozofie a estetiky. Oba tieto priklady poukazuju na intencionalnost,
operativnost a pragmatickost gesta vyberu.

Za instrukciu a Zaner literarneho vzdelania pokladame aj anotaciu diela, kratky
informativny text okazionalneho charakteru. Zurnalistické anotécia literarneho diela
byva spravidla uverejiiovana v novinach ¢i c¢asopisoch ako text upozornujici na
vydanie v naSom pripade prekladu. Uplatnuje sa tu princip okazionality, ale moze
ist aj o princip prekladu prezentovaného ako udalost. V istej historickej konstelacii
vznika situdcia, ked sa naskytne prilezitost retrospektivy ako udalosti. V roku 2018
bola takouto prilezitostou storo¢nica vzniku prvej Ceskoslovenskej republiky, ktora
sa masivne vyuzivala na rozne typy retrospekcii vratane ankety ,Kanon 100“ v ces-

34 KATARINA BEDNAROVA



kych audiovizualnych a printovych médidch. Sticastou ankety Zurnalistov venujucich
sa kulture bolo vytvorit zoznam sto najlepsich diel ¢eskej literatury, z ktorych odborna
porota vybrala desat a verejnymi diskusiami obnovovala povedomie o literarnom
kanone. Posobenie trojdimenziondlnosti ¢asovych sturadnic v kulture a v preklade sa
potvrdilo aj v ivahdach o literarnom kanone 21. storocia spolu so zoznamom najlepsej
svetovej prozy od roku 2000.*

ZAVERY

Z doterajsich vyskumov k dejindm prekladu na Slovensku vyplyva niekolko
modalit fungovania literarneho kdnonu, ktoré sme ¢iasto¢ne aj ilustrovali.

Cudzie kanonické dielo nie je vzdy kdnonickym v preklade: jeho hodnota moéze
zaniknut zlym prekladom, predc¢asne realizovanym prekladom alebo moze posobit
v ramci prijimajaceho literdarneho systému ako inspiracia ¢i tvorivy impulz, nie ako
preklad eo ipso.

Cudzie kanonické dielo sa moze stat na zdklade estetickej prekladovej hodnoty aj
kanonickym prekladovym artefaktom, ak vnimame dejiny prekladu ako autonémnu
disciplinu.

Mozno si polozit otazku, ¢i dve polohy chapania prekladu ako stcasti literarno-
historického vyvinu a ako sucasti autonomnych dejin st v priestore kultdary prepo-
jené a ¢i pdsobia pri vnimani prekladu kanonického diela synergicky. Preklad Fénelo-
novho romanu mohol posobit ako impulz v literarnom vyvine slovenského romanu,
zaroven predstavuje medznik v autondmnych dejinach prekladu, pricom bokom
zostava jeho prekladova kvalita a fakticita rukopisu, ktora implicitni kanonickost
akoby rusila. Dejiny prekladu a krystalizaciu pojmu preklad najmé v ranych obdo-
biach tvoria ¢asto preklady menej vyznamnych diel nez st kdnonické texty.

Preklad kanonického diela ako autority slazil v dejindch prekladu na konfron-
taciu svojho a cudzieho v zmysle potvrdenia kultirnosti a Grovne prijimajiceho
prostredia, resp. nosnosti domaceho spisovného jazyka a existujucich poetickych
noriem. Za takyto akt mozno povazovat Hollého preklad Vergiliovej Eneidy z roku
1828. Z dnesného hladiska je tento preklad historickym artefaktom, zatial ¢o Dan-
teho preklad BozZskej komédie, ktory vznikol v inej historicky podmienenej situdcii
v druhej polovici 20. storocia, je stdle zivym kanonickym prekladovym artefaktom
a zasiahol aj do historie prekladatelskych metdd. Prekladovy artefakt moze mat pre-
menlivy atribut kanonickosti, pricom vzdy kopiruje historicitu situacie prekladania
ako napriklad existencia diela W. Shakespeara v prekladatelskej linii M. Bosy > P. O.
Hviezdoslav > Z. Jesenskd - J. Kot > L. Feldek.

Pri prekladoch literarnych diel s atribitom kanonickosti sa pocituje taky stupen
zakonzervovanosti a nemennosti, Ze odchylka v prekladatelskej metéde vyvolava
dobové polemiky. Okrem sporu okolo Mihélikovych prekladov antickej dramy by
sme sa mohli vratit do minulosti k polemike medzi Bajzom, Fandlym a Bernoldkom,
ktora sa sice primarne tykala podoby spisovnej slovenciny, ale realizovala sa cez kri-
tiku Bajzovho prekladu antickej poézie. Hoci bola iba zamienkou, predznamenala
spor ,starych a novych® v otazke kanonu: preklady antickej poézie zohrali ddlezitu
ulohu vo vypracovani a etablovani klasicistického kanonu, ktory pokladal ¢asomerny
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prozodicky systém v poézii sa vhodnejsi ako sylabicky, vlastny Iudovej poézii. Za
zmienku stoji aj fakt, ze preklady antickej literatiry pozname vo va¢Som mnozstve
v zasade az od 17. storocia, a to len vo forme fragmentarneho prekladu antickych
autorov: spociatku sa prekladali iba sentencie, ver§ované mravou¢né proverbia, afo-
rizmy, gnémy, maximy, epigramy. Basnici ich zaradovali do povodnych diel didaktic-
ko-reflexivnej lyriky, do antolégii a roznych zbierok bez poukazu na to, Ze ide o pre-
klad. Pri tomto vybere sa bazirovalo na antickych autoritach. Nasledovali ¢asopisecké
preklady a samostatné antologické vybery. Anticki autori, ktorych diela tvoria korpus
kanonickej literatdry, teda vstupovali do slovenského literarneho priestoru cez impli-
citny fragmentarny, adapta¢ny a antologizujuci preklad, pricom integralny preklad sa
ststreduje v modernej podobe az do druhej polovice 20. storocia. V kazdej z tychto
faz je pri preberani textu do prijimajiceho prostredia urcujicim iny esteticky prin-
cip, ktory stvisi s rozvinutostou prijimajticeho literdarneho systému, so stavom jazyka
a s funkciami prekladu.

Funkcie prekladu a predstavy o prekladani vyznamne ovplyvnovali kvalitu pre-
kladu, ale este predtym vyber diela na preklad, ktory sa do prvej polovice 19. storocia
orientoval bud na kénonické diela, alebo splhal poziadavky osvietenského pragma-
tizmu napriklad na preklad prézy. Funkcia prekladu sa v tom case utvarala prieni-
kom praktickej, nauc¢nej a zabavnej funkcie literarneho textu, ktora postupne zacala
re$pektovat Citatelské potreby a zaujmy, a v 19. storoci sa pretavila do pocetnych
prekladov populdrnej literattry, pricom esteticky principialnu tlohu pri etablovani
novych literarnych smerov zohrali preklady z Adama Mickiewicza a ku koncu storo-
¢ia preklady ruskych klasikov - realistov.

Potlacanie estetickych principov (kanonu) v preklade sa v historickej postupnosti
dialo vzhladom na preferencie teologicko-dogmatickych principov, preferencie uti-
litarnej, vzdelavacej a informativnej funkcie prekladu, prevladajicimi naturalizujd-
cimi metédami prekladu a pod., ale aj nepripravenostou prijimajiceho prostredia
a literatiry v zmysle absencie alebo nerozvinutosti literarnych zanrov.

Do prekladového priestoru vstupuje také velké mnozstvo literarnych i mimolite-
rarnych faktorov, ktoré zasadne ovplyviuju aj jeho dvojdomu kanonicku podobu, ze
by stalo za to opit premyslat o predstave Ortegu y Gasseta, ktory preklad povazoval
za samostatny literarny druh. K takejto predstave sa blizia aj ivahy Antoina Bermana
¢i Lievena D’hulsta.*® V uvedenom pripade by sa dalo jasnejsie hovorit aj o preklado-
vom kanone ako o osobitnom type a o jeho $pecidlnej funkcii.

POZNAMKY

' Mozno sa opriet o koncept literarnych vedkyn P. Casanova (La République mondiale des Lettres —
Republika literatury, 1999) a G. Sapiro (Translatio. Le marché de la traduction en France a heure de
la mondialisation — Translatio. Prekladovy trh vo Franctzsku v ¢ase globalizacie, 2008).

* Tradicia etymologicky odkazuje na akt prenosu: podat niekomu druhému, odovzdat: tradere - tradi-

tum, trans a dare, v druhom vyzname prenos, poucenie. Pouziva sa aj v zmysle dedi¢stva prend$aného

ustne, a potom aj pisomne.

K pojmu klasickej literatdry a literdrnej tradicie sa na Slovensku teoreticky vyjadrovali vedci z Nit-

rianskej $koly literarnej komunikacie, napriklad uz v roku 1980 vychddza na danu tému zbornik
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Literdrna a literdrnomiizejnd tradicia (Dolny Kubin, Nitra) a i. Z franctzskych pramenov uvedieme

napriklad $tadiu Yva Massona ,,Lespace de la tradition. Pour une pensée de la tradition en littérature®

(Priestor tradicie. Myslenie tradicie v literatire) dostupnt na http://remue.net/cont/masson01.html.

Italo Calvino rozoberal tento pojem v diele Perché leggere i classici (1991; Pre¢o mame ¢itat klasikov),

kde podava 14 moznych definicii tohto fenoménu a tridsiatku eseji o klasikoch. O recepénej tradicii

a prekladoch teoreticky pisala Libusa Vajdova (2009) a tomuto problému sa venoval aj Jan Vilikovsky

(2014).

Vo Franctzsku vznikol uz v roku 1837 projekt Louisa-Aimé Martina, ktory chcel vytvorit a vydat tzv.

Univerzalnu kniZnicu. Zostavil k tomu kataldg ,,vrcholnych diel vo vsetkych jazykoch a originalnych

diel v8etkych narodov® (,,catalogue des chefs-doeuvre de toutes les langues et des ouvrages originaux

de tous les peuples®). P6vodnd, ale aj prekladova literatura mala vychddzat v edicii Panthéon littéraire

- Literarny Pante6n (Chevrel - D’hulst - Lombez 2012).

Frangois de Salignac de La Mothe-Fénelon (1651 - 1742).

Gregorio Trautwein (1711 - 1785), teoldg, autor ndboZenskych spisov a prekladatel.

Bliz$ie pozri Chaduc - Lanavieére — Beaudin 2009.

Do nemciny bolo prelozené uz v roku 1707 a po tomto prvom preklade nasledovali dalsie reedicie aj

ver$ované preklady. Do $paniel¢iny bolo prelozené v roku 1713, do flim¢iny v roku 1715, taliansky

preklad pochddza z roku 1719, rusky z roku 1734.

Dejstvo I. vystup 11. ZALEVSKI: ,,Fuj, ja vas zradit? O, tak ma este malo znéte, bracek. Vidite, i z tohto

ohladu poviem vam svoju mienku. Ja som nie z tych prisnych pedagogov, ktori svojim ucencom styk

s krasnym pohlavim zakazujd; ba naopak, tvrdim, ze medzi vzdelanymi Zenskymi hobluju sa mravy,

cvidi sa krasocit a vkus, u¢ime sa robit rozdiel medzi krasnym a osklivym, medzi milostou a nemo-

torom, prirodzenou prostotou a opi¢ou afektaciou; — a kto nemal za mladi styk so Zenskymi, ten,

bohuprisam, zostava neokréchanym pedantom, nad ktorého nemotornostou sa potom svet smeje.

Co je ale hlavna vec, styk so zenskymi je opravdiva $kola mudrosti; lebo ako Fénelon pige: ze ten, kto

este nepocitil slabosti svoje a silu svojich naruzivosti, ten este nijak neni midrym, pretoze neznd seba

samého.“

Bliz$ie pozri Chaduc - Lanaviére — Beaudin 2009.

Zlomky v prekladoch Juraja Palkovica, Jana Hollého, Karola Kuzményho.

Urbancova cituje v avodzovkach V. Mar¢oka (1968, 150).

3 Anonymny preklad z druhej ruky pravdepodobne cez pol$tinu z okruhu bernolédkovcov z roku 1795:

,Detinna spratowen aneb Rozmluwi medzi midru dworskomistrinu i dimami zdcneho urodzena

gég wichowanu porucenimi skrze G. M. Le Prince de Beaumont po franctzski napisané, w¢ilek na

otcisti gazik prelozené® (,Magasin des enfants, ou Dialogues d’'une sage gouvernante avec ses éleves

de la premiére distinction, dans lesquels on fait penser, parler, agir les jeunes gens suivant le génie, le

tempérament et les inclinations d’'un chacun... on y donne un abrégé de I'histoire sacrée, de la fable,

de la géographie, etc., le tout rempli de réflexions utiles et de contes moraux®).

Na situdciu vo Franctzsku poukazuje $tudia Geneviéve Artigas-Menant (2000). Ivona Kollarova

v knihe Slobodny vydavatel, mysliaci Citatel' (2013) upozoriuje na spdsob cenzury, a teda situaciu

nevydavania ¢i na tajnu distribuciu a cirkuldciu knth.

Blizsie pozri Bednarova 2017b, 220 - 222.

16 Ano a nie (1938), Sen a skutoénost (1940), Vo dne v noci (1941), Pozdrav (1942).

17 Bliz$ie pozri Skoviera 2017a, 70 — 73; 2017b, 119 - 121.

'8 Prvé pokusy o preklad Danteho Pekla pochddzaju z pera pedagdga a publicistu Cyrila—Gabriela Zay-

musa (1843 - 1894). V roku 1893 publikoval v prvom zviazku Tovarysstva, ktory redigoval Fran-

tiSek Richard Osvald k storo¢nici Slovenského uceného tovarisstva, preklad treticho spevu Pekla aj

s poznamkami. O preklad Danteho sa pokusal aj Andrej Kubina (1844 - 1900), katolicky kiaz, ktory

sa dostal do povedomia najmé ako prekladatel u¢ebnic z madar¢iny. Bliz$ie o Danteho prekladoch

pozri Sabolova-Princic 2004.

Takuto zmenu pocitujeme napriklad v 60. rokoch 20. storocia, ked nastupuje generacia slovenskych

orientalistov, ktori menia spdsob prijimania a prekladu orientalnych literatur.

% Hranice ,estetického hladacstva® (Vajdova 2009) sa postivaji aj v ramci prekladu ako literarneho
a kultirneho dedic¢stva v opakovanych prekladoch svetovej klasiky.
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2! Blizsie o tomto projekte a o vydavani klasickej literatury pozri Bednarova 2013.

22§ dal$ou iniciativou prisla v roku 1996 Sekcia pre umelecky preklad, ktora chcela ozivit projekt pod-
pory diel Zédkladného fondu diel svetovej literatdry (blizsie pozri ,,50 rokov ¢innosti Literarneho
fondu*, 2005). Projekt sa v$ak napokon nerealizoval a upadol do zabudnutia. O Zlatom fonde sve-
tovej literatury piSe aj A. Popovi¢ (1979) a medzi vydavatelskymi ediciami Slovenského spisovatela
vyzdvihuje ediciu Vavrin a ediciu Nobelovych cien. Ciefom oboch bolo spristupnit a rozsirit horizont
sucasnej svetovej klasiky.

Pozri napriklad projekt literarneho atlasu Eurépy http://wwwliteraturatlas.eu/ ¢i interdisciplinarne
vyskumné projekty vo Francuzsku, v Nemecku a i., teoretické prace Franca Morettiho (Atlante del
romanzo europeo, 1800 - 1900 - Atlas eurdpskeho romdanu, 1997; Graphs, Maps, Trees: Abstract
Models for a Literary History — Grafy, mapy, stromy: abstraktné modely dejin literatdry, 2005) ¢i sie-
tovanie a navrstvovanie map pri zostavovani knonu v pracach Petra Bilka a kol. (2007) a inde.
Adaptacia sa akceptuje ako spdsob spristupnenia textu. Omnoho tazsie sa akceptuje zmena zauzZiva-
ného nazvu klasického literarneho diela pri opakovanom preklade, resp. ked sa 1i$i od nazvu ¢eského
prekladu v slovenskom literarnom obehu.

Blizsie pozri Bednarova 2018.

IBO. IB Language Al, Prescribed World Literature. List citovany podla Dugonji¢ - de Latour 2014,
197.

Blizsie pozri Tzvetan Todorov (La littérature en péril — Literatira v ohrozeni, 2007), Yves Citton (Lire,
interpréter, actualiser — Citat, interpretovat, aktualizovat, 2007) a i.

Vo franctzskom diskurze je tento vztah oznacovany ako ,la socialité littérarisée®, teda ako vztah
vychadzajici z Tudskej podstaty Zit vo vztahu k svetu, tu vo vztahu k literature.

Ide o autorov, ako napriklad E. Zola, Ch.-L. Philippe, M. Puzo, U. Sinclair, S. Lewis, H. de Balzac,
J. L. Borges, F. Kafka, K. Capek, H. Ibsen, S. Zweig, G. Flaubert, O. Wilde, G. de Maupassant, Sten-
dhal, Th. Mann, I. A. Gon¢arov, G. Orwell, Ch. Dickens, H. Fallada, J. Steinbeck. 16 diel tychto auto-
rov sa nachadza aj v zozname H. Blooma.

Citované z textu na zélozke.

Podobne ako spominand edicia Preklady Karola Strmena. Vo franctizskej edi¢nej praxi vydanie
»ceuvres compleétes® znamend povySenie literdrneho diela, isty typ jeho kanonizicie - napriklad
v edicii Bilbiothéque de la Pléiade, ktord ma punc najvyssieho ocenenia a je vysostne vyberovou
ediciou.

Anketa ,,Kanon 100“ prebiehala po cely rok 2018 na kultirnej rozhlasovej stanici Vltava; konfronta-
cia ndzorov na literarny kdnon s pokusom o prediktabilitu na strankach kultdrneho dvojtyzdennika
A2(29.8.2018, r. XIV, ¢. 18).

% Bliz8ie pozri Ortega y Gasset (1940) 2013; Berman 1984; D’hulst 2014.
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The literary canon and translation in cultural space
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Reader.

The article’s focus is the perception of the literary canon in relation to translation. It analyzes
the modes of the canon (text corpus, aesthetic authority, writing modifier, “classic” work) in
the history of literary translation on the axis of translation draft > translation > retransla-
tion > no translation, while paying attention to the issues of text fixation, text variability and
a text’s loss of receptivity and currency in translation. The cultural aspects affecting transla-
tion are the institutional selection and instrumentalization of the canon, the influence over
selection, and the conditions of translation canon-creation on the axis of the cultural and
representative function of translation - literary tradition in translation (at the intersection of
the sending and receiving literature) > literary education - translation as an event. The article
problematizes the status of the canon from the point of view of selecting texts for translation,
the encounter of the local and foreign canon, their synchronization and possible incompati-
bility and analyzes the identity of the canonical text and foreign text acting through the prism
of the canon with a view to the historicity, interpretation and literary-historical context of
a translation. The examples are drawn from the history of literary translation from French in
Slovakia.
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On the way towards canon-formation: The case
of T. S. Eliot

ANDREY ASTVATSATUROV

The battles for the literary canon, numerous discussions and studies took place, as
is well known, in the 1980s. It was then that adherents of neo-Marxism, feminism,
postcolonialism, queer and black studies, governed by Michel Foucault and Friedrich
Nietzsche’s methodological guidelines, turned on the literary canon - that accepted
by academia and being reproduced by literature. They saw it as a mechanism of
repression. It was then that Harold Bloom’s The Western Canon (1994) emerged, con-
stituting a fitting reply to the “resentment movement”.

Despite the fact that works under Bloom’s discussion were meticulously selected,
and that methodological setting was clearly defined (however loose and subjective it
seemed to many), what the book did was problematizing the crisis of academia and
putting it on the spot rather than providing any answers to the question about the
canon. The problem of the restrictive canon and its necessity remains open to this
day.

When we discuss the battle for the canon that took place in the 1980s but still ech-
oes at the moment, we mainly deal with the academic community and the moment
when the conflict of interests was distinct. In fact, there was a precedent in Eng-
lish-speaking intellectual society when numerous attempts to defend and rebuild the
canon over the course of ideological, political, and even religious ardent debates were
undertaken.

As early as in the first quarter of the 19th century, the amount of published liter-
ature increased dramatically and continued to do so at a frantic pace. A “battle” for
readership started here: under the competitive climate, books became cheaper and
thus more affordable for the wide audience. Literature gradually merged with period-
icals and the very nature of reading changed - it becomes hasty and superficial. The
ideals of the French revolution (Liberté, Egalité, Fraternité) were transformed into the
idea of equality in the aesthetic realm: now the readers could rely on themselves, not
on the elitist formulas of good taste. From the middle of the 19th century, the key
cultural figures of the time — Sainte-Beuve, Matthew Arnold, Walter Pater — consider
such a situation to be dangerous and indicative of the major cultural decline. It was
in this context that the first attempts were made to select high-quality literature, to
designate norms of good taste, to establish a canon, to limit the literary flow. Art
theorists start to analyze the causes of the decline of art, to develop methodological
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foundations of the canon (by the beginning of the 20th century, those had become
quite clear).

It is at this point that Thomas Stearns Eliot (1888-1965), a poet and literary critic,
appeared on the literary scene. After moving from the United States to England, he
immediately got actively involved in literary life and began to develop the canon and
principles of its selection. By the time he came to London, Eliot was a Harvard grad-
uate, a supporter of Irving Babbitt and New Humanism who criticized Rousseau, the
ideals of the French revolution, romanticism, and advocated adherence to the tradi-
tion (see Gunner 1985, 21-25; Howarth 1964, 130-133; Jain 1992, 42-43). Eliot, hav-
ing moved to London, grew close to the Imagists Ezra Pound and Thomas E. Hulme,
sharing their aesthetic views in many ways (Schwartz 1985, 50-68). In spite of their
poetic radicalism, both Pound and Hulme were essentially revolutionary conserva-
tives and attempted to delineate their own tradition, to build a canon relying on rigid
methodological principles. But it was only Eliot who managed to create the canon
that actually became influential and authoritative.

Eliot made a name as a literary critic and published a series of essays on the fig-
ures he considered the greatest in English literature: Shakespeare, Christopher Mar-
lowe, Thomas Middleton, John Donne, Andrew Marvell, John Milton, John Dryden,
and Swinburne. He explicitly presented his conservative views in his flagship essays
“Tradition and the Individual Talent” (1919), “The Metaphysical Poets” (1921) and
“The Function of Criticism” (1923). Eliot primarily attacked academic literary criti-
cism that took its shape under the influence of positivism with its scientific rigor and
objectivity. This kind of criticism, earlier ridiculed by one of Eliot’s favorite prose
texts, Henry James’s The Aspern Papers (1888), bracketed the reader and the indi-
vidual perception out, and treated a literary work as an objective “reality”. In this
way, it distributed ready-made ideas about literature. A literary work was seen as
a product of circumstances or, more often, of individual talent and individual bio-
graphy (Eliot 1961, 147). As a result, the history of literature came across as a set of
weakly interconnected inert masterpieces composed in the past. Eliot’s other target
was Victorian impressionistic criticism. Eliot considered its representatives — Walter
Pater, Arthur Symons, Oscar Wilde, Algernon Swinburne - to be concerned not as
much with the subject (text) as with analyzing their own impressions. Consequently,
their experience remained self-sufficient and random, and could not be a basis for
a canon.

In fact, the two directions represented the two irreconcilable elements - intellec-
tual knowledge and sensory perception, and it was Eliot’s goal to reconcile them, to
find a point where they could intersect, to work out a methodological approach and
to build a new canon on this basis.

Eliot repeatedly notes that only those who are involved in the live process of cre-
ating literature, only those who do not only perceive someone else’s aesthetic experi-
ence but actually transform it in their own writing, can make opinions on literature
in a substantial way (Craig 1982, 63). In fact, Eliot, following Walter Pater and Oscar
Wilde, claims that the mind of a critic is structurally equivalent to that of a poet
(Meisel 1987, 73) and it is a poet who works as an agent of the cultural process. With
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this idea Eliot is very close to Carlyle (Noel-Tod 2013, 477) That is why he preferred
to get into a discussion with those literary theorists who were also poets, playwrights,
or prose writers (Coleridge, Wordsworth, Shelley, Swinburne) and not with repre-
sentatives of academia. His methodological approach and mechanism of building
the canon were based upon a distinctly anti-liberal way of thinking (Eliot 1963b, 29)
and later it would grow into the criticism of humanism (482). He would describe
his position with a formula borrowed from Charles Maurras: a Catholic in religion,
a classicist in literature, and a royalist in politics.

Eliot takes a stand against the concept of an autonomous, self-sufficient subject
and believes that one must correlate oneself with common values in all spheres of
spiritual life. In this kind of art, the major value is the tradition (see Buckley 1959,
93-94). Eliot attacks the common (mainly romantic) stereotype of a self-sufficient
genius drawing inspiration exclusively from his or her personality. Strictly speaking,
Eliot denies the importance of inspiration as a creative instinct:

For all I know, it may have much more significance for the psychologist’s understanding of
a particular poet, or of one poet in a certain phase, than it has for anyone’s understanding
of poetry. Some finer minds, indeed, may operate very differently; I cannot think of Shake-
speare or Dante as having been dependent upon such capricious releases (1955, 145-146).

A true creative impulse, according to Eliot, would be not the capricious release, or
the individual inspiration, but the historical sense. Here comes a flagship definition
that Eliot provides for the creative act:

The historical sense involves a perception, not only of the pastness of the past, but of its
presence; the historical sense compels a man to write not merely with his own generation
in his bones, but with a feeling that the whole of the literature of Europe from Homer and
within it the whole of the literature of his own country has a simultaneous existence and
composes a simultaneous order. This historical sense, which is a sense of the timeless as
well as of the temporal and of the timeless and of the temporal together, is what makes a
writer traditional (1963b, 14).

In this definition, Eliot articulates a paradox conservative in itself — the one he
presented a few lines above: “Whereas we approach a poet without this prejudice
we shall often find that not only the best but the most individual part of his work
may be those in which the dead poets, his ancestors, assert their immortality most
vigorously” (14). The sense of history shapes a tradition that is everything but a set of
texts to be blindly imitated (see Frye 1981, 26). The tradition unfolds in an individual
impulse that pushes the artist to bring his work to life. That impulse is, in fact, the
collective power of literary predecessors, and their voices are to be heard in the voice
of the poet (see Craig 1982, 129-130). If one follows Eliot’s logic, these voices can
be recognized with the help of critical analysis that Eliot discussed in his essay “The
Function of Criticism™:

And, as our instincts of tidiness imperatively command us not to leave to the haphazard
of unconsciousness what we can attempt to do consciously, we are forced to conclude that
what happens unconsciously we could bring about, and form into a purpose, if we made
a conscious attempt (Eliot 1963b, 24).
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The concept of sense of history as an impulse and its critical analysis explains the
nature of the explicit intertextuality of Eliot’s early works, in particular, of his poem
The Waste Land. The finale of the first part of the poem (“The Burial of the Dead”)
constitutes a representation of a modern city as a kingdom of death:

Unreal City,
Under the brown fog of a winter dawn,

A crowd flowed over London Bridge, so many,
I had not thought death had undone so many.
Sighs, short and infrequent, were exhaled,
And each man fixed his eyes before his feet.

Flowed up the hill and down King William Street,
To where Saint Mary Woolnoth kept the hours
With a dead sound on the final stroke of nine.
(Eliot 1963a, 55)

Upon closer examination, however, the individual perception of London as of
a dead city appears to be a chain of quotations following each other. Those are quo-
tations from Charles Baudelaire’s “Les Sept Vieillards” (“Unreal city”), and Dante’s
Inferno (111, 55-57: “I had not thought death had undone so many”; see Frye 1981,

51). Later on, Eliot would add two more quotations:

O keep the Dog far hence, that’s friend to men,
Or with his nails he’ll dig it up again!
(Eliot 1963a, 55)

You! hypocrite lecteur -mon semblable, -mon frére!
(Eliot 1963a, 55)

The first one is from John Webster’s tragedy White Devil, the second - from
Baudelaire’s poetical foreword to Les Fleurs Du Mal.

As is known, Eliot published the poem The Waste Land annotated - he actually
indicated all the sources he borrowed his lines from, and this way, he articulated
the analytical work he had carried out. He exposed how the modern view of a city
as a kingdom of death was shaped, and, relatedly, how the modern urban text was
formed - thanks to Dante, Webster, and Baudelaire. It is the voices of these poets that
reveal themselves in that of the narrator.

This is the first aspect of Eliot’s theory of impersonal writing — the one concern-
ing the relationship of the poet with the preceding literary tradition. Another one is
associated with the poet’s relation to their work. Here, Eliot speaks up as a follower
of Gustave Flaubert’s impersonal theory as well as of the theorists of classicism with
their concept of verisimilitude. When creating a fictional world, the poet must fol-
low the logic of this very world (see Buckley 1959, 102; Craig 1982, 128), and not
his or her own ideas and desires. Here, Eliot formulates his methodological appara-
tus, and it is in accordance with it that he would later create the canon. Among the
poets and playwrights who stayed true to the world they created, with its integrity,
he named Dante, Christopher Marlowe, Shakespeare, George Chapman (see Mat-
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thews 2006, 22-43), the metaphysical poets (Donne, Marvell), and John Keats. Eli-
ots list of those who followed their own fancies and sacrificed the integrity of the
text includes Milton, Coleridge, Shelley, Byron and even Goethe. In their cases, the
personal intrudes into the realm of the aesthetical. Eliot writes about Goethe: “With
Goethe, for instance, I often feel too acutely ‘this is what Goethe the man believed’
instead of merely entering the world which Goethe has created [...]” (1963b, 258).
From the same perspective he evaluates Shelley:

I find his ideas repellent; and the difficulty of separating Shelley from his ideas and beliefs
is still greater than with Wordsworth. And the biographical interest which Shelley has
always excited makes it difficult to read the poetry without remembering the man: and the
man was humourless, pedantic, self-centered, and sometimes almost a blackguard (1955,
89).

It is essential that, when evaluating a writer, Eliot always keeps in mind the princi-
ple of unity of the text — that is to say, the harmony of its parts, and its self-sufficiency.
Such unity is found by Eliot in works by Chapman, Shakespeare and the metaphysical
poets. Eliot believes that this unity takes place when a poet obtains a certain world-
view called “sensibility”. The concept of sensibility constitutes another methodolog-
ical foundation he draws on when creating the literary canon (see Schwartz 1985,
176-178). Sensibility, in his terms, is the poet’s ability to bring together and synthe-
size all forms of experience. As he puts it:

When a poet’s mind is perfectly equipped for its work, it is constantly amalgamating dis-
parate experience; the ordinary man’s experience is chaotic, irregular, fragmentary. The
latter falls in love, or reads Spinoza, and these two experiences have nothing to do with
each other, or with the noise of the typewriter or the smell of cooking; in the mind of the
poet these experiences are always forming new wholes (Eliot 1963b, 287).

Sensibility is not identical to philosophical and/or religious beliefs. This is a kind
of instinct that finds its expression in a form (see Gunner 1985, 49; Schwartz 1985,
179-180). It can be exemplified by the situation when an idea is felt like the smell of
roses. This way, sensibility is something that supplies the unity of form and content.
According to Eliot, Shakespeare and Joseph Conrad (see Thompson 1963, 4) did not
have a powerful philosophy, but they obtained the sensibility under discussion.

Poets tend to obtain sensibility in epochs when a strong religious sentiment dom-
inates in culture. It is exactly religion, that is to say, a universalized worldview, that
empowers the poet to see the world simultaneously in its unity and its variety (Eliot
1961, 61). Eliot believes that such a religious sentiment was something that the poets
of dolce stil nuovo and the metaphysical poets were endowed with. That is why they
were more at ease with creating integral worlds. Later on, a process of dissociation of
sensibility would start in English literature (1963b, 288). In 1921, while working on
his essay “The Metaphysical Poets”, Eliot associated this process with the figures of
Milton and Dryden, and blamed them for the degradation of English poetry (288).
Milton moves along the path of reflection and perfecting the form. His poetry intro-
duces, ultimately, a separation of a form from content, and of emotions from ideas
(see Eliot’s essay “Milton I”). Milton’s impact, as Eliot puts it, was “bad” and fatal:
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There is more of Milton’s influence in the badness of the bad verse in the eighteenth cen-
tury than that of anybody’s else [...] It is more serious, also if we affirm that Milton’s bad
influence may be traced much farther than upon bad poets; if we say that it was an influ-
ence against which we still have to struggle (1961, 138-139).

Milton’s mistakes were exacerbated by Tennyson and Browning who led English
poetry to a state of actual decay through further weakening the connection with the
tradition.

Much later, Eliot would come to the realization that what actually caused dissoci-
ation of sensibility was not Milton’s evil will but the Renaissance itself — as a world-
view which placed the human being in the center of the universe, and brought the
crisis of religious values (see Eliot 1961, 146-161). Here Eliot reproduces, to some
extent, the methodology of John Ruskin, who associated the degradation of art
forms with the decline of religious sentiment. According to Eliot, with the triumph
of humanism and the extinction of religious sentiment, the possibility of synthesiz-
ing diverse experiences and achieving sensibility disappears. Even Shakespeare and
his younger contemporaries appear to have been affected by this process. The task
of a modern poet and intellectual is to comprehend these processes and try to resist
them.

Then, Eliot lines up a number of canonical authors: Chaucer, Christopher Mar-
lowe, Thomas Kyd, Shakespeare, Chapman, Ben Johnson, the metaphysical poets
(John Donne, Andrew Marvell, Lord Herbert), Anglican theologians (Lancelot
Andrewes, John Bramhall). Starting in the 18th century, the tradition was discontin-
ued (being kept by chance in stand-alone texts) — to be resumed only by the efforts of
Ezra Pound and the Imagists.

In his essays, Eliot mainly discusses national tradition. However, his methodol-
ogy and evaluations claim to be universal, applicable to all world literature regardless
of national trends. He assesses from the same perspective Bhagavad-Gita, Euripides,
Seneca, Virgil, Goethe, Dante, Racine, Pascal, Baudelaire (see Morgenstern 2012,
164-165), and others. It is significant that national specificity and national spirit,
concepts that were essential for romantics, did not interest him at all. Moreover,
he rebelled against them. This can be seen in his controversy with John Middleton
Murry (1889-1957) that unfolded in the essay “The Function of Criticism”. Murray;,
who wrote about romanticism, essentially continues the romantic aesthetics line
when saying that the specificity of English national spirit is to rely on the inner
voice. Accordingly, he considers romanticism (that is, based on this principle) to be
an organic element of English literature. In fact, Murray reproduces the argument
of Ralph Waldo Emerson, whose famous essay “Self-Reliance” (1841) consistently
conveyed this idea. Eliot hints in his essay that he cracked this source and claimed
that such an approach could lead one to pantheism (and it is exactly what Emerson
was up to). He objected to Murray as follows: “The question is, the first question,
not what comes natural or what comes easy to us, but what is right?” (Eliot 1963b,
28). The “right” paradigm is the classical one that implies the presence of sensibility
in a poetic text. However natural the path of literature may seem, it may well be
wrong. It is this wrong path that English literature took in the 18th century - and
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Eliot was busy making up for it, in particular, by re-emphasizing the discoveries of
the Baroque poets.

Eliot believes that in such a situation, one can find the right path by turning to
a “neighboring tradition” That is exactly what young Eliot does after failing to find
the right kind of poetry in English literature of the recent past. He takes the French
symbolists Laforgue and Corbiére as his mentors, seeing them as successors of the
English Baroque: “Jules Laforgue and Tristan Corbiére in many of his poems, are
«nearer to the ‘school of Donne’ than any modern English poet»” (Eliot 1963b, 290).
Such an approach, cosmopolitan and classicist in itself, would lead Eliot later to the
idea of a dialogue of cultures — the one he would express in his work Notes Towards
the Definition of Culture (1948). Eliot would talk about the dialogue between cultures
that should be constantly conducted in order to keep up with the canon. It was this
goal that he set for himself when created the Criterion magazine that was to become
a territory for such a dialogue.

Turning to a “neighboring” culture is inevitably associated with literary trans-
lation - a problem that Eliot repeatedly addressed in his essays as well (Frye 1981,
27). In Criterion he published contemporary translations of foreign poetry and trans-
lated Saint-John Perse’s poem “Anabase” (1924) into English himself. Eliot took up
the problems of translation substantially since it was an important component of his
concept of dialogue of cultures. As early as 1920, he published an essay “Euripides
and Professor Murray”, in which he substantiated the need for translation as well as
cautioned against possible mistakes that could arise in this field.

He reviewed the translation of Euripides’s Medea by the authoritative classical phi-
lologist Gilbert Murray. Eliot certainly did not have any reason to fault Murray for the
lack of knowledge in Greek language and culture, especially taking into consideration
the fact that the professor’s Harvard lectures at a certain point had had a considerable
impact on Eliot’s own views on the nature of poetry. He still calls Murray “the most
popular Hellenist if his time” and “the most conspicuous Greek propagandist of the
day” (Eliot 1963b, 61). However, as Eliot’s analysis shows, Murray’s good command
does not do much for the latter’s understanding of contemporaneity and the tasks of
modern literature. The language structures used by Murray, according to Eliot the
classicist who demands rigor, are loose and inexact. His version of Euripides turns
the Greek brevity into the postromantic verbosity of William Morris and Swinburne:
Murray always uses “two words where the Greek language requires one, and where
the English language will provide him with one” (61). Wherever Euripides offers an
emotion embodied in a concrete image, Murray’s version of it appears to be blurred
to the fluid haze of Swinburne, so the poetical values offered by the original play-
wright get lost in translation. Eliot writes: “Greek poetry will never have the slightest
vitalizing effect upon English poetry if it can only appear masquerading as a vulgar
debasement of the eminently personal idiom of Swinburne” (61). According to Eliot,
the concepts of ancient poetry are not taken into account partly because the trans-
lator, being a prominent scholar, was not an original poet but simply an imitator, an
epigone, an insignificant follower of the Pre-Raphaelites. And the classics demand
someone who has a feeling of modernity of a new poetical language, someone like
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Pound. Whereas Euripides’s original constitutes an essential part of the canon, it is
not the case with Murray’s translation. This translation lags far behind the tasks of
modern literature that Eliot formulates.

Such criticism of a translation points to the fact that Eliot’s concept of canon is
far from a static scheme. Instead, it involves a poet and comes across as a dynamic
system that is brought to life by the reader’s responses. Nevertheless, Eliot recog-
nized certain indisputably great figures including half-forgotten authors (Lancelot
Andrewes, John Brambhall), and, in particular, the metaphysical poets. Eliot’s ideas
had a significant impact and determined, in many respects, the aesthetic position
of the new criticism. In the 1920s and 1930s, for instance, disapproval of English
romanticism and valorization of the Baroque came into fashion after the manner of
Eliot. The Eliot canon stayed unquestioned until the 1950s, when the beatniks came
onto the scene and attacked the “temple” of poetry erected by Eliot and his followers.
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T. S. Eliot. Canon. Tradition. Sensibility. Dissociation of sensibility. Translation.

The article presents an attempt to highlight the historical and cultural background of forma-
tion of Eliot’s canon, as well as to analyze certain aesthetic paradigms that formed its basis
(the theory of tradition, the conception of impersonal poetry, and the concept of “dissociation
of sensibility”). In the article, the key figures belonging to the canon are mentioned, and the
reasons for their canonization are identified. Particular attention is paid to Eliot’s take on the
problem of dialogue of cultures, and of acquisition of a foreign poetical tradition, as well as to
the principles that, according to Eliot, should govern literary translation.
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Kanonické texty Pétera Esterhazyho
v slovenskom preklade

ANITA HUTKOVA

Koho interpretujeme, toho vydavame na milost a nemilost. TImocenie je vydanie
na milost a bezmocnost (Esterhdzy 2006, 26).

V tvahdch o konstituovani nového kdnonu v madarskej literatire cez prozaicka
tvorbu Pétera Esterhazyho budeme pracovat s pojmom kanon v dvoch zakladnych
rozmeroch: ako s hotovymi produktmi, textami, ktorym isté spolocenstvo priradilo
tento status, a ako s principmi, ktoré sa podpisali pod kanonizaciu danych textov.
Kénon je spravidla determinovany sociokultirnymi a historickymi koordinatami.
Reprezentuje kvalitu, vynimo¢ny obsah a vynimo¢nud formu. ,,Kédnonickou sa stava
kazda silna literarna originalita“ (Bloom 2000, 37). Status kdnonickosti je textu pride-
leny zvonka, institiciou, mocou, ktora dielu, pridu alebo autorovi nalepi cestny punc
osobitosti. Jednou z kltucovych poziadaviek na kanonicky status literarneho textu je
jeho schopnost ,,produkovat dal$iu komunikaciu® (Mikulas 2015, 71). Do kdnonu sa
nedostava Cisty text, ale iba jeho interpretacna podoba (porov. Kalman 1998). Kano-
nizované vyznamy textu su pevne zakorenené v kulture.

Stredoeurdpsky priestor, v ktorom sa budeme pohybovat, predstavuje zvonka
relativne jednotny historicky, politicky a kultarne blizky, zvnutra viac $pecificky, dife-
rencovany areal (porov. Kasa 2015). Tu sa otvéra dalSia téma $tudie — volba vhodnej
prekladatelskej stratégie pri premiestiiovani kanonizovanej interpretacie v ramci stre-
doeurdpskeho priestoru. Ktort interpretacni podobu textu si ma prekladatel zvolit
za vychodiskovii? Ma vychddzat iba z textu alebo z interpretacnych vrstiev doplne-
nych fungovanim komunikatu v istom literarno-estetickom module? Ako pracovat
s textami, ktorych interpretacnd substancia sa stistavne modifikuje ozivovanim textu
v inom texte, v inom ¢ase a v inom kontexte? Pri Esterhazyho ,rewritingoch® ide
o opodstatnent otazku. Je preklad schopny odovzdat vietky interpretacné nanosy,
vsetky vrstvy, ktoré dany text vo vychodiskovom prostredi identifikuju?

V kontexte globalizujtcej sa kultury sa vyndraju aj otazky: Aké je miesto sloven-
skej alebo madarskej narodnej literattiry v tomto svete? Aké miesta maju kanonizo-
vané texty, narodné literarne kanony v $irSom kultirnom priestore? Dokdazu sa pre-
bojovat z periférie tzv. malych literatir do centra? Dokazu vyvolat moment inovacie?
A aku ulohu v tomto procese zohrava (mohol by zohrat) preklad?

Literarna veda (napr. Balogh 2010) zastava ndzor, Ze narodny literarny kanon iba
kopiruje zdpadny, dominantny smer, Ze ¢itame a hodnotime podla zdpadného, sve-
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tového kanonu, ktory udava tén, pomentva hodnoty a kvalitu. Ak je to tak, nemal
by byt problém kanonické diela z narodného prostredia zviditelnit v globalizovanom
literarnom svete. Tuto sprostredkovatelska ulohu na svoje plecia berie preklad, pre-
kladatel.

ESTERHAZY V KONTEXTE DOBOVE] MADARSKE] LITERATURY

Madarska literarna kritika spociatku nevnimala postavu spisovatela P. Esterha-
zyho ako nositela novych literarno-estetickych impulzov v madarskej prozaickej
tvorbe.! S jeho prvotinami pracovala sice kriticky pozitivne, ale pristupovala k nim
v duchu metodiky neskorého modernizmu (alebo neoavantgardy) a koeficienty
postmoderny ignorovala. Dany interpreta¢ny pristup nedokazal uchopit jeho texty
ako univerzum a vyhodnocoval ich iba v tradi¢nych dobovych paradigmach, kam
sa ,vnutorna intertextudlna hermeneutika® (Kulcsar Szabé 1996, 13) Esterhazyho
komunikatov, ktoré sa samy pisu, opakovane vzajomne ¢itaju a interpretuju, akosi
nezmestila. Obdobnu situdciu mozeme vidiet aj v Citatelskej recepcii, ktord autorove
prvotiny (70. roky) vnimala v inom spolo¢enskom, filozofickom, literarno-estetic-
kom a politickom kontexte nez ¢itatelska verejnost z 90. rokov ¢i generacia nového
milénia. Vyrazny zlom v madarskom literarnokritickom pristupe predstavuje publi-
kacia Diptychon (1988), ktora reflektuje vybrané diela P. Esterhdzyho (a P. Nadasa)
primeranou optikou postmoderny a povysuje ich na troven kanonizovanej elity.

Esterhazy napisal uz priblizne dvadsat knih, ked Erné Kulcsar Szab6, madarsky
literarny vedec, vydava o fiom vedeck monografiu (1996). Vo vsetkych autorovych
textoch identifikuje postmoderné Cinitele a zaroven odhaluje ich potenciél pre nova
poetiku a$pirujlicu na status kanonizacie v nadnarodnom priestore. Z toho, ze sa tak
nestalo skor, vini aj prekladatelské vehiculum. Domnieva sa, zZe preklady diel Fiiggé
(1981), A sziv segédigéi (1985), A Préza iszkoldsa (posledne menovana proza vysla
ako sucast Bevezetés a szépirodalomba, 1986 - Uvod do krésnej literattry) by zaiste
prispeli k obohateniu epiky v medzinarodnom priestore a zaradili by spisovatelovo
meno medzi svetovych autorov. Sporadické preklady, nesystémovo vyberané z titulov
vélenenych do Uvodu do krdsnej literatiiry nemozu toto vehiculum dostato¢ne vyplnit,
konstatuje Kulcsar Szabé koncom 90. rokov. Je viak zrejmé, Ze problém preniknutia
autorov z mensich literatur do kolosea svetovej literatiry determinuji komplexnejsie
umelecké a kultirno-ideologické mocenské faktory (porov. napr. Kusa 2005).

Slavu v medzinarodnom literarnom prostredi* prindsa Esterhazymu az roman
Harmonia ceelestis (2000), ktory citatelskd verejnost i literarna kritika prijali ako pro-
totyp postmoderného stredoeurépskeho romanu. Okrem domaceho prostredia sa
o toto privilegované postavenie postaral najma preklad do nemeckého jazyka (Terezia
Mora), ktory vysiel v kratkej dobe jedného roka a autorovi ziskal Cenu mieru Nemec-
kého knizného obchodu (2004). Treba povedat, ze do nemciny uz boli predtym pre-
lozené aj iné autorove tituly, napriklad A sziv segédigéi (1985), Hrabal konyve (1990),
Kis magyar pornogrdfia (1984), Egy né (1995), na preklade ktorych sa podielali via-
ceri prekladatelia. Esterhazy teda neprichadzal k nemecky hovoriacej ¢itatelskej obci
ako neznamy autor. Podobne pestry bol i vyber prekladov do angli¢tiny, o ktory sa
zodpovedne a velmi kreativne starala autorova dvorna prekladatelka do anglického
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jazyka Judith Sollosy uz od 80. rokov. Preklad Harmonie v angli¢tine knizne vysiel
v roku 2005. Sndd najsystematickejsie s Esterhazyho prozaickymi opusmi vsak praco-
vala prekladatelka do francuzstiny Agnes Jarfés, ktora od Termelési regény (1979) cez
Hrabal konyve a Egy né prelozila vsetky vyraznejsie autorove tituly. Harmonia cceles-
tis sa na franctuzskom kniznom trhu v jej preklade ocita v roku 2001, podobne ako
nemecky variant, ¢ize takmer paralelne s origindlom. Nasledne bol titul prelozeny
do chorvatciny, srbciny, polstiny, nérciny, talianciny, $paniel¢iny, rustiny, rumun-
&iny, $védeiny, ale aj hebrejciny, gréctiny atd. Ceské percepéné prostredie malo pred
Harmoniou k dispozicii Malii madarskii pornografiu (1992, v preklade A. Rossovej;
Kis magyar pornogrdfia, 1984) a vyber autorovych eseji z rokov 1988 — 1996 Hrdch
na zed v preklade D. Galovej (1999). V roku 2002 prelozil M. Navratil Hrabalovu
knihu (Hrabal konyve) a o tri roky neskor D. Galova Pomocné slovesd srdca (A sziv
segédigéi). Harmonie sa Ceski Citatelia dockali az v roku 2013, vo vybornom preklade
R. Svobodu, ktory zan dostal Jungmannovu cenu (kazdy rok udelovanu za najlepsi
umelecky preklad).

Situdcia v slovenskom percepénom prostredi je odlisnd. Preklad madarskej lite-
ratury mal bohatu tradiciu zasluhou angazovanosti jednotlivcov i podpory vydava-
telstiev. K vyraznym prekladatelskym osobnostiam patri napriklad K. Wlachovsky,
ktory systematicky priblizoval kdnonické diela madarskej literattry 19. - 20. storocia
slovenskému ¢itatelovi ako prekladatel a editor vo vydavatelstve Tatran. Citatelskej
verejnosti sprostredkoval diela K. Mikszatha, G. Csatha, D. Kosztolanyiho, I. Man-
dyho, G. Ottlika, I. Orkénya, M. Mészolya a L. Kertésza, resp. aj madarskych pro-
zaikov Zzijucich na Slovensku (L. Dobosa, Gy. Dubu, D. Monoszldya alebo L. Gren-
dela), ¢im zvysil recepéné povedomie v slovenskom prostredi a zaroven pripravil
podu pre mladsiu prekladatelska generaciu. O sprostredkovanie madarskej literatary
na Slovensku sa nemalou mierou pricinili aj prekladatelky Katarina Krélovd, Magda
Takacova, Eva Kroupova a Juliana Szolnokiova. Postmoderny obrat nebolo mozné
v socialistickom priestore s cenztrou dostato¢ne reflektovat, preto na slovenskom
trhu pred miléniom nenachddzame ani knizné preklady Esterhazyho prozaickych
utvarov. Po pade Zeleznej opony sice sloboda a nad$enie umoznili pestovanie tohto
zaujmu, avsak absencia vydavatelstvami koordinovaného vyberu spdsobila na trhu
prekladov docasnu dezorientaciu. Z mnozstva novych vydavatelstiev sa ,,madarskou
prekladovou literatirou systematicky zaoberal iba Kalligram (zaloZeny 1992), menej
alebo vobec nesystematicky publikovali niekolko diel z madarskej literatary napri-
klad aj LCA - Koloman Kertész Bagala, AB Art, Slovart, Drewo a Srd“ (Gorozdi 2010,
124). Prekladatelsku stafetu prebrala nova generacia prekladatelov, ktora sa s plnou
vaznostou ujala svojho poslania. Jitka Roznova, Peter Macsovszky, Peter Kovac, Eva
Andrejc¢dkova, Rendta Dedkovd a Gabriela Magova obohatili slovenské percepcné
prostredie o diela I. Kertésza, P. Nadasa, Gy. Konrada, M. Mészolya, E. Kukorellyho,
D. Monoszldya, Gy. Spirda, znovuobjaveného S. Maraia a mnohych dalsich. O Ester-
hazyho slovenské preklady sa v kniznej podobe postarali R. Dedkova a J. Szolnokiova,
jednotlivym titulom sa budeme venovat osobitne.
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POSTMODERNA A MADARSKY LITERARNY KANON

Esterhazyho tvorba sa v madarskej literatire rodi v obdobi doznievania neskore;j
moderny, sama v$ak vykazuje vlastnosti postmoderny. Zoltan Németh (2012), ktory
v ramci postmoderny rozliduje tri fazy, vo svojej monografii uvadza, ze Esterhazyho
prozaicka tvorba zasahuje druhu (areferencidlnu) a tretiu (antropologickd) etapu
postmoderny.

Areferencidlnu fazu reprezentuju napriklad jeho prozy Termelési regény (do slo-
venciny ani ¢estiny nebol roman prelozeny, v odbornej literatare figuruje ako Vyrobny
alebo Budovatelsky roman) a Bevezetés a szépirodalomba, pricom prave dané tituly
vyhodnotila literdrnovedna reflexia o niekolko rokov neskor ako zdsadné pre for-
movanie nového postmoderného kidnonu v madarskej literatire. Areferencialna
postmoderna odpoveda na vyzvy avantgardy a v proze ju charakterizuje napriklad
spochybnovanie reality, poetika zrkadlenia textu ¢i poetika skazeného jazyka. Ume-
nie prestupuje vedoma intertextualita, simuldcia prepisovania, resp. nového pisania
a parddia, zhmotnena neraz v diletantskom jazyku. Jedinou skuto¢nostou sa stava
text, vSetko mimo jazyka ostava iliziou. Z madarskej literdrnej produkcie sem okrem
velkej ¢asti Esterhazyho prozaiky patria aj texty I. Domonkosa, M. Mészélya, L. Parti
Nagya ai.

Antropologickd postmoderna sa odvija od tzv. kultirneho obratu. Sustreduje
sa na témy marginalizovanej identity a mocenské otazky. Tvorba sa prezentuje ako
vedoma hra identity a miesa sa s estetikou hybridity.’ Tretia vlna postmoderny ma
viac politicky charakter a zapractiva do textu aj autobiografické prvky (napr. I. Ora-
vecz, E. Kukorelly, P. Zavada, Gy. Dragoman a i.; Németh 2012). Presah k vyraznejsej
referencialite a problémom s identitou nachdadza Németh (29) uz v druhej ¢asti knihy
Harmonia ceelestis. Dopliime, Ze tomuto pristupu ostane autor verny aj v dielach Javi-
tott kiadds (2002; Opravené vydanie, 2006) a Hasnydlmirigynaplé (2016a; Pankreas-
nik, 2016b).

Kto je kto, tvar ako maska, hranie tloh a citatologia, a vobec to obSmietanie sa okolo
hranic medzi fikciou a skuto¢nostou, to je azda moja najtypickejsia — ¢o vlastne?, téma?,
predmet?, schopnost? Pre kazdy pripad som za niekolko desatro¢i rozmiestnil pre ¢itate-
lov mnozstvo pasci odkazujtcich na tato tému (Esterhazy 2006, 21).

Esterhdzyho literarnost vychadza z tradicii, nadvédzuje najméd na K. Mikszatha,
prirovndvaju ho aj k Gy. Krudymu &i 1. Orkényovi (napr. Szegedy-Maszak 2013; Kul-
csar Szabd 2018), no zaroven si nechdva odstup a v epike sa neusiluje o spolocen-
sko-kritické zobrazovanie skuto¢nosti. Kulcsar Szabé (2018) pripisuje Esterhazymu
z literarnohistorického hladiska zasluhu na kreovani nového kanonického smeru
v madarskej literatare, o ktorom mozno popri narodno-buditelskom (S. Petéfi —
E. Ady - A. J6zsef) a ideovo-humanistickom (J. Arany — M. Babits — S. Marai) uva-
zovat. Tento treti smer ma korene uz u J. Aranya, D. Kosztolanyiho ¢i S. Wedresa,
ktori podobne ako Esterhazy venovali v literature pozornost jazyku (a jeho formova-
niu). Prave v zmene postoja k jazyku, jeho opiatovnému objaveniu a - mozno trosku
nadnesene povedané - uctievaniu, mozno vnimat najvac¢Siu zmenu v literdrnom
priestore. V procese literarnej tvorby sa teda do centra dostava jazyk, resp. vedomie
o jeho potenciali (madarska literdrna veda pracuje s pojmom nyelviség, jazykovost).
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Niektori literarni vedci povazuji za Esterhazyho zlomové dielo Budovatelsky
romdn, pretoze v nom autor prekonal estetické premisy verného zobrazovania, pri-
tomné este aj u M. Mészolya a P. Nadasa (napr. Kulcsar Szabo 2018; Németh 2012).
Vo véeobecnosti sa v$ak zhoduju v tom, Ze postmoderna poetika sa u autora naplno
rozvinula az v Uvode do krdsnej literatiiry.

Stredoeurépsky aredl so socialistickym rezimom sa v Budovatelskom romdne kon-
kretizuje do podniku, av$ak $ir$i politicko-historicky a kulturny priestor pod¢iarkuju
aj vsuvky z parlamentnych prejavov z obdobia Raktisko-Uhorska. Casové stiradnice
ostavaju otvorené. Uz v tejto proze je pritomné Esterhazym oblubené Sifrovanie,
resp. uvadzanie inicidlok. V Budovatelskom romdne ide o anagram autorovho mena
a mena nemeckého basnika Petra Johanna Eckermanna, blizkeho dovernika J. W.
Goetheho.

Vicsiu ¢ast romanu tvoria komentare, ktoré maji samostatnu $trukturu, su ¢is-
lované ako vysvetlivky a obsahuju mnozstvo obrazkov, vypoctov a digresii v podobe
epizdd zo zivota Esterhazyho, miestami sa skryvajuceho za rozpravacsky subjekt
Eckermanna. I tento moment paralelnej existencie dvoch roménov v jednom kom-
pozi¢nom celku sa v tvorbe autora opakuje. Spomenme napriklad Opravené vydanie,
kde sa popri vlastnom texte objavujti pozndmky, celé state z novin a zo spisov StB,
farebne odlisené (Cervenou farbou) a pri opakovanej redakcii textu navrstvované
komentarmi autora.

Charakteristickou vlastnostou Esterhazyho rukopisu je irénia (aj autorska
sebairdnia), ktora prestupuje nielen prozaickd parédiu na budovanie socializmu, ale
celu dal$iu spisovatelovu tvorbu. Autor spochybnuje vsetko, ¢o text pontka a ,,aku-
kolvek koneé¢nu interpretaciu vopred vylu¢uje“ (Cerny 1987, 251). Irénia je sicastou
postmoderného spochybnovania dejin, autorstva, zanrového vymedzenia a pravdi-
vosti.

V Budovatelskom romdne nachadzame zarodky zanrovej synkretickosti a prob-
lémového zanrového vymedzenia viacerych jeho diel. Opit ide o moment postmo-
dernej slobody, ktora otvorila dvere vysokému i nizkemu, tstrednému i perifér-
nemu, starému i novému, vernému i volnému, spochybnila krasu a gy¢, pravdu a loz,
umenie i to, ¢o k nemu uz nepatri. Postmoderna zbtrala hradby medzi dovolenym
a zakdzanym, vpustila do ,,vysokej* literattry goticky horor, literarnu fantastiku, por-
nografiu, vulgarne i slangové vyrazy, ¢im vlastne uplne zrusila dovtedajsiu binaritu.
»labu a vznesené tradicie minulosti sa stali spojencami, vytvorili prapodivné kok-
tejly (Dolezel 2008, 16). Zanrovu slobodu si v Esterhdzyho tvorbe mézeme vychut-
nat s rovnakym pozitkom ako zakazané ovocie. Jeho prozaické Gtvary nemozno vtes-
nat do literarnou teériou vymedzenych pouciek. V romanovych formatoch sa bezne
vyskytuji napriklad prvky grotesky, fragmenty s vystrednou formou i obsahom ¢i
indikatory dennikov, slovnikov a pod.

Kénonicky potencial Esterhdzyho préz charakterizuje doplhanie, recyklacia
(v pozitivnom vyzname slova), otvaranie a rozvijanie, prepisovanie v zmysle intertex-
tuality a medzitextového nadvézovania (porov. Paszmar 2016, 2017; Gorozdi 2013).
Tato otvorenost (,dominancia neuzatvorenosti narativnej formy*, ktora je typicka
napriklad aj pre digimodernizmus, jednu z nastupnickych postmodernych inicia-
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tiv, porov. napr. Taranenkova 2018, 147) sa stala klu¢ovou stratégiou spisovatelovej
prace s textom. Esterhdzy viaceré svoje tituly v¢lenil do Uvodu do krdsnej literatiiry.
Napriklad Mald madarskd pornografia vysla najprv samostatne v rokoch 1984 a 1986,
neskor ju autor zaradil ako zvizok do Uvodu do krdsnej literatiiry (1986). Zosieto-
vanie vlastnych textov vytvara medzi nimi nové vztahy a zvyk doplhat uz vydanua
umeleckd prézu v neskorsom ¢asovom horizonte spésobuje komplikacie aj pre pre-
kladatela/vydavatela. Po ktorom texte siahnut? Vnimat text ako samostatnu vycho-
diskovt jednotku alebo odhalovat vSetky vztahy, v ktorych v zosietovanom, nikdy sa
nekonciacom c¢asopriestore funguje? Vydat text ako novy, upraveny alebo iba dopl-
neny preklad? Nebodaj reediciu? Ak chceme zachovat potencial textu a zdielanej
vypovede, reedicia ani doplnenie nepostacia. I preto sa napriklad Mald madarskd
pornografie v ceskom preklade A. Rossovej, vychddzajuca z prvej verzie textu (1984),
nemohla v novSom vydani (2008) usilovat o zaslizent pozornost ¢eského publika.
Esterhazyho text rokmi akoby dozrel, autor ho svojskym rukopisom - mnozstvom
hviezdiciek, typografického usporiadania, obrazkov, kresbiciek atd. prepisal, pricom
samotny fakt, ze kniha bola zaradend do Uvodu do krdsnej literatiiry, povazovaného
uz za kanonicky text madarskej literatdry, priradil dielu kanonicky status. Reedicia
uviazla v case. To, ¢o pontka Ceskej Citatelskej verejnosti uz nie je Mald madarska
pornografia. Text si ziada citlivé zasahy aj vo vztahu k praci s kultirnou pamitou,
k zviazanosti s historickou spoloc¢enskou i politickou minulostou, ktoré pre mlad-
$iu Citatelsku generdciu mozu predstavovat tazkosti v porozumeni. Miestami sa, Zzial,
vytratilo aj esterhdzyovské vypointovanie, jemu vlastné relativizovanie a humorny
rozmer kratkych utvarov (porov. Hutkova 2018a).

JAZYK AKO SKUTOCNOST

Kulcsar Szabo (2018, 19) upozornuje, Ze po dlhych desatrociach sa vdaka Ester-
hazyho prézam (opidt) ukazuje skuto¢nost, Ze ,,spolocnost i dejiny sa v umeleckej
literature ocitaja iba prostrednictvom jazyka“ a ze ,textovym obsahom mdze feno-
menalny status poskytnut iba rétoricky vykon a figurativny potencial jazyka“* Praca
s jazykom, samozrejme, nepredstavuje névum ani v madarskej literatdre, zvlast
v poézii md vyrazné zastipenie. Ak vsak prizvukujeme dominantnt poziciu jazyka
v Esterhazyho tvorbe, mame na mysli skor fakt, Ze vSetko sa rodi i umiera, tvori
aj odvija, spochybnuje i umocnuje, skryva aj odkryva v jazyku. Autor na viacerych
miestach piSe, Ze nevie, kam ho vety zavedd, Ze to, ¢o chce povedat, mu diktuje sdim
jazyk - slovd, vety, gramatika. Podla dekonstruktivistického chapania (J. Derrida) sa
skuto¢nost skryva v jazyku, ktory sa v ramci ,,lingvistického obratu® stal dolezitym
reprezentantom postmodernizmu. ,,Pojem jazyka nahradil ¢i aspon zatienil pojmy
ako svet, vedomie, zmysel, myslenie a konanie“ (Dolezel 2008, 17). Jazyk sa ocitol
medzi ¢lovekom a svetom ako sprostredkovatel, ako tvorca skuto¢nosti, ako médium
poznania. Tento radikalny postmoderny jazykovy determinizmus sa stal principom
kanonizovaného Esterhazyho opusu. Spisovatel vedome nasledoval Derridov pri-
stup, ktory vychadzal zo saussurovskej semiotickej tedrie jazyka a jazyk nevnimal iba
ako pasivny prostriedok, sluziaci na pomenovanie reality. Tvrdil, ze jazyk ma vlastné
Struktdry, nezavislé od $truktdr sveta a skuto¢nym predmetom zaujmu lingvistiky
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by preto mal byt vztah arbitrarnej konvenc¢nosti medzi oznac¢ujicim a ozna¢ovanym
(pojmom/obsahom a formou). Mimojazykovy vztah k referencii je vylaceny. ,,Jazyk
generuje vyznam v arbitralnej hre oznacujuceho a oznacovaného® (Dolezel 2008,
17). V tejto hre sa viac zdoraziuje oznacujuce, forma. ,,Jazyk sa stava samohybnym
generatorom vyznamov nezavislych na svete a na subjekte. Toto generovanie vyzna-
mov je podstatou pisania (écriture)“ (18). Dany model prace s jazykom si osvojil aj
Esterhazy. Vztah k referencii nie je sice absolutne vyluceny, ale je relativizovany jazy-
kovym spracovanim. Spisovatelova tvorba je dokazom toho, ze ,slova nepopisuju,
nereprezentuju svety, slové svety tvoria“ (19).

Jazyk, ktory standardne vystupuje ako prostriedok na vyjadrenie, zhmotnenie
myslienky a ktory je tradi¢ne vnimany ako ,,zastupny* systém znakov, meni svoj sta-
tus. Jazyk ukryva potencidl vyznamu komunikatu. Praca s takymto druhom textu
kladie na preklad vysoké naroky. Prekladatel sa ma (paradoxne) zamerat na to a odo-
vzdat to, ¢o sa v pdvodnom texte viaze na element, ktory (principialne) musi vyme-
nit. Ak si tato skuto¢nost uvedomi, nastava druhd etapa — volba primeranej stra-
tégie. Ta povoluje vy$siu mieru kreativity a volnosti, oproti tradi¢ne definovanym
prekladatelskym pristupom. Prekladatel znovukreuje text, ktorého obsah a forma sa
naplhaju v $pecifickom jazykovom stvarneni. Tato vyzva je dokonca natolko adresn4,
ze prekladatelskd osobnost vystupuje z izadia. Uz nie je v texte pritomnd len cez
prekladatelské riesenia, implicitne, ale neraz vstupuje do dialdégu s autorom, polemi-
zuje, koriguje, vysmieva sa, upravuje. Venutiho (1995) slovami sa z neviditelnej stava
viditelnou (visibility). Tento modelovy pristup sme identifikovali napriklad u prekla-
datelky R. Dedkove;j.

O nastrahach prace s textom, ktorého $pecificky rozmer je izko prepojeny s jazy-
kovym aspektom, pise v kontexte slovenského kanonu Zoltan Rédey (2015). Vo svojej
studii uvadza:

[Jle preto zaujimavy osud tych diel, v ktorych je priznakovo dominantny a rozhodujici

basnicky jazyk, teda vyrazové osobitosti, spdsob vyjadrenia, obraznost, celkova estetickd

sila, ktora tkvie v ich intenzionalnom vyzname. Prave tato ich stranka, ¢ize ich bytostna
podstata sa dostava do uzadia pri interpreta¢nom a hodnotiacom pristupe literarnej vedy

i edi¢nej praxe, ktory ponima kanon ako stibor ¢i mnozinu predovsetkym extenzionalne

zobrazitelnych entit - mimetickych, ideovych, dokumenta¢nych. Kazdy mimoliterarny

pristup ma totiz tendenciu ignorovat intenzionalny vyznam diela a upriamovat pozornost

na jeho extenzionalne vyznamové, resp. obsahové zlozky a roviny (25).

Dominantnost intenzionalneho vyznamu Esterhazyho textov suvisi s prepoje-
nim interpretatného vyznamu na jazyk. Nere$pektovanie danej skutocnosti moze
mat neziaduce dosledky. Napriklad pri recepcii Harmonie vo francuzskom prostredi
doslo k asymetrii medzi kritickymi textami a kreativitou prekladatelskych postupov.
Kym literdrna kritika vyhodnocovala extenziondlny vyznam diela (vytykala mu pri-
li§né vazby na vlastnu kultdru, vela odkazov a pod.) a ako exoticky ho vyldcila z fran-
ctzskeho literarneho kontextu (pouzivajuc napr. adjektivum ,magyar namiesto
»hongrois®), prekladatelka vyuzila $pecifika postmoderného diskurzu a kreativne sa
s textom pohrala (porov. Balogh 2010). Text je sice ,stredoeurépskym romanom®
priestorovo odkazuje na spolo¢né, kolektivne, avsak jeho dejiny su pisané indivi-
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dudlnou pamitou a nezobrazuju skuto¢nost. Skuto¢nost sa tvori v texte a textom,
prostrednictvom jazyka, ndznakov, parodizovania, relativizovania ¢i spochybnova-
nia minulosti, chronoldgie a pod. Spolo¢né fungovanie v dejinnom stredoeurépskom
priestore sa zapisalo do kulturnej a historickej pamiti nasich narodov, ale skuto¢ny
vyznam nadobuda az v jazyku, v ktorom sa tvori. Vaha tohto literarneho kanonu,
reprezentovaného Esterhazyho rukopisom, ale aj niektorymi dal$imi madarskymi
autormi (napr. L. Parti Nagyom) je postavena na jazyku, Style a pristupe. UZ na inom
mieste (Hutkova 2017, 111), pri analyze slovenského prekladu Jadviginho vankiisika
(1999; Jadviga pdrndja, 1997) od P. Zavadu, sme konstatovali, Ze ,klasicky prekla-
datelsky pristup opierajuci sa o nahradu jazykového kodu tu neobstoji®. V tychto
textoch je totiz ,,platnost jazykového konstruktu relativna, momentélna a vytvéra sa
v priebehu recepcie, t. j. nie je vopred dana“ (Gorozdi 2007, 387). Treba dodat, ze
u Esterhazyho sa tento pristup k jazyku este mnohonasobne zvysil. Platnost jazyko-
vého konstruktu je relativna dokonca i v procese samotnej tvorby.

TEMA DEJIN V ESTERHAZYHO PROZACH

Esterhdzyho tvorba je spojend s minulostou. S minulostou blizkou i vzdialenej-
$ou, tzko madarskou i takou, ktoru literarna veda pomenuva ako stredoeurdpsku.
Minulostou patriacou do ucebnic dejepisu s privlastkom velka, hrda, ale aj tou, kto-
rou sa pysit nemozeme. ,,Postmoderna neodmieta minulost, absorbuje ju ako jeden
z protipolov do svojej paradigmy protikladov. V tejto integracii je minulost podro-
bovand v§emoznym prepracovaniam, reinterpretaciam a restrukturaciam® (Dolezel
2008, 13). Tak s nou pracuje aj Esterhazy, po¢ntc parédiou na Budovatelsky romdn,
vrcholiac v Harmonii celestis ¢i v Jednoduchych pribehoch ciarka sto strdan (- Sermo-
vacia verzia 2013, - Markova verzia 2014; Egyszerti torténet vesszd szdz oldal - a kar-
dozés valtozat 2013, — a Mdrk-vdltozat 2014). Esterhazy si uvedomuyje, ze ,,diskurzna
objektivita historie je mytus“ (Dolezel 2008, 27) a ze ,kazdy historicky svet je sub-
jektivny konstrukt® (41). Z tohto dévodu sa autor moze usilovat aspon o vyvolanie
dojmu reality, na ¢o ponuka priestor narativny $tyl, rozpravanie. Esterhazy vyuziva
dany strategicky priestor bravirne, a hoci je ,narativna histéria nerozoznatelna od
narativnej fikcie“ (28), od prvych riadkov sa ¢itatefom priznava, ze nepdjde o hlada-
nie objektivnej pravdy ¢i minulosti. Tento postoj odzrkadluje napriklad hned prva
veta z Harmonie: ,Potvorsky tazkeé je klamat, ked ¢lovek nepozna holu pravdu.“

Relativizacia dejin v Esterhazyho tvorbe (porov. napr. Gorézdi 2013, 2014; Micha-
lovi¢ 2005, 2007; Varga 2000) vykazuje prieniky so sémantikou moznych svetov. Ide
o pojmovy systém, ktory vychadza z toho, ze fudsky jazyk nemoze stvorit aktualny
svet. Jedinym druhom sveta, ktory moze stvorit, je mozny svet. Je to vlastne odpoved
na novu postmodernt vyzvu medzi historickym a fikénym (porov. Dolezel 2008, 36 -
37). ,Fikéné svety su imaginarne alternativy aktualneho sveta“ (40). Historia sa teda
odohrava v interpretaciach. Fiktivne, fik¢né a redlne (?) vymiesené v jednom prozaic-
kom ceste sa osobitne viaze na interpretacie ulozené v individudlnej a v kolektivnej
selektivnej pamiti. Esterhazyho diskurz mimovolne zdoraznuje aj sekundarne adjek-
tivum: selektivny. Pri interpretaciach dejinnych udalosti sa totiz nezriedka zachovalo
a fixovalo to, ¢o narod potreboval a kultura ocenila. Velké dejiny st v Esterhazyho
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romanoch dejinami jednotlivca, individua, autorskej malickosti. Identifikuju selek-
tivnost, zlah¢uji véznost hrdych okamihov, relativizuji fixované a odhaluji nové
stvislosti, ktoré naznacuju kontinuitu dejin. Lebo objektivnost je iluzia. Dany pristup
umoznuje historiu reinterpretovat a prepisovat, comu sa autorov jazyk nebrani. Aj
Harmonia ccelestis sa odvolava na predchadzajuce texty a vlastne iba inym sp6sobom
rozvija zanrova formu rodinného romdnu (aristokratickej rodiny Esterhdzyovcov).
Roman o otcovi, ako ho skratene nazyva kritika, je rozdeleny do dvoch casti. Prva
¢ast knihy (,,Szamozott mondatok az Esterhazy-csalad életébdl” — ,Cislované vety
zo Zivota Esterhazyovcov®) nacrtava potencidlne historické alternativy, druha cast
(»Egy Esterhdzy-csalad vallomdsai“ - ,,Spoved rodiny Esterhazyovcov®) je pevnej-
$ie spojend s madarskymi historickymi faktami 20. storocia (svetové vojny, komuna,
nemecka okupacia, vystahovanie, revolicia v roku 1956, obdobie Kadarovej vlady
a pod.). Slovensky preklad z pera R. Dedkovej sa s tvarnym postmodernym textom
vysporiadal uspesne (podrobnejsie Hutkova 2017).

Z Esterhazyho tvorby vo vztahu k jazyku a relativnosti dejin sa vymykd Opravené
vydanie, publikované ako priloha k Harmonii. ,Musim sa prisposobit skuto¢nosti.
Doteraz som sa musel len slovam,“ piSe skormuteny Esterhazy, ked sa dozvie, Ze jeho
otec bol donasacom $tatnej tajnej sluzby (2006, 8). ,Doteraz som si robil s faktami
a dokladmi, ¢o sa mi zachcelo. Co sa zachcelo textu. Teraz to nejde. Musim vsetko
preglgnit. Doteraz som nechal zozrat ¢itatefom, ¢o som chcel, ja som bol panom,
a skutocnost len vycifrovanou slizkou. Teraz mam hlavu sklonenu® (24). Suverénny
rukopis autora strieda pokorny tén, snaziaci sa pochopit a ospravedlnit otcovo
konanie, vyrovnat sa s touto skuto¢nostou verejne. Kniha ma dennikovy charakter,
typicky pre Esterhazyho textové kompozicie, av§ak uprimna spoved v podobe pod-
robnych informadcii, prepisanych z dokumentov a komentovanych autorom v zmier-
livom, chapajicom, ale aj roz¢tlenom, bezmocnostou naplnenom téne je atypicka.
Podobny tén sme zaznamenali iba v Pomocnych slovesdch srdca (1985; v slovenskom
preklade 2009a), ked sa autor prvykrat podelil o bolest s citatelmi. Zroneny mlady
muz sa snazil vyrovnat so smrtou matky, bojoval s pocitmi smutku, marnosti a pomi-
nutelnosti. Uprimnost’ sa v texte projektovala cez laskavé deminutiva (,Mamicenka,
pocuje$, mamicka®) az po zlostné, bezmocné vykriky k Bohu (,Nenavidim ta“) ¢i
telesné a sexudlne prvopldnové opisy ,reality“ (nemocni¢né prostredie, telo, prsia,
vyholené ohanbie atd.). K priznakovym s$tylémam priradujeme aj matkino oslovo-
vanie dospelého syna (autora): maflicsek/gramblicek. Hravy, provokativny, jazykovo
a Stylisticky nevyspytatelny, trufaly jazyk (v kontraste k téme) sa vSak v diele zacho-
val, ako Esterhazyho vizitka. Syn sa dokonca pokusil vymenit si miesto s matkou a od
polovice knihy sa $tylizoval do tlohy matky, ktora narieka za synom.

Spoved za otca je ind. Neprelinaju sa v nej fiktivne obrazy, nespochybnuje sa v nej
skuto¢nost, ma dokumentarny charakter (autor uvadza datumy, presny ¢as a miesto,
udaje k dokumentom a pod.). Subjektivne komentdre su pritomné iba v dal$ich
vrstvach, formélne odliSenych roznymi zatvorkami a znakmi. Frivolnost a odstup
v danej préze nendjdeme, dominuje v nej irdnia a trpka sebairdnia, niekedy vypl-
nena sarkazmom, napriklad replika z Medvedika Pii (43) ¢i ocko na pancuske sladkej
herecky ako zivotny kriz (134) a pod. Z expresivnych vyrazovych prostriedkov, pod-
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porujucich subjektivnost a autentickost, prevladaju vulgarizmy. Z typického autor-
ského idiolektu je v diele pritomna zaluba vo formalnom stvarneni, t. j. v neverbal-
nych $tylémach - praca s typografiou, farbami, velkostou pisma, pouzivanie skratiek
na vyjadrenie pocitov: ,,bandlne ako b, slza, slzim - s* (36), ,Z ako Zalostim“ (39);
na viacerych miestach sa vracia aj k skratkdm z Jednej Zeny (n. m. - nemiluje ma,
143). Celkovo vsak dané dielo nezapada svojim jazykom a spracovanim do ,esterha-
zyovského $tylu® ,Tato realistickd proza mi nesedi, svoje vety som déval do suvislosti
s inymi vetami, nikdy nie so ,skuto¢nostou’; takze teraz jasne vidim ich neduzivost,”
pise sam autor v Opravenom vydani (2006, 29).

Z hladiska prekladu by sa mohlo zdat, Ze uvedené dva texty, oba vysostne osobné
spovede, maju k sebe blizsie nez ostatné a ze prekladatel vo svojej praci bude moct
uplatnit podobnu stratégiu. Pomocné slovesd srdca prelozila do slovenciny Juliana
Szolnokiovd, Opravené vydanie Renata Deakova. Opravené vydanie je z tohto aspektu
jednoduchsie, moze sa pridrziavat textu, vyznamy sa nezahmlievaju a nespochybnuju.
Charakterizuje ho dokumentarny charakter, podavanie skuto¢nosti, odkazy na fakty,
oslabena intertextudlnost (autor sa sice odvolava aj na svoje starsie texty, ale zvacsa
ich identifikuje a v kontexte okolnosti koriguje svoje predoslé tvrdenia). Autobiogra-
fické komponenty st zretelné, nie st zastierané a relativizované v ¢asopriestore (ako
v Harmonii). Z vyrazovych kategorii sa do popredia dostavaji subjektivnost a expre-
sivnost vyrazu v estetickom napiti s pojmovostou a faktickostou vyrazu. Informacny
a vykladovy slohovy postup sa prelina s hibkovou modelovou $truktirou rozprava-
nia autorského subjektu. Jazyk plynie prirodzene, takmer bezprostredne hovorovo,
bez umelej $tylizovanosti a aristokratickej noblesnosti (ktord bola charakteristicka
napr. pre Harmoniu). Prekladatelka ovlada nuansy autorského idiolektu a slovenské
recep¢né publikum uz autora poznd cez jeho oceneny roman.

Pomocné slovesd srdca vychadzaju v slovencine (2009) s vac$im ¢asovym odstupom
od originalu (1985). Preklad tak mohol reflektovat skutocnost, Ze text bol zaradeny
do Uvodu do krdsnej literatiiry a stal sa sucastou madarského literarneho kdnonu.
Szolnokiovd mala k dispozicii dva modely prekladu Esterhazyho osobitého idiolektu
do slovenciny, ktoré uplatnila R. Dedkova. Pri Harmonii iSlo o kreativny, postmo-
derny pristup hry s ¢itatelom, v odbornej terminoldgii by sme ho mohli (trosku
nasilne) nazvat in§trumentalnym. V Opravenom vydani sa realizoval skor interpre-
ta¢ne ,,zviazanejs$i“ dokumentdrny typ prekladu.® Napriek naznacenej blizkosti osob-
nych spovedi v Pomocnych slovesdch a Opravenom vydani sa z aspektu prekladatelskej
stratégie nerealizovali rovnaké postupy. Suvisi to s potlacenou dokumentarnostou
(ziadne presné udaje; dokonca ani strany nie st ¢islované) a faktickostou vyrazu, ako
aj umocnenou intertextualitou, stieranim ¢asovych a priestorovych hranic ¢i $peci-
fickou rodovou perspektivou textu v Pomocnych slovesdch. Autorsky subjekt si osvoji
zensku identitu. Vymena roli sa odohra priblizne v polovici knihy a je vizuélne zvy-
raznena Ciernou stranou. Néhle sa v rozpravacskej pozicii ocita matka, hoci z gra-
matického jazykového hladiska tomu v madarcine ni¢ nenapoveda, lebo madarcina
nerozli$uje rody. V slovenskej verzii je rodova prislusnost v minulom case vyjadrena
aj gramaticky, ¢im sa dana vymena zvyraznuje. V preklade dochadza k tzv. gramatic-
kej konkretizacii. Femininne sa s maskulinnym opét vymeni az v zavere knihy. Je to
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priestor na opis poslednych chvil prezitych s matkou v nemocnici. Vyrazovo v texte
dominuje expresivnost a provokativnost na pozadi telesnosti a erotickosti (porov.
Hutkova 2018b). Text je tazsie ,,od¢itatelny®, pretoZe sa v iom prelinaju viaceré uda-
losti, meni sa perspektiva, spomienky sa miesaju s aktualne pocitovanou stratou,
dejova linia mizne v ¢ase a priestore (porov. Farkasova 2010; Paszmar 2016; Micha-
lovi¢ 2009; Szele 2003). V Opravenom vydani sice tiez nemodzeme hovorit iba o jedne;j
vrstve textu, ale ¢asové udalosti idu chronologicky (dennik) a neskorsie zasahy st
formalne zvyraznené. Prekladatelska stratégia v Pomocnych slovesdch srdca je preto
odli$nd. Interpreta¢né vychodiska komunikatov, limitujice prekladatelska slobodu,
st z analyzovanych textov interpretacne najviac uzavreté v Opravenom vydani. ,Tento
text je prava dekonstrukcia, pise jeho autor (Esterhazy 2006, 20).

Téma matky rezonuje aj v proze Semmi miivészet (2008), ktort do slovenciny pre-
lozila Juliana Szolnokiova (Ziadne umenie, 2009b). Autor matku oZivuje, aby futba-
lovym jazykom spolu prediskutovali otazky lasky, Zivota, sexu a medziludskych vzta-
hov. Dejiny st okrajové, skor sa v texte odvijaji malé rodinné pribehy, v ktorych sa
pripominaji postavy otca, strykov a dalsich pribuznych. Situovanie deja do stredoeu-
répskeho casopriestoru nie je také zavizujice a markantné ako v Harmonii, ¢o ulah-
¢uje prijem diela v ktorejkolvek (futbalom zijucej) kulture. Autor laskavym ténom
dakuje matke, ze ju mohol opit ,zamotat® do textu (2009b, 25) a rovnakym ténom
pokracuje v celej knihe. Jazykovy potencial sa demonstruje v podobe réznych socio-
lektov a komunikacnych registrov, prioritu ma futbalovy slang (kniha ziskala aj oce-
nenie Nemeckej akadémie pre futbalovii kultaru). Szolnokiova sa v texte majstrovsky
pohrala s futbalovou terminolégiou a slovensky preklad neostal v ofsajde. Hravost
a sebakreujuci text s narazkami na mnozstvo realii (Puskas, Pulp Fiction, NATO,
rozne druhy zbrani, Rubens, e$tébé atd.) slovenského citatela nesklamali. Esterhazy
tak v slovenskom percepénom prostredi nadviazal na svoje predoslé texty/preklady
a potvrdil postmoderny rukopis (porov. aj Michalovi¢ 2009). Preklad zachovava
prirodzenost, bezprostrednost a nenasilnost v myslienkach i jazykovom prevedeni
(uvedme aspon jeden priklad: ,,Drzkovy monolog. Padnut kvoli drzkam [...] 2009b,
135). Humorné situacie sa mie$aju s jazykovym humorom. Prekladatelska koncepcia
je uvolnend a nasleduje invencnost jazyka originalu.

K dejinam Uhorska v druhej polovici 17. storocia sa Esterhazy vracia v kratkej
detektivnej proze Jednoduchy pribeh Ciarka sto strdn - Sermovacia verzia (2013a;
slovensky preklad 2013b). Opét sa ocitame v priestore strednej Eur6py a s auto-
rom odkryvame relativnost dejinnych udalosti. Nosny pribeh spestruji kulinarske
a sexistické digresie, citaty a parafrazy, tony zdrojov, na ktoré sa autor odvolava.
Prehnana (zdanliva) poctivost v uvadzani pramenov sa zhmotnuje v odkazoch pod
textom, oznac¢ovanych hviezdickou a inicidlami autora. V celej sile sa vracia Esterha-
zyho nezbedny hravy postmoderny $tyl pisania, ktory vsak na rozdiel od Harmonie
uz nie je prekvapujuci ani novy a miestami zachddza az k $tylistickej samoltubosti
a rétorickym manévrom. Hladanie vraha je iba kamuflazou na vytvorenie textu
z textov a o textoch (porov. aj Paszmar 2017). Pribeh nemozno ¢itat linearne, ¢o
naznacuje aj rozhadzané ¢islovanie stran. Skutoc¢ny invariant sa ukryva v hybridite
a relativnej skuto¢nosti vytvorenej jazykom a textom. Ako s takymto komunikatom
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prekladatelsky nalozit? Opierat sa o obsah, ktory sa rodi z jazykovej smrste dvoj-
zmyslov a duchaplnych ndpadov? Co urobit s historickymi narazkami, selektivnymi
kolektivnymi spomienkami, ktoré sa viazu na kultirnu paméat madarského naroda?
Prekladatelka R. Dedkova v knihe spravne identifikovala klti¢ové vlastnosti textu
a jeho interpretacny potencial a zvolila nestandardny translacny pristup. Preklada-
telskymi rieSeniami podporila stratégiu stierania autorstva a zddraznila hybridna
identitu textu. Priestorom na manévrovanie sa stali najma poznamky pod textom,
v ktorych sa znenazdajky v slovenskom preklade ocitli aj inicialky prekladatelky.
Tento trufaly kreativny moment sa postaral o zvySenu zazitkovost ¢itania v sloven-
skom percepénom prostredi. Prekladatelka vstupila do textu a doberala sa s autorom,
napriklad ked autor pise: ,,*Poznamku pod ¢iarou vynechame. - Medzinarodny spo-
lok prekladatelov, Miami (alebo Mamaia, peciatka necitatelna.) (Tak teraz ako? Je tu
poznamka, ¢i nie je? PiSem ju, ¢i nepiSem? — R. D.)“ (2013b, 84), alebo polemizuje
o autorstve: ,**Z rozhovoru s Juliom Cortazarom, Le Mond, to je isté, no kedy presne
vysiel, vypatrat neviem; mdj vlastny preklad. — P. E. Nie. Mgj. - R. D.“ (28), ale aj
doplnia, vysvetluje, koriguje & spochybnuje.

Vyraznu intervencnu stratégiu sme podrobnejsie analyzovali inde (Hutkova 2015,
2017), na tomto mieste sa obmedzime na zistenia. Prekladatelka kopirovala nazna-
¢ené koeficienty vychodiskového komunikatu a umocnila ich prekladovymi riese-
niami v ciefovom texte. I$lo o autorovu snahu o sebaprezentaciu, ktort prekladatelka
dosiahla vstupom do otvorenej komunikacie s autorom prostrednictvom vlastnych
odkazov pod textom; dalej o pracu s kultirnou pamatou Madarov, ktora preklad
rie$il domestikaciou a v neposlednom rade o zavadzajicu explikativnost, ktorta Dea-
kova podporila rozvitim, prip. doplnenim vysvetlujicich casti. Preklad sa podpisal
pod priaznivia recepciu textu a hodnotime ho ako jednu z prototypovych ukazok
kreativnej prekladatelskej prace s postmodernym textom.

Na Sermovaciu verziu nadviazala verzia podla Marka (Egyszerii torténet vesszd
szdz oldal - a Mdrk-valtozat, 2014a), ktora v slovenskom preklade R. Deakovej (Jed-
noduchy pribeh Ciarka sto strdn — verzia podla Marka, 2014b) vychadza este v tom
istom roku. Madarska literarna veda vnima text ako pokracovanie prvej verzie, ten-
toraz Stylizovanej do subjektivnej vypovede. Esterhazy experimentuje s autorskou
perspektivou a pribeh nechava ,prerozpravat® hluchého malého chlapca. Ten dile-
tantskym jazykom, naivnymi jednoduchymi vetami kladie zakladné otazky viery,
existencie Boha a Bozej spravodlivosti. Akoby mimochodom sa odkryva spoloc¢en-
ské pozadie (nasilné vystahovanie z Budapesti, zaradenie medzi nepriatelov ludu,
trapenie matky, poniZenie a poniZovanie otca). Zanrovo text pripomina utrzky zo
zapisnika ¢i dennika, knihu tvoria kratke ¢islované minipostrehy, miniudalosti,
zamyslenia, ktoré sa usiluju dodrzat sto stran avizovanych v nazve. Zaverecna sen-
tencia knihy, prepozi¢and z Evanjelia podla Marka, nadobuda trojnasobnym opa-
kovanim apelativny charakter (v poslednej podobe ju autor modifikuje doplnenim:
»Toto nie je koniec. Toto je zaver.“). Dejova linia je oslabend v zmysle kazdodennosti,
osobitnejsie do textu vstupuje iba niekolko udalosti, napriklad smrt chlapcovho
brata. Poznamkovy aparat sa nachadza za textom a poskytuje citatelom vysvetlivky,
odkazy na povodné pramene, ale aj polemiky, digresie a typické esterhazyovské jazy-
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kové vystrelky. Z hladiska prekladu si préza vymedzila iné vychodiskd nez v sermo-
vacej verzii. Opustenie dobového historického priestoru 17. storocia, jazyk malého
chlapca, citlivé vnimanie udalosti, linearnost a otvorenie hlbsich filozofickych tém
nutne prehodnotilo moznosti uplatnenia predoslej strategickej koncepcie prekladu.
Paralely v prekladatelskom pristupe v slovenskom prostredi mézeme najst napriklad
v romane Szilarda Borbélya Nincstelenek. Mdr elment a Mesijds? (2013), ktory do slo-
venciny prelozila Magda Takacova (Vydedenci. Mesids uz odisiel?, 2015). Dedkova
vystavbové a vyrazové osobitosti textu v preklade zachovala a oproti Sermovacej verzii
ostala viac v tizadi. Intervencny priestor na zviditelnenie sa, ktoré slovenské publi-
kum po do¢itani prvého variantu Jednoduchého pribehu od prekladatelky oc¢akavalo,
jej poskytli iba poznamky umiestnené za textom. Do komunikacie vstupuje napri-
klad vysvetlivkou plaveckého nérecia, o par riadkov nizsie sa hravo infiltruje priamo
do poznamky: ,.Vravi Spinoza, cituje Weilova. (A preklada R. D. z P. E.)“ (2014b, 107).
Na inom mieste dokonca vyzyva (itatela, aby odpovedal: ,,V slovenskom preklade
sa tu deje nieco iné, intarzia mizne, vznika ina narazka. Aka? R. D. - hra s prekla-
dom - odpovede posielajte...“ (108). Intervencné rieSenia zviditelfiujuce preklada-
telku Sermovacej verzie nie st v Markovej verzii zasadné, pretoze vychodiskovy text
je vystavany na inych textovych a vyrazovych kvalitach. Dany fakt si prekladatelka
uvedomuje, zasahy nie st samoucelné ani dominantné.

O KOMUNIKACII TEXTU

V roku 2011 sa na slovensky knizny trh v preklade R. Deakovej dostala Esterha-
zyho Jedna zena (Egy nd, 1995). Provokativny, silne erotizovany jazyk textu vyvo-
lal zaujimavt potrebu odpovedi, zvlast u zZenskych autoriek (porov. Németh 2017;
Paszmar 2016; Paté 2015). Este v roku 2000 nan reagovala romanom Egy férfi -
A férfi (Jeden muz - Muz) spisovatelka madarskej narodnosti Zijuca na Slovensku,
Timea Pénzes. Osobity pripad komunikacie predstavuje Zimni kniha o ldsce (2014)
¢eskej autorky Dory Kaprélovej, Zijucej v Berline. Autorka nasla inspirdciu v knihe
Egy né (Esterhazy 1995), ku ktorej sa dostala cez slovensky preklad. Z percep¢ného
a transla¢no-komunika¢ného aspektu sa problematickym ukazuje prijatie madar-
ského prekladu ceskej knihy. Pribuzensky vztah ceského originalu (Zimni kniha
o ldsce) k madarskému pdévodnému textu (Egy nd) nie je az taky verny (ako je to
medzi madarskym textom a jeho slovenskym prekladom), ale z iného uhla je mozno
zym bola madarska citatelska verejnost pripravena na zmes nevycerpatelnej plato-
nickej lasky a jazykovo-$tylovej vernosti autorovi, ktorym sa c¢eska autorka ingpiro-
vala. Tato komunika¢nt hru umocnilo aj vydavatelstvo, volbou titulu prekladu: Egy
férfi. Vilasz Esterhdzy Péternek (Jeden muz. Odpoved P. Esterhazymu, do madar¢iny
prelozila J. Hahn Zsuzsanna, 2016). Neocakavala sa teda ,,zimna kniha o laske, ale
akasi Zzenskda mutdcia Esterhazyho. Do hry vsttpila hybridna identita vychodisko-
vého textu, vyrazova hybridita i spominana kanonizujica osobitost Esterhazyho tex-
tov: jazyk ako podstata vypovede. Opravnene by sme sa mohli pytat: ktory text je
vychodiskovy? Je nim Esterhazyho Jedna Zena alebo Kapralovej Zimni kniha o ldsce?
Madarski ¢itatelia pocitali s Esterhdzym. Translatologia vymedzuje vychodiskovy text
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jednoznacne a tohto vymedzenia sa pridrziava aj prekladatelka, prekladajic Kapra-
lovej prozu. Text vak disponuje zndmkami hybridnej identity. Moze prekladatelka
podporit tato hybriditu? Moze oslabit autorsky (Kapralovej) idiolekt a viac podporit
Esterhazyho rukopis zalozeny na kreativnej praci s jazykom? Preklad do madarciny
zretelne vychddzal iba z ¢eského originalu. Nepracoval s ocakdvaniami madarského
percep¢ného prostredia a ignoroval aj inspiraciu Esterhazym. Neposilnil tie vyra-
zové kategorie a vlastnosti, na ktorych bola vybudovana hybridita vychodiskového
textu. V dosledku tejto skuto¢nosti nemohol vzniknut adekvatny preklad postmo-
derného komunikatu. Prekladovy text je ochudobneny o skryta aluziu a Kapralovej
text vyznieva v madarskom preklade ako napodobenina Esterhdzyho. Tak k nemu
pristupuje aj madarska kritika, ktord je mimoriadne zdrzanlivd. Text v danej podobe
pre nu nie je dostato¢nou odpovedou Esterhazymu. Prekladatelka sa neodvazila rea-
lizovat Specifické intervencné stratégie ako napriklad R. Deakova pri preklade Jedno-
duchého pribehu...”

PANKREASNIK

Posledny titul P. Esterhazyho Hasnydlmirigynaplé (2016a) je autobiografickym
dennikom a zachytava autorov boj s rakovinou. V slovencine vysiel pod nazvom
Pankreasnik (2016b, prel. R. Dedakova), pricom titul odkazuje na dennikovi podobu
knihy a ochorenie pankreasu. Autor sa zanrovo vracia k denniku a (v rdmci autorskej
licencie) k realistickému, chronologickému zachytavaniu udalosti svojho Zivota so
Slinivkou brusnou ¢i, ako ju striedavo nazyva: Pani Kreasovou, vilou (20), sle¢inkou,
Zlazi¢kou, Zazou, Bruchanou (19), Mucingerkou, Muculienkou (41) a pod. Vztah
s touto dotieravou ,,Zenskou“ prirovnava k ,,poriadnemu sexu®: ,dokonalé splynutie,
nevedno, kde som ja a kde uz ona“ (31). S osobnou vypovedou a neochotnom ,,lipnuti
na realizme® (6) sme sa uz u Esterhazyho stretli napriklad v Opravenom vydani, Pan-
kreasnik sa vSak 1isi od predoslych v naznakoch potreby bilancovania. Autor sa snazi
udrzat ,,nad vecou®, ktord ho obera o zivotnu energiu. §tuduje diela o smrti a zapisuje
si dolezité myslienky i vlastné pocity (1. osoba). Miestami vystupuje rozpravac v 3.
osobe: ,,kvalita tohto textu zavisi od Zivotnych vyhliadok jeho pisatela® (13); ,,Pisatel
dennika chce mat pod kontrolou ¢as® (5). Vyrazovy register sa opiera o subjektivnost
a typickua esterhazyovska expresivnost jazyka. Duchaplné jazykové kredcie ozivuju
pochmurnu tematiku: ,,Elnyomta a buzgésag, tréfalkozik a magyar nyelv. Cséndben
visszaosontam.“ (8) — ,,Utahalo ju natahovanie sa, utahuje si z nas jazyk. Potichu som
sa utiahol spat.“ (7); ,hombolodom® (84) - ,,pohlivievam si“ (72). Na inom mieste sa
autor pohrava so synonymom slova ,,mrzuty. Po madarsky: clivotou frcnuty. Najde
sa taky vyraz aj v inom jazyku? Ak nie, bez debaty: madarcina je najvymakanejsi
jazyk. Krabina“ (71). Original je vyrazovo vulgarnejsi (,buval baszott, ,a magyar
a legfaszabb nyelv®, 2016a, 84), ¢o preklad nekopiruje a ani nepolemizuje s autorom
o ,vymakanosti slovenciny“. Ndznak nazoru prekladatelky sa ¢rta v preklepe slova
kravina. Vulgarizmy s mierne neutralizované, pretoze v slovenskom jazyku by pdso-
bili prehnane. Text sa napdja z roznych zdrojov, intertextualita je tradi¢ne pritomna
v napadnej (autor odkaz na text priznava a itatela nan upozornuje) i menej napad-
nej (skrytej, nebadanej) forme, az sa spisovatel roz¢uluje nad tym, ze stale zakopava
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»0 UZ raz napisané, dokonca i mnou napisané vety“ (2016b, 23). Koncepcia prekladu
reflektuje zakladné ¢rty postmoderného textu i Esterhdzyho prace s jazykom. Prekla-
datelka sa v slovenskom texte nezviditeliiuje explicitne, implicitne je v§ak pritomna
v kreativnej praci s jazykom, pretoze vsetko je ,Text je text je text” (7) a ,vSetko je
preklad® (40).

ZAVER

Esterhazy vytvoril dielo, ktoré realizovalo postulaty postmodernej filozofie. Inymi
slovami naplnil filozofické dikcie vlastnym ,.écriture® Jeho diela reflektuji postmo-
derné vyzvy, prenasajui ich do neznameho priestoru (paradigiem madarskej literarnej
produkcie) a samy sa podielajui na jej existencii, participuju na jej kreovani. V Ester-
hazyho textoch ,kazda vec mdze metamorfovat na kazdu int vec®, ¢im sa vytvara
»ludicky priestor oslobodeny od vsetkych konvencii, pravidiel a tradicii“ (Dolezel
2008, 14). Bura tradi¢né a dekonstruuje vsetky hranice, vytvara priestor pre kolaze
a zmesi a nechava ich zit vlastnym zivotom v tych najprekvapivejsich a neraz $oku-
jucich kombindciach. Provokuje jazykom, myslienkami, nazeranim na dejiny i lite-
raturu, irituje Citatelsku verejnost dokonalostou autorského subjektu v hre s inter-
textualitou a zdroven sa k citatelovi priblizuje vahanim nad vlastnymi slovami, nad
objektivnostou vlastného pristupu. Pozicia jeho textov bola v postmodernom kano-
nickom priestore oneskorene ocenena z dévodu socialistickej cenztry a nezrelej
dobovej kritiky v domacom i medzinarodnom prostredi, ale aj nedostatkom pre-
kladov jeho vyraznejsich opusov. Extenzionalne vnimanie vyznamu literarnou ted-
riou sa podpisalo aj pod skutocnost, ze Esterhazyho texty neboli vzdy zaradené do
recep¢ného kdnonu inojazycnej prijimajicej literatiry. Vytykala sa im silnd zviaza-
nost s historickym, spolo¢enskym a kultirnym stredoeurépskym prostredim, resp.
s pamatou naroda.

Cez slovenské preklady Esterhdzyho publikacii sme poukazali na nutnost prehod-
notit tradi¢né prekladatelské stratégie, vychadzajtce zo Strukturalistickej idey binar-
nych opozicii: vychodiskovy - cielovy jazyk/text, vlastné — cudzie, origindl - preklad,
obsah - forma, verny - volny, viditelnost — neviditelnost (prekladatela), exotizacia —
naturalizdcia, historizdcia - modernizdcia, pravda - loz a pod., pretoze postmoderné
texty sa rozpinaju v troj- a viacrozmernom priestore. Vyznamy postmodernych tex-
tov sa prekryvaju v interpreta¢nych nanosoch a skuto¢nou ulohou prekladatelky ¢i
prekladatela nie je odstranit tieto nanosy a ujat sa prekladu ¢istého textu. Cisty text
vlastne ani neexistuje. Samotné ¢itanie je interpretaciou a nasledny preklad tiez, pri-
¢om tato hra pokracuje u ¢itatela prekladu.

Esterhazyho slovenské preklady reagovali na vyzvy postmoderny a demonstro-
vali nové prekladatelské stratégie, ktoré podporili kreativny rozmer, hybridna iden-
titu diela a dominantné postavenie jazyka v texte. Adekvatny pristup prekladatela
k postmodernému textu (porov. napr. Polgar 2003) a volba primeranej stratégie pre-
kladu su vzdy kli¢om k uspesnému preneseniu kanonickych kvalit komunikatu do
iného prostredia. Preklad sa totiZ vyrazne podpisuje pod zaradenie diela do systému
prijimajucej kultiry a niekedy prinasa aj moment inovacie pre pévodna literarnu
tvorbu v novom prostredi. V detailnejsich analyzach sa ukazuje, Ze identifikovanie
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dominantnych vyrazovych kategérii textu sa i v postmodernych komunikatoch javi
ako vyrazna opora pre pracu prekladatela. Esterhazyho kanonicky opus sa vdaka
citlivo zvolenym prekladatelskym stratégiam R. Dedkovej a J. Szolnokiovej, ktoré
reflektovali osobitosti jednotlivych komunikatov (jazykové sebestacnost, zanrova
difaznost, dejinna relativnost a pod.), podarilo v slovenskom recepénom prostredi
odovzdat.

POZNAMKY

! Konstatovanie sa tyka proz Fancsiké és Pinta (1976) a Pdpai vizeken ne kalézkodj! (1977), porov. Kul-
csdr Szabd 1996. Domadca literdrna veda postmoderny rozmer Esterhdzyho tvorby vyraznejsie ocenila
koncom 80. rokov, v publikacii Diptychon (1988).

V madarskom literarnom kontexte zastava kdnonicku poziciu uz roman Bevezetés a szépirodalomba
(1986).

K fenoménu hybridity porov. Bohusova - Hutkova 2016.

* ,Esterhdzy prozajaban hosszu évtizedek ota elészor valt (Ujra) érzékelhet6vé, hogy a tarsadalom,
miként a torténelem is, mindig csak nyelvként érkezik meg a szépirodalomba. [...] a szovegbeli tar-
talmaknak mindig csak a nyelv retorikai teljesitménye és figurativ potencialja kolcsénozhet fenome-
nalis statuszt“ (Kulcsar 2018, 19).

»Kutya nehéz ugy hazudni, ha az ember nem dsmeri az igazsagot® (Esterhazy 2000).

Instrumentélny a dokumentarny typ prekladu sa viazu na preklad tzv. Gzitkovych textov a zosobnuju
v translatoldgii zdakladnt opozi¢nd dvojicu. V kontexte umeleckej prozy pouzivame uvedené pojmy
v metaforickom vyzname. In$trumentélny typ prekladu je interpreta¢ne volnejsi a zacieleny na priji-
majtce prostredie.

Podrobnd analyza textu a vplyvu hybridnej identity na prekladatelsku stratégiu bola prezentovand
na medzindrodnej vedeckej konferencii Translation, Interpreting and Culture: Old dogmas, New
Approaches, ktord sa konala 26. - 28. 9. 2018 v Nitre. Prispevok s ndzvom ,,The Issue of Expression
Hybridity in the Translation Process“ je v tlaci.
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Péter Esterhazy’s canonical texts in Slovak translation

Literary canon. Péter Esterhazy. Literary translation.

This study focuses on the literary works of Péter Esterhdzy, whose output has contributed to
the formation of a new Hungarian literary canon. Using Esterhazy’s major works, including
Termelési regény (1979, Production Novel), Bevezetés a szépirodalomba (1986, An Introduc-
tion to Fiction), Kis magyar pornogrdfia (1984, 1986, A Little Hungarian Pornography), Egy
né6 (1995, She Loves Me), Harmonia ccelestis (2000, Celestial Harmonies), Javitott kiadds (2002,
Revised Edition), Egyszerii torténet vesszd szdz oldal — a kardozos vdltozat (2013, Simple Story
Comma A Hundred Pages), the study relativizes the concepts of identity and hybridity in rela-
tion to the life of the postmodern “text” in the Central European (specifically Hungarian-Slo-
vak-Czech) context. What challenges does the postmodern text present for the translator?
How has translation influenced the reception of the canonical text in Slovakia?
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DISKUSIA / DISCUSSION

Prehodnotenie etiky porovnavania
DOROTHY M. FIGUEIRA

UVOD

Literarna komparatistika je podivna disciplina naplnena podivnymiludmi. V$imla
som si, ze ked st v americkej televizii alebo vo filmoch vyobrazeni vysokoskolsky
vzdelani zlo¢inci a vynori sa otazka, preco su taki, aki s, niekto vzdy vysvetluje, Ze
doty¢ny zloduch studoval (alebo uci) literarnu komparatistiku. Ostatni humanitni
vedci nas povazuju za diletantov, a to nie v pozitivhom zmysle slova. Ti, ktori sa
venuju narodnym literatiram, nam nadavaju do amatérov vo vsetkych literatdrach
a do odbornikov bez konkrétneho kanonu. Historici sa ndm vysmievaju za to, akym
spdsobom pouzivame dokumentaciu. Vedci z exaktnych disciplin nemo6zu pochopit,
»C0" porovnavame alebo preco ,to“ porovnavame. Musim priznat, ze za svoju zla
povest sme si ¢iastocne na vine sami. K tomuto negativnemu vnimaniu prispeli nase
disciplinarne slabostky.

Mnohi z nds, ktori sme tu, sme nezacali ako komparatistky a komparatisti. Napri-
klad ja som sa k tejto oblasti v ramci svojho $tudia dostala dost neskoro, az po absol-
vovani $tudia dejin nabozenstiev. Spominam si, Ze som bola prekvapena, ked som si
vsimla, ako vazne tato disciplinu brali jej exegéti. Na prvy pohlad sa zdalo, ze lite-
rarna komparatistika ma velmi prepracovany panteén bozstiev. Bolo to v 80. rokoch
minulého storocia. Na skolach po celej Amerike sa studentky a Studenti pripravovali
na to, aby sa sklonili pred oltarmi toho, ¢o sa mi javilo ako dost ibohi - zvycajne
frankofénni — bohovia, ktorych ¢itat nebola zabava. Boli to blaznivé bozstva; tito
Derridovia, DeManovia a Deleuzovia dokonca ani nevystavovali na obdiv viacero
ruk a hlav. Ich nadludské schopnosti boli zanedbatelné. Stravila som svoju mladost
stadiom Jahveho a Sivu. Tito bohovia teérie teda vo mne bazen nevyvolavali (iba
vtedy, ked som sa o nich pokusala ucit)! Literarna komparatistika sa mi péovodne
javila ako doména, ktora tuzila po posvitnom - alebo prinajmensom sa snazila pod-
nietit nabozensku vieru u tych, ktori sa komparatistike venovali.

Literarna komparatistika ako disciplina neustale spochybnuje svoju identitu.
Nevie, ¢im je. Z obdobia, ked som bola postdoktorandka na Cornellovej univerzite

*V preklade prind$ame hostovskd prednasku, ktord odznela v Ustave svetovej literatiry SAV v novem-
bri 2017. Prednésatelka vychadzala zo Studie publikovanej v roku 2015: ,What Do We Do When the
Other Speaks Her Own Language: Returning to the Ethics of Comparativism.“ Rocznik Komparaty-
styczny 6: 9 — 23. https://wnus.edu.pl/rk/en/issue/283/article/3943/.
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a vrcholila dekonstrukcia, si spominam na stretnutie katedry literarnej kompara-
tistiky, kde sme diskutovali o otazke ,Co je to literarna komparatistika?“. Vtedy mi
napadlo, Ze by ma neobralo o spanok, keby na nu Jonathan Culler nevedel odpove-
dat. Od svojich zelenacskych rokov som vsak zazila r6zne premeny nasej discipliny.
Pojem ,,permutacia“ je mozno prili§ velkorysy, pretoze to, ¢o sa dialo v poslednych
tridsiatich rokoch, omnoho viac pripomina nehanebnu promiskuitu. Kolegovia
a kolegyne skacu od jednej teoretickej milostnej aféry k druhej; vo svojom usili stéle
»patrit k Spicke” (alebo niekedy len preto, aby ziskali cestovné granty a vacsiu kance-
lariu) sa prestavuju na kazdy novy trend. Ked uz isty predatorsky marxista nemohol
beztrestne zneuzivat Studentky, stal sa feministom; monoglot z katedry narodného
jazyka sa stal multikulturalistom; profesori, ¢o spavali s ,,exotickymi“ $tudentkami,
sa zmenili na ,,Asianists“; queerovi teoretici sa stali aktivistami fat studies a vSetci
dovedna postkolonialistami. Kumstom bolo vyvestit dalsi trend a nezabudnut nasko-
¢it na jeho vlnu este predtym, nez sa zodvihne. Najsmutnejsie bolo, ked sa kritik-te-
oretik-citatel stal svojim vlastnym textom. UZ neexistoval esteticky predmet, ktory
by sa mal interpretovat. Skor sme pocuvali o Citatelskej skusenosti z nejakej ,,tex-
tuality“ nez o akejkolvek diskusii o umeleckom predmete. Pojem ,text“ bol takmer
vzdy v uvodzovkach. Toto boli dni, ked sa penis mrftveho otca dakej profesorky stal
textom, o ktorom sa vyjadrovala (Miller 1996). Presli sme dlht cestu na to, aby sme
s niektorymi kritikmi zaobchddzali ako s bohmi! Teoretici a kritici sa teraz uctievaju
sami.

Paralelne s tymto sebastrednym pozorovanim vlastného pupka existovala aj
tuzba, pozostatok 60. rokov, vzdy a vSade budit dojem politickej korektnosti. Pre
literarnych vedcov v centrach miest prvého sveta bolo dolezité ukazat, ze su pre-
pojeni a maju skdsenost s menej privilegovanym svetom. Dal$im pozostatkom 60.
rokov bolo, ze sme sa mohli stat v§etkym, ¢im sme chceli byt. Jediné, ¢o sme pre to
museli urobit, bolo narokovat si vytizenu pozicionalitu. Teoreticky mohol prvy svet
legitimne hovorit v mene ,,iného" Bieli mohli hovorit o zaZitkoch &iernych. Azijski
a africki bruchovravci sa vyjadrovali o utrpeni toho istého obyvatelstva, ktoré vo svo-
jich krajindch utlacali. Biela nematka viedla kurzy o vaginalnych pérodoch ¢iernych
a azijskych zien. Dovolenka v Amerike spravila zo zahrani¢nych kritikov ,,nomadov*,
elity tretieho sveta prichddzali na Skoly v New Yorku alebo sa v Palo Alto chvastali
svojou exilovou subjektivitou atd. Naozaj si nevymyslam. Zrazu sa zdalo, ze vetci
st obetami nejakého epistemického nasilia a vznikol véeobecny trend minorizacie.
Je zaujimavé, Ze zmienené gestd hry na obet svedcia o Sokujico nedostatocnej seba-
reflexii, ¢o je pozoruhodné u jednotlivcov, ktorych povolanim je interpretovat. Tieto
rozne trendy v literdrnej komparatistike tiez poukazuji na vazne obchadzanie toho,
¢o by sme mohli nazvat etickou zlozkou literdrnej vedy. Zda sa, ze literarna kompa-
ratistika sa niekde cestou stratila. V. mnohych institiciach sa dnes stava niecim, ¢o sa
nazyva svetovd literatdra. Je to novd inkarnacia starej pentagdnskej konstrukcie area-
lovych $tudii, ktora bola diskreditovana uz pred rokmi. Pod maskou demokratizacie
a odklonu od udajného ,elitarizmu® literarnej komparatistiky teoretici a teoreticky
svetovej literatdry tvrdia, Ze vedu seridzny dialdg so svetom, ale iba ak tento svet
hovori anglicky alebo je prelozeny do angli¢tiny. Ako sa takato pozicia da povazovat
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za eticku? Kde v svetovej literatire je miesto pre iné, ktoré trva na tom, aby hovo-
rilo svojim vlastnym jazykom? V prednaske sa chcem dotknut prave tychto otdzok.
Najprv by som vsak rada predstavila tradiciu literarnej vedy, ktora sa zaobera etic-
kymi problémami tykajicimi sa iného. Je to velmi bohata tradicia, hoci v poslednych
rokoch stratila priazen literarnych vedcov a mozno ju treba prehodnotit. Konkrétne
sa budem venovat tomu, ako by sme sa mohli sustredit na iné z etického hladiska
v tomto postetickom veku. Za¢nem teda sumarizaciou zaobchadzania s inym vo filo-
zofickom diskurze.

KONFIGURACIE INEHO

Uz v minulosti filozofi ako Parmenides a Platén definovali iné vo vztahu k sebe.
Vdaka svojej oddanosti rozumu sa filozofi ¢asto pokusali vyhnat iné do sféry nero-
zumu, umiestnit ho do oblasti umenia, mytu a ndbozenstva. Platon chapal iné z hla-
diska uzasu (thaumazein) a teroru (deinon). Vo Faidrovi zdoraznil, Ze iné v podobe
cudzincov, bohov a monstier patri do sféry mytu, nie do filozofie. Dalej pozname-
nal, Ze filozofia spravidla presahuje myty. Sokrates v§ak spochybnoval, ¢i je ,,nejaky
netvor, viac spleteny a soptiaci ako Tyfén alebo krotkejsi a jednoduchsi tvor, ¢o sa
prirodzene poddava akémusi bozsky miernemu osudu“ (230e).! Inymi slovami, Pla-
ton ustanovil apoziciu medzi monstrom a filozofom, ¢o naznacuje, ze len vyhnanim
monstra sa ¢lovek moze poznat (Kearney 2003, 151 - 152). V Sofistovi vlozil Pla-
ton diskusiu o inom do ust elejského cudzinca: vyzaduje si existencia xénos vytvore-
nie dalSej kategorie (héteros génos) mimo bytia? Cudzinec tvrdi, Ze vSetky bytosti sa
navzajom miesaju. MieSanie toho istého (autos) s inym (héteron) umoznuje re¢ (Soph
259¢) a umoznuje rozliSovat medzi tym, ¢o je pravdivé a ¢o falo$né. Bez takéhoto
miesania je iné doslova nevyslovitelné a nerozpoznatelné (Kearney 2003, 153).

Moderna filozofia pokracuje podla vzoru vytvorenom Grékmi, ktori odmietali
dovolit inému, aby bolo naozaj iné, a nie odrazom ja. V romantickej hermeneutike,
ako ju praktizovali Schleiermacher a Dilthey, ucel filozofickej interpretacie spociva
v zjednocovani vedomia jedného subjektu s vedomim iného prostrednictvom pro-
cesu privlastnenia (Aneignung). Schleiermacher preskimal ziskavanie odcudzeného
vedomia z hladiska teologického opitovného prisvojenia si pdvodného posolstva
kerygmy (Dilthey 1974, 117). Dilthey ho analyzoval v zmysle historického odhodla-
nia dosiahnut nejaké objektivne poznatky o minulosti (1976, 66 — 105). Hegel histo-
rizoval inakost v zmysle dialektiky medzi panom a otrokom (1994). Marx sa zaoberal
otazkou iného vo svojej analyze fetisizmu a ideologie (1990; Marx — Engels 1970).
V Kartezidanskych meditdcidch Husserl identifikoval iné ako nikdy absolutne cudzie,
ale vzdy a vSade uznavané ako iné nez ja (1960, 112 - 117). V kazdej z tychto filo-
zofickych formulacii sa iné vnima prostrednictvom analdgie. Pojem iného ako alter
ego este radikalnejsie rozsirili existencialisticki filozofi ako Sartre (1943, 413 — 429)
a Heidegger (1962), ktori opisovali iné v kontexte svojich teérii neautentickej exis-
tencie a zlej viery. Vo vSetkych tychto tedridch sa iné redukuje na horizont vedomia
ega a ako také je vzdy sprostredkované. Pri zrkadleni ega sa inému nepriradi Ziadna
vnutorna hodnota okrem jeho ulohy duplikacie totozného. Nie je prekvapenim, ze
v dosledku holokaustu niektori myslitelia, najmda Emmanuel Levinas, citili, ze pre-
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hodnotenie Heideggerovych myslienok bolo rovnako isté ako prehodnotenie trans-
cendentného subjektu.

V postkolonialnych literarnych $tadiach sa iné chape podobne autonémne, no
v tom zmysle, Ze funguje ako hrubé narusenie ja a predpoklada politicky vyznam.
Narcistické a agresivne projekcie na toto iné sa chapu ako kompenzacie za vnimany
nedostatok v eurdpskom ,,jednotlivom®. Orientalizmus Edwarda Saida (1978) tvrdil,
ze odhalil rozsah, v akom bolo iné monoliticky konstruované na podporu imperial-
nej hegemonie. Od $trukturalizmu si Said pozical ndzor, Ze individudlne ¢iny, kul-
turne formy a socidlne institicie sa mozu redukovat na stabilné esencialne prvky.
Potom mohol vidiet stretnutia medzi Vychodom a Zapadom ako foucaultovska
dramu, v ktorej ,,zapadny $tyl ovladania, restrukturalizacie a autority“ (3) vo vztahu
k inym kultiram umoznuje rozvinutie eurdpskeho kolonializmu. Vychadzajtc z her-
meneutiky podozrenia ukotvenej v praci Marxa, Freuda a Gramsciho podnietila Sai-
dova kritika orientalizmu dal$i vyskum. Splodila postkolonidlne teérie, ovplyvnila
diskusie o multikultarnosti a ozivila orientalistiku (Figueira 2008, 32). Stala sa de
facto hlavnym pribehom medzikultirneho stretnutia, v ktorom sa vsetky interpre-
tacie neamericko-neeurdpskeho iného povazuju za formu ukrytu, vytvoreného na
upevnenie americko-eurdpskej moci a nadvlady. Jednotlivi teoretici potom pridali
svoju vlastnd zmes korenia do tejto opojnej varky.

Iné sa takto moze javit ako obsedantne repetitivne. Napriklad Fanonovo (1963)
vnimanie podrobeného ako fobického objektu alebo tedria Jacquesa Lacana (1966)
o spdsobe vytvarania jednotlivych subjektov na podporu postmodernej tedrie alte-
rity. Henry Louis Gates (1991, 463) nadviazal na Lacana, aby zmapoval tvorbu sub-
jektu na modeli ja — iny. Homi Bhabha (1992) spojil Freudovu koncepciu fetisu
a Fanonovej schémy imaginarneho, aby definoval kolonidlny subjekt ako pretvo-
rené a rozoznatelné iné, subjekt diferencie, ktory je takmer rovnaky, ale nie tGplne.
Abdul Jan Mohammed (1985) nas varoval pred nediferencovanym manichejskym
pohladom na iné. Takéto postmoderné pristupy maju tendenciu sustredit sa na psy-
chologizaciu modernych fantdzii odcudzenia. Ich vychodiskovy bod mozno situo-
vat v patologizacii antiky ako povodu klimy, ktora vyvrcholila imperializmom 19.
storocia. Problémom mnohych tychto najnovsich kritickych pristupov k inému je,
ze sa usiluju o ,,znovuvytvorenie minulosti vyndjdenim predchodcov pritomnosti*
(Olender 1992, 18). Zatial ¢o poskytuji poznatky o psychologickych a hegeménnych
procesoch, ktoré sa podielaju na medzikultirnych stretnutiach, chyba im nuanso-
vané porozumenie pre hermeneutické, historiografické a etické usudky, na ktorych sa
zakladd tento heterologicky projekt. A prave o tychto otazkach chcem dnes hovorit.

HERMENEUTIKA

Tak ako ich klasické a ranomoderné predchodkyne aj poststrukturalistické
koncepcie iného sa sustreduju predovsetkym na ja. Tieto nedavne konceptualiza-
cie alterity sa vSak usiluji zhodnotit psychodynamiku apropriacie. Potykaju sa tiez
s nemoznostou zobrazit iné ako niec¢o iné nez preklad eurdépskej oboznamenosti so
sebou. Klu¢ovym rozdielom medzi uvedenymi skor§imi koncepciami iného a post-
Strukturalistickymi formulaciami je, Ze poststrukturalizmus uznava, Ze proces usilia
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o pochopenie zahfna otazky apropriacie alebo prinajmensom vytvara podmienky
pre kolonizaciu. Vysledok tejto operacie potvrdzuje Foucaultovo tvrdenie (1970), Ze
moc a poznanie su prepojené a toto prepojenie treba rozpoznat. Avsak prave v tomto
ponati rozpoznania a vyrazne vo vztahu k textovej interpretacii sa hermeneutické
pristupy k inému odlisuju od poststrukturalistickych konstrukcii alterity.

Ako vystizne uviedol Hans-Georg Gadamer v Pravde a metdde: ,Rozpoznat
vlastné v cudzom, udomacnit sa v iom, je zakladnym pohybom ducha, ktorého bytie
je len navratom k sebe z bytia iného” (1960, 11). Tento pohyb, predstavovany kon-
cepciou Bildung, je osobity pre hermeneutické porozumenie. Poskytuje $truktiru
exkurzie a opdatovného spojenia (Ricoeur 1969, 16 - 17). Ak je kruhova $truktira
hermeneutického chapania tplna, duch sa presunie k cudziemu a nezndmemu, najde
tam domov a urobi ho vlastnym alebo rozpozna ako svoj skuto¢ny domov to, ¢o bolo
predtym vnimané ako cudzie. Hermeneutické porozumenie teda spociva v pohybe
sebaodcudzovania, v ktorom sa ¢lovek musi naucit uchopit a poznat iné, aby lepsie
poznal sim seba. Ponatie ja m4 teda dialogicku povahu alebo je presiaknuté inym. Pri
obrateni, ktoré je charakteristické pre Bildung, pohyb ducha naozaj pripomina sku-
to¢ny navrat domov. Jeho vychodiskovym bodom je v podstate zastavka a pociatocna
cudzost je prelud, vytvoreny sebaodcudzenim.

Gadamerova hermeneuticka filozofia - ktora sa tiahla od Heideggera k Diltheyovi
a Schleiermacherovi - sledovala myslienku zmierenia medzi nasim vlastnym cha-
panim a cudzimi ludmi prostrednictvom prelinania horizontov (1960, 273 - 274,
337 - 338, 358). Podla Gadamera hermeneuticka tradicia akceptuje, Ze pochopenie je
vzdy ovplyvnené histdriou, predsudkami (Vorurteile), autoritou a tradiciou. Zatial ¢o
Heidegger vnimal hladanie nasej minulosti ako opakovanie nasich potencialit bytia
vo svete (1962, sekcia 25), Gadamer videl hermeneutiku ako ozivenie vedomia minu-
losti (1960, 305 - 324), a to tak, ze minulost zosucasni s nasimi teraj$imi sposobmi
porozumenia (Kearney 2003, 154 - 155). Ricoeur rozvinul Gadamerovu myglienku
hermeneutického vedomia tvrdenim, ze hladanie nasho osudu sa deje iba v opako-
vani konania prostrednictvom narativu.

Narativ je teda nevyhnutny pri formulovani zrozumitelnosti Tudskej ¢innosti.
Avsak rovnaké médium, ktoré konfiguruje fudska ¢innost, ju tiez nartsa. Potom sa
vyndra otazka: Ako rozliSujeme medzi ideologickym a neideologickym narativom,
pravym a faloSnym vedomim, skuto¢nou a falosnou komunikaciou? Na jednom pdle
hermeneutického pola je hermeneutika viery (hermeneutické vedomie) zamerana
na obnovenie strateného posolstva a ozivena ochotou pocuvat. Na druhom pole
ndjdeme hermeneutiku podozrievania (kritického vedomia) zameranu na demys-
tifikaciu, Ziventi neddverou a skepticizmom. Vo vseobecnosti tieto dva hermeneu-
tické postoje definuju, ako pristupujeme k textom. Ricoeur rozpoznal o desatrocie
skor toto $iroké spektrum v ramci hermeneutiky a snazil sa s nim vstupit do dialégu,
najmi ked Jiirgen Habermas (1980) napadol Gadamerovu formuldciu hermeneutiky.

Pri sprostredkovani toho, ¢o sa stalo znamym ako debata medzi Gadamerom
a Habermasom, Ricoeur obhajoval kompromis medzi tym, ¢o sa zobrazovalo ako
utopicka myslienka tradicie, ktort obhajoval Gadamer, a pristupom kritického vedo-
mia, zastavanym Habermasom, ktory vnima v$etku komunikaciu ako deformovanu
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ideolégiou. Na tomto mieste nie je potrebné podrobne rozoberat spomenutu diskusiu.
Vsetko, ¢o potrebujeme pochopit, je, Ze viac¢sina naslednych foriem kritiky (foucaul-
tovska, postfoucaultovska, saidovska, postsaidovska, kolonidlna diskurzivna analyza,
postkolonializmus, multikulturalizmus) si zvolila pristup hermeneutiky podozrieva-
nia, ktory vychadza z habermasovskej kritiky ideolégie. Hermeneuticky model, ktory
presadzoval Ricoeur, bol vyhodeny na smetisko, podobne ako bol samotny Ricoeur
v méji 1968 v Nanterre fyzicky napadnuty. Foucaultovské usilie o odkrytie nejake;
$truktdry moci sa povazovalo nielen za spravodlivé, ale aj za dolezitejsie nez akékol-
vek pokusy o zosuladenie oboch pristupov. Kritika ideoldgie bola jednoducho prilis
atraktivna a prili§ bohatd. Existovalo tolko zneuzivania, sebaposadnutosti a projekcie
eurdpskeho zmyslu pre nadradenost a intelektualny imperializmus, o ktorych mohli
kriticki myslitelia tvrdit, Ze proti nim bojuju. Navy$e, tedria teraz mohla naozaj pred-
stierat, Ze je zivotaschopnou formou spolocenskej ¢innosti. Takze $tadia, ktoré sa
zaoberaju medzikultirnymi stretnutiami, jednoducho v r6znej miere prijali postoj
kritického vedomia, hoci to mohlo byt celkom sebareferencné a samoobsluzné.
Stali sa repetitivnymi a ich vyprazdnené predstieranie realizacie skutocnej zmeny sa
v priebehu casu vytratilo. V poslednych rokoch, a to najmi od Ricoeurovej smrti
v roku 2005, opit vzrastol zaujem o jeho strednt cestu definovania ontologickych
a etickych kategorii inakosti a o jeho obhajobu dialdgu medzi sebou a inym. V oblasti
historiografie a etiky zdielali vela Ricoeurovych véeobecnych tém Michel de Certeau
a Emmanuel Levinas.

HISTORIOGRAFIA

Heterologicky postup, ako ho interpretuje Michel de Certeau, nepredstavuje
ziadnu jednoducht opoziciu seba a iného, ale skor postup blizky psychoanalyze. Ten,
kto vyklada iné, je nevyhnutne kontaminovany vlastnou rusivou identitou. Inter-
pretacii predchadzaju implicitné pripady spolocenskej alterity a ich nasledky dalej
ovplyviuju jeho pracu a vyvolavaju formy nevedomého opakovania, ktorymi sa
minulost vracia, aby strasila suc¢asnost (1986, 4).

Pre Certeaua je iné Strukturalne pretvorené ako projekcia alebo zvysok legitimnej
interpretacnej operacie. Stava sa miestom neistoty, kde Zije mftvy odpor minulosti
a strasi pritomnost. Rozdiel nemozno vnimat ako nieco, ¢o vytvara dana mocen-
ska $truktura, ale ako to, ¢o hegemonia tvori, aby zakryla svoje byvalé vyboje, ,kto-
rych zabudnutie sa organizuje do psycho-sociologickych systémov a ktorych odozvy
vytvaraju moznosti pre sucasny stav® (6). V tomto ohlade sa historik stava nielen
psycholégom, ale aj apologétom sucasného rezimu a operatorom zabudnutej minu-
losti. Historici a ich ¢itatelia sa pokusaju asimilovat iné do ,,totozného tak, ze elimi-
nuju odpor prostrednictvom idealizacie minulosti v utopickych vizidch, ktoré mataju
histériu. Certeau naznacuje, ze idealizaciam sa neda vyhnut, st pritomné vsade. Jeho
konceptualizacia heteroldgie nas tak privadza k otazke etiky, ktora sa tyka akéhokol-
vek stretnutia s inym.
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Ricoeur tvrdil, Ze jednym z najlepsich sposobov, ako sa zbavit odcudzenia voci
inému, je rozpoznat seba a zaobchadzat so sebou ako s inym a s inym ako (¢iasto¢ne)
inym ja. Etika mi tiez prikazuje poznat iného ako niekoho, kto ma dokaze rozpo-
znat ako ja, ktoré je schopné uznania a tcty. Podla Ricoeura nam narativna pamat
umoznuje zachovat stopy inych (obzvlast obeti histérie), ktori, ak by sa na nich nepa-
matalo, by sa stratili v nespravodlivosti neexistencie. Prostrednictvom narativu nas
vnutorné iné vyzyva, aby sme konali v mene vonkajsieho iného. Avsak, aby sme boli
verni tomuto inému, musime mat ja, a to je opét pribeh, ktory vytvara pocit identity
a dovoluje ndm udrzat si pojem seba v case. Tento rozvinuty pocit identity vytvara
aj sebauctu, ktora je nevyhnutna pre etiku a slazi ako zaruka nasej vernosti inému.

Podla Ricoeura je kritika iného potrebna pre doplnenie kritiky seba samého. Her-
meneutika podozrenia musi fungovat v oboch smeroch a na oboch stranach sucasne.
Skuto¢né vztahy medzi ludmi vyzaduja dvojita kritiku ega a cudzieho. Ja a iné vstu-
puju do dialektického vztahu vzajomnej zodpovednosti. Ricoeurova vyzva na herme-
neutiku konania stoji v kontraste k akejkolvek dekonstrukcii, ktora sa snazi odhalit
zamenitelnd povahu iného a cudzieho. Upozornuje nas na neredukovatelnu alteritu
véetkého cudzieho. Ricoeurova hermeneutika sa teda vyrazne lisi od tedrii alterity,
ktoré su zaloZené na foucaultovskej koncepcii mocenskej dynamiky. Stoji tiez v kon-
traste k radikdlne minimalizovanej tlohe ja vo vztahu k inému, ako ho mozno ngjst
v diele Levinasa, pre ktorého sa iné nevyjadruje vo vztahu k horizontu ega vedomia
a subjektivity. Pre Levinasa cudzinec nie je relativne iny ako pre Ricoeura. Je taky
radikédlne iny, Ze ho nemo6zem ani zastupovat, ani s nim nemdzem nadviazat vztah.
Ucinit tak by znamenalo asimilovat iné, a tym ho redukovat na totozné. Treba pozna-
menat, Ze v povojnovom obdobi boli Ricoeur a Levinas hlavnymi predstavitelmi
fenomenoldgie vo Francuzsku a obaja sa velmi skoro vo svojej publikacnej kariére
zaoberali dosledkami filozofie Edmunda Husserla.

Husserlovu obnovu filozofie prostrednictvom fenomenoldgie mozeme zosuma-
rizovat pojmom ,intencionality. Vsetko vedomie je cogito nie¢oho (cogitatum).
Intencionalna $truktdira vedomia moze byt preto charakterizovana ako suhra medzi
subjektom a objektom. V 30. rokoch transformoval Heidegger tuto fenomenolo-
gicku predstavu tak, ze nazeral na vedomie ako zakorenené v hlbsich trovniach
»pobytu® (Dasein). Heidegger koncipoval bytie vo svetle vyrazu es gibt. Tento pojem
bytia mozno chapat ako oslavu velkorysosti, ktora vSetkym prinasa svetlo, slobodu
a pravdu. Je to formuldcia, ktort Levinas premeni na predstavu o il y a. Av§ak Levinas
pochopil pojem il y a radikélne odlisne od Heideggerovho es gibt.

Pre Levinasa je il y a nebezpecné, nevytvdra ani svetlo, ani slobodu, ale skor teror.
Ponorenim sa do chaosu ,tam je“, v ktorom nevladnu zakony, dochadza k strate
samoty. V De I'évasion (ang. On Escape, 2003) nds Levinas poucuje, ako sa tomu
vyhnut. Zdroj svetla sa da najst iba v niecom inom nez v byti. Vidim iného ako nie-
koho, koho potrebujem, aby som si mohla uvedomit urcité individualne a osobné
potreby. Pri pohlade na tvar iného by som mala byt schopnd premenit ho na moment
vlastnej hmotnej alebo duchovnej kvality. Namiesto toho objavenie sa iného v sku-
to¢nosti lame, prepichuje a nici horizont egocentrického monizmu. Iny prenika do
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modjho sveta; jeho tvar alebo re¢ tak prerusuje a rusi poriadok vesmiru mojho ega.
Vytvara v nom dieru tym, Ze znemoznuje usporiadanie a popiera akukolvek obnovu
predchadzajiuceho poriadku. Niec¢o pritomné v inom sa prejavi a ja mam objavit
samu seba ako niekoho, kto je uplne zodpovedny za tohto iného, musim sa sklonit
pred absolttnostou vyjadrenou jeho vzhladom alebo rec¢ou. Inymi slovami, iny ma
robi zodpovednou za mdj zivot. Vlastné ja sa teda spaja ab initio s inym, od ktorého
je radikalne oddelené, ale nedokaze mu uniknut. Tymto spdsobom Levinas predpo-
klada vztah seba a iného ako konec¢ny horizont, ktory by mal idedlne nahradit Hei-
deggerovu koncepciu bytia (Levinas 1969, 3/33 a n.).

Rozpoznat iného znamen4 dévat. Stedrost vo¢i inému je viak jednosmerny pohyb
(349). Iny nie je clenom mojej komunity, ale cudzinec, ktorého nemozno obmedzit
na ziadnu ulohu alebo funkciu v mojom svete. Aby sme boli spravodlivi voci inym,
musime sa s nimi stretnut tvarou v tvar, podriadit sa ich osloveniu a hovorit s nimi.
A ¢o je najdolezitejsie, nemodzeme iné redukovat na prvok textu o nom alebo ne;j.
Iné je ucastnikom rozhovoru (69), nie predmetom diskurzu. V radikalnej opozi-
cii vo¢i Ricoeurovej koncepcii zaobchadzania s alteritou prostrednictvom mimézis
alebo voci Certeauovmu postupu manipulacie s fiou, Levinasovo iné nemoze byt ani
pochopené, ani objektivizované; nemoze byt redukované na ziadnu textualnost alebo
prepisané v narativnej podobe. Podla Levinasa je jedinou moznou odpovedou na iné
respekt, Stedrost a obdarovavanie. Levinas rozli$il dve mozné paradigmy stretnutia
s inym, jeden model predstavuje Odyseus a druhy Abraham (346). To, ¢o opisuje ako
odyseovskd paradigmu, sa podoba pohybu hermeneutického chapania opisanému
Gadamerom, Certeauom a Ricoeurom - pohyb smerom von, proces privlastnenia
si iného a ndvrat. V Levinasovom abrahdmovskom modeli je nevratny pohyb. Clo-
vek vykro¢i k inému, ale toto vykrocenie je bez navratu. Tato paradigma sposobuje
jednosmerny pohyb. Na rozdiel od cyklického hermeneutického pohybu rozpozna-
nia a vdacnosti si vyzaduje radikdlnu $tedrost na strane ja a radikdlnu nevdac¢nost
na strane iného. Rovnako ako Habermas povazoval Gadamerovu hermeneutiku za
problematicku, Levinas pochybuje o paradigme navratu domov. Ja sa nikdy naozaj
nestretava s inym, ale prinasa skor reverziu alterity na totozné, imperializmus totoz-
ného (1986, 347). Ak pristupujeme k inému vyzbrojeni konceptom dialégu, ni¢ime
alteritu iného v prestrojeni za jeho respektovanie.

AKO MOZEME CITAT INE?

Z uvedenych hermeneutickych, historiografickych a etickych diskusii o inom si
mozeme vziat niekolko veci. Hermeneutické vedomie sa usiluje iné zapojit. Posled-
nych tridsat rokov ovplyvinoval vedecku pracu takmer vylu¢ne kriticky pristup, ktory
vnima takéto stretnutia ako akty intelektualneho a kulturneho ovladania. V tomto
zmysle kritika ideologie vyrazne obmedzuje moznost medzikulturneho porozu-
menia. Ricoeur navrhol strednt cestu medzi hermeneutikou a kritikou ideologie.
Z diskusie medzi Gadamerom a Habermasom si zobral pevné presvedcenie, Ze tieto
tvorivé diskurzy ndm umoznuju rozpoznat, Ze sme konfrontovani s ideologickymi
deformaciami, ako aj s utopickou tvorbou predstav. Prvy z nich ml¢i o legitimnej
moci a druhy spochybnuje autority a pokusa sa nahradit vlidnucu mocenska $truk-
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turu. Ricoeur preto uznal potrebu hermeneutiky podozrenia. Umoziuje nam zmenit
absolutne iné na relativne iné, ktoré by sme mohli vidiet ako iné ja. Ricouer v$ak, rov-
nako ako Certeau, videl aj to, Ze ovladnutie seba vo vztahu k inému je prerusené skor,
nez si diskurz moze predstavit sam seba pod kontrolou. V nadvaznosti na Gadamera
Ricoeur odporucil hermeneutické porozumenie, ktoré ponika moznost obnovit stra-
tené posolstvo textu a sucasne zachovat nevyhnutné podozrenia zamerané na jeho
demystifikaciu.

Zakladom tohto chapania je presvedcenie, Ze nasa temporalita a historickost
davaju zmysel len vtedy, ked su organizované v narative. Zatial ¢o Certeau vnimal
pribeh ako operaciu, produkt miesta a postup, Ricoeur ho videl ako produkt viace-
rych kreativnych diskurzov (tvorivych rojov v Certeauovom jazyku), ktoré prispievaju
k tvorbe ,zjednoteného” textu. Tak Ricoeur, ako aj Certeau uznavaju, ze prostred-
nictvom narativu ti, ¢o su pri moci, a ti, ¢o nemaji moc, vykonavaji politicka volu
normujucu data. Ricoeur veril, Ze diStancia pri ¢itani nam umoznuje zachytit zmysel
za zamerom autora. Certeau veril v rozpoznavanie ¢repov (stop alebo zvyskov), ktoré
pretrvavaju, ked sa vracia potlacené. A prave tieto interferencie nadurcuju reprezen-
taciu.

Levinas predstavuje radikdlne iny pohlad na nasu schopnost zaobchadzat s inym.
V prvom rade hovori o neredukovatelnosti iného na akykolvek text o nom. Ri-
coeur a Certeau stanovili urc¢ité obmedzenia nasho zaobchddzania s inym, ale nikdy
neodmietli moznost takého stretnutia. Levinas vSak tvrdi, ze nemdzeme pochopit
alebo asimilovat iné, ktoré ako odplatu rozbije a zni¢i nas duchovny horizont egocen-
trického monizmu. Na zéklade tejto Levinasovej etickej analyzy alterity a Certeauvej
historiografickej schémy navrhujem, aby sme v nasich kritickych vztahoch s inym,
a o je dolezitejsie, vo vSetkych nasich porovnavacich ¢itaniach, nasledovali strednu
cestu medzi hermeneutickym vedomim a kritickym vedomim (hermeneutiku podo-
zrenia), ktort Ricoeur rozvinul v interpolacii debaty medzi Gadamerom a Haber-
masom. Snazi sa ukazat, ako text moze byt uspesnym vysledkom hermeneutického
procesu (vo forme prelinania horizontov) a produktom ideologického diskurzu,
ktory upeviuje tlohu moci medzi ja a inym. Prinasa plodnt a moralnu odpoved na
to, ¢o by sa mohlo preniest do nasej sucasnej situdcie, v ktorej iné pocut iba vtedy,
ked hovori po anglicky. Ale predtym, nez sa za¢neme tlapkat po pleci za to, Ze sme
dosiahli tento eticky kompromis, mozno by sme sa mali zamysliet aj nad tym, ¢o nas
ako komparatistov a komparatistky Levinas moze dnes naucit. Do akej miery sa da
pravdivo zaoberat inym a do akej miery len balamutime samych seba a svojich inych?

Z anglictiny prelozil Rébert Gafrik

POZNAMKA

! Slovensky preklad citovany podPa Platon. 1981. Dial6gy. Prel. Jalius Spatiar, 113. Bratislava: Tat-
ran.
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Rethinking the ethics of comparing

Alterity studies. Comparative Literature. Ethics of literary engagement. Hermeneutics.
Paul Ricoeur. Hans-Georg Gadamer. Emanuel Levinas.

This article examines the ethical dimensions of the Other, as it is configured in the discipline
of Comparative Literature, particularly as it is practiced in the US in the recent proliferation
of critical schools that claim to engage alterity in a respectful and inclusive fashion. It begins
with a summary of the philosophical employments of the Other dating from the Greeks
through Existentialism. It then investigates the role of the Other in the hermeneutics of
Hans-Georg Gadamer and Paul Ricoeur and the historiography of Michel de Certeau. Exa-
mining how these conceptions of alterity have impacted upon literary studies, attention is
then turned to the work of Emmanuel Levinas. How can the thoughts of these various thin-
kers contribute to and/or reanimate current theoretical approachs to “reading” the Other that
appear to have become the goal of literary studies today?
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The reportage and what surrounds it: Outlining
the tradition and connections of two transitional
genres in Hungarian literature

MAGDOLNA BALOGH

QUESTIONS OF TERMINOLOGY: REPORTAGE AND SOCIOGRAPHY

AS NONFICTIONAL GENRES

Nonfictional genres are categorized differently in different national literary his-
tories: in Hungary (as opposed to the Slovak or Polish practice), nonfiction genres
are not seen as a part of literary history, and only studied as elements of the oeuvre
of particular writers, in the form of case studies. Despite the fact that the concept of
literary reportage does exist, the genre of reportage is thus only discussed within the
frame of history of the press or (to use the currently customary term) media history.

I examine two genres related to Hungarian nonfiction, reportage and sociogra-
phy, both of which can be seen as transitional genres, as they are connected to both
journalism and sociology. I would first like to emphasize certain aspects of the defi-
nition of the genre of sociography, as, to the best of my knowledge, it does not exist
as a literary genre of its own in other cultures. At first glance, sociography is related
to ethnography, as it examines the life of rural communities. However, this does not
mean that these two disciplines are identical. While ethnography deals with the cul-
ture of everyday life within folk/rural communities, sociography, closely related to
sociology, has an entirely different goal. As Polish sociologist Jan Szczepanski writes,
sociology examines the laws of the structure and progress of society (1973, 5). Soci-
ography, this pragmatic science, thanks to the achievements of accomplished writers
of the intelligentsia, turned into a transitional genre in the 1930s in Hungary that
showcased certain characteristics of literature, sociology, and journalism - depend-
ing on which of the heterogenous elements listed was most prevalent in a particular
work.

In this study, due to restrictions of length, I can only aim to describe the begin-
nings of the two genres that are being discussed. From the point of view of social
history, we can state that these are the products of (widely interpreted) moderniza-
tion. As such, they are rooted in the processes of economical progress and accelerated
urbanization as well as the birth of the urban and metropolitan bourgeoisie and the
consequent rise of individualization, and the formerly oppressed social groups’ pur-
suit of emancipation. On the other hand, the inevitable need for the modernization
and the reformation of the economic and social relations of the village was also pres-
ent in the creation of these genres. And even though the basic thematic orientation
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of these genres has changed over time, it can be stated that the reportage was origi-
nally connected to the process of urbanization and the birth of the metropolis, while
sociography was connected to the modernization of the village. At the same time, it
must be noted that the birth of the latter genre is linked to members of the metropol-
itan intelligentsia: in Hungary, the turn of the 20th century was the period in which
the so-called “second reformer-generation” appeared.' It was exactly this generation
of reformers, emerging from the urban bourgeois intelligentsia, that recognized the
necessity of the modernization of the village and the social uplifting of the peasantry.

In this study, I will first present the beginnings of Hungarian social reportage,
then touch on certain parallels between the Hungarian and Polish literary reportage
of the 1930s. The examination of these particular parallels is warranted by the fact
that a significant development in the genre of reportage within Central Europe can
be observed exactly in Hungarian and Polish literature, not only in the time period
discussed here, but also later on, in the second half of the 20th century. In the second
part of the study, I will talk about the development of literary sociography, with an
emphasis on characteristics similar to those of the social reportage.

THE HUNGARIAN SOCIAL REPORTAGE

Hungarian reportage as a journalistic genre emerged from crime coverage. The
reporters had a close relationship with the police: their daily routine included visiting
the head of police and certain detectives in order to obtain information on current
crimes.

A veritable expansion of reportage took place at the beginning of the 20th cen-
tury. The genre gradually became the most important element of all daily and weekly
newspapers, and heavily influenced all other journalistic genres. The considerable
influence of American journalism, especially related to the Hungarian-born Joseph
Pulitzer and then so-called “New Journalism”, must be noted here.?

In 1925, 934 press products were in circulation in Hungary (including daily and
weekly newspapers and monthly periodicals), 618 of which were published in Buda-
pest. By 1942, the total number of press products reached 1379, with 779 published
in Budapest and 600 published regionally, which shows the expansion of the regional
press (Buzinkay, 1993). This enormous expansion had a number of different conse-
quences. On the one hand, the number of sensationalist, shoddy pieces of writing
grew considerably. On the other hand, reportages on the previously invisible aspects
of metropolitan life also emerged in great numbers, shedding light on issues such
as urban poverty and destitution. As a reviewer of Gézané Antal’s Tiil a palotdikon
(Beyond the Palaces) put it: “the reportage [...] brings into light and makes public the
parts of the capital’s life which have previously stayed in the shadows and of which
we have not known, and acquaints us with the surroundings in which we live™ (“Tal
a palotakon”, 1913, 520).

A new kind of journalist emerged through the pursuit of exploring the seamy side
of metropolitan life: the investigative reporter, who wasn’t interested in sensations,
but in uncovering social issues. One such journalist was Kornél Tabori (1879-1944)
who could in fact be viewed as the first Hungarian investigative reporter, a colleague
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of the liberal Pesti Naplé (Pest Journal) and from 1907, a member of its editorial
board. Tabori wrote multiple books which presented the previously unknown aspects
of the life of the Hungarian capital.* The key word to describe his writing would be
“objectivity”: Tabori aimed to confront his readers with social issues and to spur them
to find solutions. He was dedicated to familiarize his readers with the heavy fate of
those in poverty, living at the bottom of metropolitan society. As opposed to other
reporters who painted the destitute as criminals, Tabori did not criminalize poverty
nor the poor themselves.

In the foreword of his famous book, Pesti élet (Life in Pest, 1910), titled “Report-
age and Photography”, he declared his ars poetica as follows: “Primacy is the key.
And quickness. And the completeness of information. [...] The journalist has to be
noticing, perceiving, questioning” (Tédbori 1910 [Tomsics 2006, 46]).° The author of
Pesti élet made a clear distinction between the duties of the journalist and the work of
the sociologist and psychologist, who, as he writes, analyze and dissect phenomena.
According to Tabori, the reporter does not seek the psychological, sociological or
ethical causes and explanations for the things he has witnessed, and confines himself
to describing through words and pictures what he has observed. The concept of the
image is important here, as the visual representation of events gained an increasingly
greater role in Tabori’s activity. He worked with professional photographers, and also
liked to take photos himself: he was the author of the famous album, From the Hor-
rors of a Country Condemned to Death. Inspection-Tour Through the Misery of Buda-
pest, published in 1920 (46). The English title was for a good reason: Tabori’s aim was
to make Western diplomats and politicians learn about the then turbulent state of
the country.® Prime Minister Karoly Huszar initiated the creation of the album doc-
umenting the destitution in Budapest and personally appointed Tabori for this task,
as he was known as a reporter and documentary photographer whose work was cen-
tered on metropolitan poverty. The primary goal of the prime minister was to evoke
sympathy in the West (and Western European politicians). This first album of social
documentary photography was created from 16 photos by Tabori. Its curiosity laid in
the fact that, even though it employed posed pictures (meaning its models posed for
the photographer, rather than being candid shots), the authenticity of the photos was
unquestionable, as Tabori signed every picture with the exact location of their shot,
and the names and addresses of the people they depicted.”

Kornél Tabori was a professionally well-prepared, socially dedicated and sensitive
journalist. He compared his own role to that of an explorer who, through his detailed
reports, could present the truth in its multicolored reality for his readers. In this
regard, we can rightfully compare his work as a reporter to the reportage of writers of
the turn of the century and the interwar period.

THE REPORTAGE OF POLISH AND HUNGARIAN WRITERS -

THE PARALLELS

In the first half of the 20th century, multiple Hungarian writers made a living from
working on the editorial boards of daily papers or journals, much like their Polish
colleagues (such as Wladystaw Reymont, Bolestaw Prus, Melchior Wankowicz and
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Tadeusz Boy-Zelenski). The most important writers of modern Hungarian literature,
such as Zsigmond Méricz, Lajos Nagy, Sandor Marai, Dezs6 Kosztolanyi and Frigyes
Karinthy all wrote reportages for such papers as Budapesti Naplo (Budapest Journal),
Vasdrnapi Ujsdg (Sunday Paper), Est-Lapok (Evening Papers), etc. The former two
authors dealt mainly with the rural issues, while the latter three were the representa-
tives of the urban problems.

I would now like to highlight a single piece of these writings: one of the first report-
ages of Zsigmond Moricz (1879-1942), which is an emblematic example of the genre
of sociographic reportage. This writing was published in 1910, titled “Okéritd”, named
after the location of the reportage, a small village. In it, Mdricz recounts a tragic event
which transpired in Eastern Hungary: 350 people burned alive at a dance held in
a barn, which was kept closed so that no one could enter without paying the entrance
fee. The writer tries to find the answer to the question of how such a tragedy could
happen, while describing the immediate surroundings of the eponymous village, the
bog near Ecsed, in great detail. He speaks of the practices of the lords living nearby,
regularly cheating the local peasants, leaving them robbed of their traditional means
of making a living. He suggests that the mentality of the local peasantry, their unique
selfishness and avarice, emerged due to the impact of different factors. Analyzing
them, Moricz reaches the conclusion that the institutions of the state and the local
administration are both to blame for this tragedy. It is also unquestionable for him
that both constant, centuries-long poverty and the low level of education have played
a considerable part in the situation escalating to such extremes.

Wtadystaw Reymont, the author of the sweeping epic Chiopi (The Peasants, 1904
1909) is a worthy Polish counterpart of Moéricz, and his tireless work as a reporter
travelling around the country is one aspect in which their work is comparable.
Although less well-known beyond Poland, Reymont is also seen as the country’s first
modern reporter: he was only 27 years old when his reportage series “Pilgrimage
to Jasna Géra” was published in Tygodnik Ilustrowany (Illustrated Weekly) in 1895,
making him instantly famous. This first report already showed the qualities of his
mature writing through his exceptional observational skills and his personal attitude
of recording events as a participant. Reymont was able to show the facade of the
country itself through his portrayal of the mass of four thousand pilgrims. It must be
noted, though, that at the time of its publication, his writing was not called reportage,
but “a description of original form” (Szczygiel 2014, 102).

Among the literary reportages, the travelogues written in the 1930s detailing the
experience of journeys in the Soviet Union must also be mentioned. Antoni Stonim-
ski’s “Moja podréz do Rosji” (My Journey to Russia, 1932) belongs to this collec-
tion of works, as well as the writings of his Hungarian colleagues Gyula Illyés and
Lajos Nagy both wrote Soviet travelogues in 1934.® As we know, these journeys were
conceptual, carried out according to rigorously pre-planned scripts. It is exactly this
that makes these reports so edifying to read and compare today, also taking their
wider contexts into consideration (this would, however, need be the topic of another
study).’
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SOCIOLOGY AND SOCIOGRAPHY IN HUNGARY IN THE FIRST

HALF OF THE 20TH CENTURY

Sociology as an academic field came to be primarily thanks to the efforts of two
social scientists, Ferdinand Tonnies (1855-1936) and Sebald Rudolf Steinmetz
(1862-1940). According to Steinmetz, sociography was empirical sociology itself,
which “aims to describe and characterise, through all possible means, the general
state of a particular nation at a certain period of time”'® (Bartha 2013, 95). The begin-
ning of the 20th century was the period for establishing sociology as a scientific field
in Hungary, and contemporarily, the birth of sociography. Between the years 1900
and 1919, scientists and writers grouped around the periodical Huszadik Szdzad
(Twentieth Century) worked on creating the methodology and practice of empirical
sociology. The evolution of sociography was connected to the social and political
endeavours of the turn of the 20th century. This was the period in which the new
generation of intellectuals emerged, whose members pushed for social reforms and
became the key figures of the revolutions of the autumn of 1918 and the spring of
1919 in Hungary. Political scientist Oszkar Jaszi and his colleagues wished to found
politics on scientific grounds, and initiated the elaboration of empirical sociology
for this reason. Their program was stated as follows: “we must work out the anat-
omy and physiology of Hungary, as we can only propose scientific politics with such
a foundation: politics which are living reality, and not a utopia” (Jaszi 1910, 8). This
was the first attempt at a scientific surveying of social destitution, the uncovering of
a field which was previously entirely unknown and unheard of. Rébert Braun and
his colleagues carried out ground-breaking work in village research with their soci-
ographies. In the 1920s, following the shock of the two revolutions, the Republic of
Councils and the Treaty of Trianon, this work continued in the paper Szdzadunk
(Our Century). These initiatives can be compared to the other researches of similar
aims in the region: for example with the works of the American sociologist William I.
Thomas and of the Polish Florian Znaniecki, representatives of the so-called human-
ist sociology. Their most well-known work is the ground-breaking The Polish Peasant
in Europe and America (published in five volumes between 1918 and 1920). They
are also comparable to the interwar works of Romanian Dimitrie Gusti, the founder
of the Bucharest school of sociology and creator of the methodology for research of
villages and peasant life." Gusti invited young Hungarian village researchers in 1935
and 1936 for a joint summer methodological research camp, which lasted until the
Romanian authorities closed it down.

As the examples above show, the interest in the life of the peasantry and the
demand for learning about the particular problems of village life was a general trend
in Central Europe. Beyond the already stated facts, this also proven by a Polish ini-
tiative similar to the project of the Hungarian village researchers, a call for applica-
tions by the Insitute of National Economy that invited the journal of peasants, a tome
of which was published in 1935."* The Hungarian village researcher movement
was called for by politicians, who initiated it to be able to assess the country’s state
post-Trianon, and the consequences of the 1929-1932 economical crisis. Following
this, a sociographical series was published in eight volumes between 1935 and 1938."
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The first sociography which drew a considerable reaction was the work of the
then 24-year-old Zoltan Szabd, A tardi helyzet (The Situation at Tard, 1936).'* Tard is
a village situated in Northern Hungary: the author travelled there and lived together
with the villagers for weeks, gathering material on their living situation, their work-
ing conditions, and the life of the peasants. The village showed a whole chain of social
issues which I will not describe in detail I would only like to talk about Szabds meth-
odology.

In the introduction of A tardi helyzet, Szabé describes the ars poetica of sociog-
raphy as follows: the goal of research work is to awaken society’s conscience, and to
cause panic within society at large, because only this can lead them to recognize their
situation and make the necessary decisions in order to reach the changes desired
to mend it. The primary ethical demand of sociography is the responsibility for the
community, and because of this, its most important task is the creation of a diagnosis.
The goal of writing is exclusively to uncover the facts — the writer is solely responsible
for the facts, their mission is the service of society (1937, 2-6).

Working as a journalist in the interwar period, Zoltan Szab6 was the emblem-
atic figure of the village research movement who approached sociographical writing
with an academic intent. He must be viewed differently than the belletrists, the great
authors of 20th century Hungarian literature who also published reportages and
sociographies. One such writer was the already mentioned Zsigmond Moricz, the
grandmaster of Hungarian realistic prose. Moéricz’s authentic depictions of the state
of rural Hungary and the characteristic figures of small towns and villages, as well as
his psychologically faithful depiction of the peasantry’s mentality contributed to the
recognition of a world that, for the lack of previous representations, was more or less
a blank page in Hungarian literature.

Another good example is Gyula Illyés, whose important contributions to soci-
ography will be discussed below. Illyés first experimented with the naturalization of
avant-garde poetics (French surrealism in particular), later going on to create a sig-
nificant oeuvre by renewing representational poetry through the revival of the 19th
century tradition of folkishness.

Pusztdk népe (1936; People of the Puszta, 1967) by Gyula Illyés was published in
the same year as A tardi helyzet. The work presented the unimaginably bleak living
conditions and hopeless situation of the most oppressed and poorest group of the
peasantry, those in the Transdanubian lands. Almost a century after the end of serf-
dom, the descendants of the former serfs were exposed to even greater threats than
their forebears. The population belonging to this social group was one third of the
interwar Hungarian population. The author of Pusztdk népe, who grew up among
these people, was a gifted observer and had a striking talent for depictions. He suc-
ceeded in portraying the life of the peasants as if he was mapping out a previously un-
known continent. Though Pusztdk népe is not a novel, all the characteristic elements
of Lawrence’s novels can be found in Illyés’ work: the idyll, the descriptions, the back-
grounds and the figures, the tragical and comical episodes.”” The encyclopedic depth
in depicting the servants’ life, the composition’s likeness to a novel’s structure and its
unique narration makes Pusztdk népe an emblematic work. The narrator’s point of
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view changes over the course of the story, being partly subjective and personal (he
recounts his childhood and talks of the characteristic members of his family and
immediate surroundings). However, he also views the world that he has already left
behind at an objective distance. This change of view creates a bitter irony. One of
the most moving of the many memorable passages of the book is the confessional
one, which portrays the emotional and cultural baggage and thus the ambivalence of
social elevation for those who have managed to rise thanks to the sacrifices of their
parents and grandparents:

Yet there was no family group - and this applied particularly to the foremen and over-
seers — of which one or other branch was not seized by the desire to go up in the world.
How far could they rise? And what did the community vegetating below gain from their
advancement? And what did those who advanced gain for themselves? [...] The second
generation staggered and blinked in the blinding light above; it became drunk with the
rich, free air and soon lost the ground from under its feet. Oh yes, it certainly developed...
Like a plant transferred from the Arctic to the Equator it began to dwell and shine, but this
very sudden and boisterous radiance was a warning that it was devouring itself. Driven on
by feverish credulity, it grew by leaps and bounds, ever higher and further from its roots.
The boys “made good” in the world. [...] Once their fathers had lived in the secure alliance
of a close-knit community; now their sons found themselves on an equally slippery soil.
They tried to hang on, they stumbled around, and thrown completely off balance, restless-
ly hastened on the fulfilment of some secret punishment. If not on themselves, then on
their sons. They were not attractive, though they were certainly innocent in all respects.
They had become traitors, but traitors to what? They themselves did not know; such mat-
ters never crossed their minds. Yet their nature was the restless, self-consuming nature of
the traitor, or at best the exile (Illyés 1967, 292-293).

This book turned out to be a revelation for Hungarian culture. Zsigmond Moricz
compared Pusztdk népe to Dostoevsky’s novels, as he reasoned that Illyés’ work gave
notice of a world deeply sunk in the collective subconscious of the national commu-
nity. As the reviewer himself noted, the greatest benefit of works of this kind is that
the authors of the sociography take it upon themselves to speak in the name of those
who have no power or capability to speak themselves, because they have been “bur-
ied alive”. This assertion points out a greatly important aspect of the existence of the
peasantry: the lack of capability for self-expression and the lack of competence with
language, which is an additional dimension of oppression. It is Illyés’ great merit that
he made this pattern visible and directed attention to it.

Despite the fact that sociography (or at least in the form in which it came to be in
Hungarian culture) can be seen as a unique hungaricum, the appearance of similar
genres in the 1930s was not an isolated phenomenon. It is enough to mention the
Przedmiescie (Suburb) group, working in Warsaw and Lwéw (Lviv), which had a pro-
gram similar to the Hungarian ones. The writers of the group, such as Zofia Natkowska,
brought attention to groups on the margins of society, to the problems of the proletariat
and the unemployed, presenting their realities objectively, without any touch-ups. It is
exactly the intent of getting to the truth through objectivity which brings them closer
to sociographers, and connects them to other movements of European literature, such
as the Neue Sachlichkeit in Germany or the LEF and Novy LEF in the Soviet Union.
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Sociography as a peculiar genre of nonfiction proved to be a strong and viable
tradition in Hungary, picking up again between 1945 and 1948 (the so-called second
blooming of the genre), then living its renaissance during the 1960s. In a slightly
modified form, even contemporary literature includes sociographic features. This,
however, is another story.

CONCLUSION
From the examination of these two genres of Hungarian nonfictional literature,
we can conclude that reportage and sociography have similar features. The two tra-
ditions are bound together by the same, or at least very similar, authorial intent: the
cognition and presentation of previously unknown realities, the uncovering and dis-
covering of reality. A similarly shared characteristic is their dedication of uncovering
social issues, their respect for facts, and, in connection with (and partly thanks to)
this, their authenticity, which is also guaranteed by the subjectivity of the lived expe-
rience. The genesis of the two genres is different, however: the Hungarian report-
age grew from crime coverage, while sociography emerged as a partial discipline of
sociology, which was meant to serve as an instrument for the rise of the peasantry,
helping them to reach their deserved social rank. In both cases we are dealing with
transitional genres, and thus it is important to note that the classification of a particu-
lar work and the question of its belonging to literature depends solely on its aesthetic
worth.
Translated from Hungarian by Orsolya Gyarfas

NOTES

The term “second reformer-generation” is used to refer to those artists, scholars and politicians

active in Hungary between 1896 and 1914 who, each in their own way, saw the modernization of the

half-feudal country as their most important goal. See Horvath 1961.

The term “New Journalism” is most commonly used today to describe a trend of American journal-

ism from the 1960s to the 1980s instead, headlined by journalists such as Tom Wolfe (who also edited

the book from whose title this name originated), Truman Capote, Hunter S. Thompson, Norman

Mailer and Gay Talese. Its style, opposing the traditionally “invisible” journalistic attitude striving for

objectivity, was characterized by a dedicatedly subjective tone, the use of literary reminiscences, and

the emphasizing of “truth” as opposed to the “facts” See Fakazis 2016.

“megvilagitja, nyilvanossa teszi a févaros életének olyan részleteit is, a melyek sokaig teljes homalyban

voltak, a melyekrd]l nem is tudtunk és megismertet azzal a kornyezettel, a melyben éliink” (“Ttl

a palotdkon” 1913, 520).

See Tabori - Székely 1908 (Vladimir Székely was a police clerk who co-authored a number of books

with Tabori, providing the information on which Tabori’s writings were based); Tabori 1909.

“Az elsGség a f6. Meg a gyorsasag. Meg az informacio teljessége. [...] Az Gjsagirénak meglatonak kell

lennie, észrevevének, kérdezének” (Tabori 1910 [Tomsics 2006, 46]).

¢ Following two failed revolutions and World War I, Hungary turned from a middle-sized European
country into mini-state, losing two-thirds of its land and population. This lead to considerable dis-
proportionateness in the structure and functioning of its economy. See A két vildghdborii kozotti
Magyarorszdg gazdasdgtorténete [The History of Economics in Interwar Hungary]. Accessed Novem-
ber 14, 2018. http://www.bibl.u-szeged.hu/ha/gazd/gazdasag/index.html.

7 A further proof of Téabori’s dedication is his charity work. He organized tours to Western Europe for

w
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children in need in order to improve their health, and also worked for the Orszagos Gyermekvédé

Liga [National League for the Protection of Children] as a marketing manager (to use a contempo-

rary phrase).

See Illyés 1980; Nagy 1989.

° T am thinking of the writers and works of the so-called “disillusionment literature”, such as Arthur

Koestler (Darkness at Noon, 1940; The Invisible Writing. The second volume of an Autobiography,

1954), André Gide (Retour de I'URSS, 1936) and Ervin Sink6 (Roman eines Romans. Moskauer Tage-

buch 1935 - 1937, 1990) - among many others.

“[A] szociografia egy adott korban minden eszkozzel leirni, jellemezni igyekszik valamely nép 6sszes

viszonyait és allapotat”

Gusti’s methodology was the monographic processing based on empirical studies.

According to Joanna Radziewicz “[The diaries] had a great impact on readers both at home and

abroad. They earned a place in the history of literature as monuments of the interwar poverty and the

exploitation and oppression of the working masses” (2016).

¥ The authors of these works were Zoltan Szabo (1912-1984), Géza Féja (1900-1978), Gyula Illyés
(1902-1983), Péter Veres (1897-1970), Ferenc Erdei (1910-1971), Gyula Ortutay (1910-1978), Lajos
Nagy (1883-1954).

4 The book was published in 1936, however, the date shown on the cover [of the first publication] is,
mistakenly, 1937.

15 For more, see Szili 1984, 53.
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The reportage and what surrounds it: Outlining the tradition and connections
of two transitional genres in Hungarian literature

Report. Sociography. Literary report.

This study aims to examine the emergence and connections of two non-fictional genres, the
report and sociography. Modernization forms the background for both genres: the report
is a product of urbanization, while sociography was created by the need for the moderniza-
tion of the village and the necessity of the peasantry’s emancipation. The study describes the
parallels between the two genres based on the work of the first noteworthy Hungarian jour-
nalist-reporter, Kornél Tébori, and the activities of the sociographists of the 1930s, touching
on their connections to literature and sociology as well. The study also discusses the literary
report, as cultivated by both Polish and Hungarian writers at the turn of the century and
during the interwar period. The closing remarks point out the parallels between sociography
in Polish and world literature (the Przedmiescie group, Neue Sachlichkeit, LEF, Novij LEF).
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The cursed foreign bride in Serbian literature:
An evolution or a dissolution of a stereotype?
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Long subjugated and brutalized by the Ottomans, the Serbian community dispersed
across the Balkan Peninsula had, over almost five centuries of the Ottoman reign,
tried to alleviate the pains of subjugation and suffering by (re)constructing the trau-
matic pre-Ottoman past in such a way that some meaning, or at least causation, be
attributed to the suffering. The victimized and the oppressed tried to (re)create a past
(culprit) that would be accountable for the intolerable present. Communal memory
thus became communal re-memory and the sins of the past had to be unearthed so as
to attach some meaning to the present retribution. The community developed collec-
tive defensive mechanisms: they could come to terms with the defeat only by tracing
its causes to something (or someone) external to the community. It is not uncommon
that royals marry outside their community - on the contrary, exogamous marriages
are more of a rule than an exception in aristocratic circles. Serbian emperors, princes
and other royals thus married foreign princesses and noble women in order to form
or strengthen alliances. The folk tradition shows in a rather negative light those for-
eign royal consorts who lived in the times immediately after the battle of Kosovo,
when small and disunited Serbian principalities were gasping their last breath: Irene
Kantakouzene known as Despotess Jerina, the wife of Serbian Despot Durad Brank-
ovi¢, and the Venetian-born wife of Purad Crnojevi¢, the ruler of Zeta, the unnamed
“Venetian maiden” of the folk epic The Wedding of Maksim Crnojevi¢, called Jelisaveta
in the later Romantic rendition by the Serbian Romantic poet, Pura Jaksi¢. In the
narrative of communal (re)memory, they are marked as antagonists and culprits and
not much could have been done to repair their ruined historical reputation. The subtle
workings of the collective memory were at play here just as they were in the popular,
historically inaccurate representations of the Hero (Marko Kraljevi¢, sharing almost
nothing but a name with a 14th century Serbian nobleman) and the Traitor (Vuk
Brankovi¢, another Serbian nobleman from the same period blamed for the demise
of the last Serbian principality ruled by Prince Lazar; the principality has grown into
an Empire in popular imagination and the Prince into a Tsar). Social anthropologists
claim that resorting to such past precedents does not have to mean that the commu-
nity “is mired in its own past and is unable to face up to present imperatives” (Cohen
2013, 99). Rather, the past is invoked “as a resource” and reconstructed so as to “res-
onate with contemporary influences” and confer legitimacy on contemporary action:
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Myth confers “rightness” on a course of action by extending to it the sanctity which en-
shrouds tradition and lore. Mythological distance lends enchantment to an otherwise
murky contemporary view (99-100).

The “contemporary action[s]” that needed causation, legitimization and justifi-
cation in the face of the dire prospects of brutal Ottoman retaliation were the early
19th century Karadorde-led (First Serbian) Rebellion (1804) and the Obrenovici-led
Second Serbian Rebellion.

It, therefore, comes as no surprise that the Romantic authors of the 19th cen-
tury, uncritically and enthusiastically, built upon the folk tradition and this is why
the Venetian-born Montenegrin princess is such a diabolic character in Pura Jaksic’s
play. It may also be argued that the stereotype survived into 20th century realistic
and modernist narratives which borrowed abundantly from the stock of women ste-
reotypes encoded in the communal memory. Some stereotypes were given an added
ironic quality in the 20th century narratives, but were not completely subverted.

THEORETICAL BACKGROUND

The recognition of certain common traits in the characterization of foreign female
characters in Serbian literature and the possibility of delineating a certain trajectory
of this representation to the Serbian folklore and epic tradition motivated the present
authors to examine the outline of the image that informed this characterization (and,
as we will see later, vice versa).

The representation of foreign women in literature has aroused most interest in
the studies of the Bible. Thus, Bradley L. Crowell notices that scholars have rarely
explicitly studied the characterization patterns of foreign women despite their sig-
nificant role in the writings of ancient Israel. His insights are of interest for our own
study since he claims that “there was indeed a pattern to how the Deuteronomistic
authors understood foreign women and that their literary construction of foreign
women added to their attempt to formulate a specific identity for ancient Israel”
(2013, 2).

Marilyn D. Button and Toni Reed have noticed an increasing critical attention
that foreign women received in recent years but as a psychological and sociological
phenomenon, not as a prominent literary figure and that it is mostly cultural-studies
theorists or even literary theorists such as that “deal with the foreign woman pri-
marily in the broad context of the construction of female or racial identity” (1999,
xiv). However, they either do not address the foreign woman’s presence in specific
literary texts or do so only in passing. Except for cultural theorists, feminist theo-
rists have also emphasized the significance of the literary representation of foreign
women, relating this foreignness to the marginality of women in society and politics.
They attribute the unknowability of the foreign woman to repression stemming from
restrictive patriarchal systems and see the femme fatale appearing in the literature of
many cultures as connected with colonized foreign lands (xiv).

The popularity of memory studies in recent decades propelled an interest in iden-
tity understood as a discursive construct (auto-image) against a network of inex-
tricable diachronic links which establish a firm(er) sense of self across time. Such
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a climate reclaimed the terrain of literary studies for imagology, which will serve as
the theoretical foundation for our study. It is beyond doubt that imagology, although
a specialism now used in many disciplines, stemmed from literary history as a study
of representations and images of foreigners.

As is evident from the two highly informative recent Joep Leerssen’s two highly
informative recent papers on the development of imagology, from its historical back-
ground and outlook, as well as from the papers by other significant scholars in this
remerging field and the recent monographs published in the Netherlands and Cro-
atia, the history of imagology started with non-analytical, descriptive and naively
essentialist “factual inventories of foreign characters and of characterizations of for-
eigners in a given literary corpus” (2016, 14). To put it simply, the assumption was
that there was such a thing as national character and different characteristics, moods
and tempers were attributed to a whole nation or ethnicity. It was taken for granted
that these attributes, already existing in reality, were simply more or less successfully
transposed and presented in literature.

An interesting development in the understanding of the concepts of “nation”
and “character” began in the 17th century. “Character” was now understood more
or less in today’s sense of an “inherent personality blueprint that offers a psycholog-
ical underpinning and causation (and hence an interpretative frame of reference)
for behavior” (Leerssen 2000, 272), that is, as “motivating essence”. The concept of
nation started to develop around the same time. The Enlightenment’s idea of national
characters was half-seriously grounded in clichéd commonplaces as is evident from
the Encyclopedia by Diderot and d’Alembert (273). The 19th century’s philosophi-
cal idealism added a new idealistic understanding to national characters; they were
promoted to “the ontological status of a Platonic Idea, an informing Geist” (274).
Although they belong more to the wider province of humanities, particularly to the
philosophy of ideas, history, and sociology, the 19th century developments which
established and reinforced the concepts of Volksgeist and the nation-state had a sig-
nificant impact on the developments which would become crucial to imagological
studies. The 19th century’s notion of literature was that of the very mouthpiece of the
spirit of the nation.

Although the concept of national character was predominately present(ed) in lit-
erature, it was sociologists and social psychologists in France, and American social
scientists who questioned its ontology in the mid-20th century. This skepticism as
to the very ontology of the concept brought about the idea of the national/ethnic
character as being a dynamic construct(ion) and an interplay between how a certain
community sees itself and how it perceives those who fall outside the borders (and
scope) of the community (the Others). The concepts of prejudice, stereotype and
ethnocentrism developed by American social scientists subverted the firm belief in
national characters (Leerssen 2016, 15).

The hectic optimism of the post-1945 world ushered in different theoretical
approaches and fields of interest for humanist scholars and, in this favorable and
encouraging scholarly environment, literary scholars were encouraged to articulate
that national characterizations were part of “an oppositional discursive economy of
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other national characterizations, most fundamentally along an axis of Self vs. Other
(soon termed ‘auto-image’ vs. ‘hetero-image’)” (16).

The most influential names among those who developed what Leerssen terms
anti-essentialist imagology, are those of Daniel-Henri Pageaux, Franz Stanzel, and
Hugo Dyserinck. Dyserinck’s cornerstone contribution to imagological research was
in highlighting the dynamics between auto-image and hetero-image, i.e., the way
a community sees itself and the way community is seen from outside. Dyserinck
argued that national stereotyping was crucial not only as regards characterization of
actions and actors within literary narratives and poetics but also in the diffusion and
reception of texts worldwide.

The variability of national stereotypes is, according to imagologists, “determined
not by empirical reality (how people purportedly or allegedly ‘really are’) but rather
by the way in which the discourse regarding them is constructed” (Leerssen 2000,
275). Ethnotypes are therefore, discursive construct(ion)s generated and surviving
in a dynamic interplay between an auto-image and a hetero-image; they have no
invariable objective realities to draw from, and they stem from a multitude of differ-
ent “commonplaces’, being part of a nations’ repository of cultural texts. They belong
to the realm of discursive and cannot be empirically measured against an objectively
existing signifié; they are oppositional (auto-image vs. hetero-images; ethnocentrism
vs. exoticism or xenophobia) and presented against the implied backdrop of their
differences from other national characters. Ethnotypes are not historical constants
but heavily vacillating concepts: they range within a bandwidth of images and coun-
ter-images and can be valorised positively or negatively depending on the context.
Certain valorising constants transcend the national stereotype.

An ethnotype is established and examined in a threefold procedure: intertextual,
contextual, and textual, and these are interdependent. Any individual instance of
stereotype appears against a huge backdrop of a host of established, often dormant
intertextual commonplaces. The historical ethnotypes have seen oscillations over
time occurring at historical watersheds.

An important new notion introduced in imagological research by Hercules Millas
(2009) is that of “meta-images”: these would simply be the images of ourselves as we
believe they are in the eyes of the Other. Millas and Leerssen find these to be a source
of intense antagonism and triggered increasingly in the times of simmering or open
conflicts, as well as in ironical deployment.

As of late, imagology has borrowed from cognitive psychology:

[W]e carry in our mental repertoire a set of “frames”, schemata of the plausible connec-
tions between situations and what we believe to be their underlying patterns, and that
these “frames” can be activated by actual stimuli, “triggers”; these can arise from re-
al-world encounters and experiences, or from cultural processes such as following the
twists and turns of a narrative (Leerssen 2016, 24).

Interestingly enough, a plethora of different potentially conflicting ethnotypes
can coexist in our minds without ever colliding — by the way of active frames pushing
the potential, non-triggered ones “a state of latency” (24).

Based on different insights both in imagology “proper” and the useful “borrow-
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ings” from other, tangential, fields, it can be claimed that different imagemes (band-
widths) of stereotypes and ethnotypes (co)exist in our cognition consciously or not.
Leerssen also believes that they should not be treated as incessantly active and present
at all times. Ideologemes/stereotypes are, thus, triggered - called into existence - in
and by different contexts. Another important point to make is that ethnotypes are not
operative in isolation and that “literary stock characters are always triangulated on
the intersection between ethnotype, gender and sociotype” (26). In Leerssen’s view,
one of the possible future challenges for imagology is to identify how certain ethno-
types gravitate towards certain sociotypes.

Pageux, on the other hand, recognizes and reiterates the importance of ideology
for imagological studies, since the image we create about foreign countries may, on
the metaphorical level, transpose indirect notions on foreign countries that stem from
different ideologies. According to him, studying the formation of images about for-
eign countries means actually studying the ideological foundations and mechanisms
on which both the Otherness and the speech on Otherness are based. The image of
the Other is part of culture and has its place and function within a symbolical uni-
verse called the “imaginary”, which is inseparable from culture and society. A society
sees itself, writes (about) itself, thinks and dreams within the “imaginary”. Pageaux
insists that the word image here should by no means be understood as a direct rep-
resentation — an icon, but as an idea, a symbol, a sign, or even a simple signal (2009,
130). In other words, stereotypes are carriers of the minimum possible information
for the maximum possible communication. Pageaux reconciles myth and stereotype,
since a stereotype placed within a story or a set of consecutive images may be the
beginning of a myth (142).

Leerssen’s concepts and precise definitions proved extremely useful in establish-
ing the intertext of the analyzed stereotype, while Pageaux insights proved invaluable
in textual analysis of the most recent of the analyzed narratives.

THE TRADITION AND THE FALL OF THE ROYAL HOUSES: IRENE
KANTAKOUZENE AND THE VENETIAN MAIDEN - THE SERBIAN
JEZEBEL AND THE CURSED BRIDE

The Serbian folk tradition, in an unprecedented way, and, virtually without excep-
tion, “remembers” Irene, the Greek wife to the last Serbian prince Purad Brankovi¢,
as a diabolic seductress, malicious and prone to all vices, the binary opposite to what
a proper, decent, Serbian woman should be like.

Since the stereotypes of the Serbian woman and that of the Serbian man (“auto-im-
age”) in the Slavic patriarchal tradition are complementary, the tension between
the two is reduced to a minimum and a smooth functioning of the family unit and,
consequently, the community is ensured. It should be noted that gender roles are
encoded within a firmly systematized and branched network of Serbian patriarchal
culture. Building upon the old Slavic paradigm, the Serbian list of binary opposites
features mutually related and interdependent spatial and gender binaries. The gender
opposition male-female is, thus, mapped against a spatial reference system (male:
upper, frontal, anterior, frontward, east, entrance, longitudinal, home, and female:
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lower, hinder, hindmost, rearward, west, exit, forest). The female, according to this
nomenclature, corresponds to the reverse, the underside, the least and last, the low-
est, and, ultimately, the Other. According to the traditional role distribution, that of
woman is to follow and not to act (Deri¢ 2007, 59-60).

The patriarchal repository of desirable auto-images offers the image of the “sto-
panica” (an archaic term for one who follows close by, literally and metaphorically
treading in someone’s footsteps, the noun has only one gender - feminine) as a role-
model. She is a humble but strong woman who subdues her will to that of her hus-
band and the community. It is in this Christ-like sacrifice for the survival of the fam-
ily and the community that her strength lies. Therefore, a foreign bride represents
double otherness. She is perceived as the Other in terms of her (f)actual otherness
- ethnic, religious, socio-cultural in general, but she is also a stranger to the Slavic
patriarchal code as a female who raises her voice in a patriarchal context and stands
up to her beliefs, different from those held by the community.

The polarity between the foreign wife and the Serbian man is intensified when
negotiations over power are at play. Irene is part of a communally constructed hete-
ro-image on the grounds of her very ethnic background. Although she is of the same
religion (Greek-Orthodox), she belongs to a different ethnic group. She “enters”
a new, highly patriarchal community and defies all standards of acceptable behavior.
She pushes the boundaries which are a symbolic way to (re)create a distinct commu-
nity (Cohen 2013, 13).

In the oral folk tradition recorded by Vuk Karadzi¢, Irene is represented as
a wicked, malicious woman. She strongly deviates from the notion of propriety, as
viewed by the Serbian community: she is a bad mother, an adulteress and, ultimately,
the culprit for the final crumbling of the medieval Serbian state. Although none of
the severe accusations against Irene Brankovi¢ have any historical grounds (Pesi-
kan-Ljustanovi¢ 2002, 61), the negative image of the Byzantine princess has remained
entrenched in the collective memory. Suffice it to say that Vuk recorded the folk epic
poems in the first half of the 19th century and Irene lived in the 15th century; the
stereotype survived throughout the four centuries of Ottoman rule and was probably
even intensified as the freedom from the cruel conquerors was nowhere in sight.

This Serbian Jezebel was, then, duly equipped with the traits usually attributed to
powerful women, seductresses and sorceresses within a wider mythological context
(Hecate, Freya, Morgan le Fey, Aya, Circe) (Samardzija 2008, 228). Vain, wanton,
wilful and cruel, Irene is to blame for almost everything: her daughter’s contracted
marriage to the Ottoman Sultan (epic poems: “Duro Smederevac’s Sons’, “Durde’s
Jerina”), her sons’ tragic faith — the Sultan blinded them - (“Mother Andelija and
Despot Jovan”), and her own brothers’ death (“Todor of Stala¢’s Wedding”). She
condemns to death the best knights in the principality (“Oblak Radosav”), and, on
top of all that, the epic tradition questions even her conjugal fidelity accusing her
of adultery (“Lady Jerina’s Walk”). The alleged licentiousness of women of another
religious background emphasized strongly in folklore is yet another way of creating
a vocal, self-promotional stereotype with a view to establish a clear-cut boundary
between the self (auto-image) and the Other (Peri¢ 2007, 64). Serbian folk tradition
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has never recorded a worse female character: Irene is no companion, no nurturer and
has no compassion. She stands as the binary opposite to the stereotype of the Serbian
women epitomized by the Kosovo Maiden (Kosovka djevojka) or Jugovi¢i's Mother
(Majka Jugovi¢a) and fails miserably at all female “duties” encoded in the Slavic/Ser-
bian set of patriarchal values.

While Irene Kantakouzene Brankovic is a corrupt married woman, the Venetian
(Latin) maiden is a chaste fiancée to a Montenegrin prince. At first glance, she has
nothing in common with the power-hungry Byzantine princess. Nevertheless, it is
precisely the self-willfulness, the stubborn determination to have it her own way, that
makes the Latin maiden similar to Irene. The Latin maiden is, at first, morally supe-
rior since she despises lies and deceit and, when her father-in-law reveals the truth
to her, finds no fault with her betrothed despite his smallpox-scared face. The epic
poem begins by revealing that Ivan Crnojevi¢’s son, Maksim, has a long-time fiancée
(for almost ten years) in Venice, whom he has never seen. When, after a long time,
the wedding party reaches her homeland, another man poses for Maksim, since Mak-
sim’s face has deep smallpox scars and his father is ashamed of the son’s appearance
(He boasted of his son’s handsomeness when he first visited the girl’s father).

The Latin maiden’s moral superiority soon gives way to her vanity since she wants
back the gold-threaded garment she has knitted and woven for three years to the
point of losing her eyesight. The imposter does not want to return the gift he believes
he rightfully deserves, the father-in-law does not mind, but the maiden, in popular
imagination remembered as unfortunate, damned, and cursed, insists that the gar-
ment be returned. The deeply offended bridegroom kills the young man who imper-
sonated him, takes the gifts back and initiates the mass slaughter that ensues among
the members of the wedding party. The damage is irreparable, many noblemen are
killed and the noble families are practically at war. Maksim, the groom, leaves for
Turkey to convert to Islam, the bride is to be shipped back home and the narrative
ends in disaster for all involved. The foreign woman is at fault again and seems almost
even more so than the hasty, conflict-prone Maksim.

We can trace the source of this attitude to the auto-image of the community
again. Serbian young women are obedient, humble and modest. They do not boast
of their achievements and consider what they do their moral duty to the family and
to the community (the garment belongs to the new family now and the girl should
have obeyed her father-in-law and let go of it). The Venetian maiden is not vile and
unchaste, she is not deceitful either, and, finally, she herself has been tricked, but
she does sin against the moral code and will not fit the image of the good Serbian
maiden - she is too proud, too self-conscious, too self-willed, and ultimately selfish
and unwilling to sacrifice her caprices for the greater good - the family and the com-
munity. As the Venetian maiden is part of the intertext on the foreign women stereo-
type, we believe that it is important to note here that the hetero-image is not entirely
negative. The foreign noble woman is not perceived as wicked and scheming, she
is not evil. We would rather argue that the folk tradition remembers her as a tragic
character herself, her tragic flaw being her self-willfulness and stubborn persistence
to hold on to what she holds dear despite the potentially catastrophic consequences
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of her actions. This particular character from the folk epic might be even regarded
an exception to the “rule” of the stereotypical representation of female characters in
the Middle Ages, emphasized also by the Serbian scholar of medieval literature, Svet-
lana Tomin, who reiterates that “it has long been noticed that woman in the Middle
Ages is most often shown as a symbol of absolute evil, very rarely as a symbol of the
absolute good, with no middle ground in-between” (2007, 5). Paradoxically enough,
the Serbian folk intertext that, due to its patriarchal nature, might be looked upon as
a repository of gender stereotypes, has given rise to a woman character that belongs
precisely to the “middle ground in-between”. In this particular instance, the two
opposite traits could be found in the same female character. The fear of female power
which had to be contained and restrained at all costs, typical of medieval society (8) is
in the folk epic represented alongside the female qualities recognized as desirable in
the Byzantine Christian tradition which accepts three categories of women as models
of feminine virtue: virgins, saintly matrons and widows. The Venetian maiden is vir-
ginal, constant and obedient to her father’s will (engaged for nine years and patiently
waiting for her betrothed), but she still unleashes chaos among the Montenegrin
noblemen and precipitates the fall of the Crnojevi¢i royal house.

THE UNLIFTED CURSE OF THE FOREIGN WIFE: ROMANTICISM’S

VENETIAN BRIDE AND JELISAVETA, MONTENEGRIN PRINCESS

In line with the Romantic paradigm, patriotism and passion are placed at the
forefront, and the stereotype of the foreign woman (hetero-image) in 19th century
drama emerges from the collective repository of different conflating hetero-images
resurfaced by the revolutionary 19th century’s burgeoning nationalism.

The 19th century, from its very onset, represented a significant turning point for
the history of Serbia and Montenegro, culminating in the formal independence of
both countries, which gained international recognition at the Congress of Berlin
in 1878. The second half of the 19th century was of crucial importance since the
Obrenovici-ruled principality of Serbia was expanding its territory at the expense of
the soon-to-be-defeated Ottoman Empire to encompass other Serb-populated Otto-
man provinces. The brutality of the retreating Ottoman forces against the subjugated
population and the passivity (and later, open hostility, since the Austro-Hungarians
occupied Bosnia and Hercegovina and the Sanjak of Novi Pazar) of the Western
Christian nations triggered the imageme of foreign nations as untrustworthy, decep-
tive, hypocritical and destructive.

In Laza Kosti¢s three-act Romantic tragedy, Maksim Crnojevié, Ivo Crnojevi¢
tries to comfort Maksim and prevent the bloodshed by juxtaposing the charms of
the licentious and devilish Latin girl and the chastity of the Serbian maiden, albeit
in vain. The folk epic, on the other hand, does not dwell on the seductiveness and
sensuality of the foreigner and represents her as chaste/virginal, her beauty being
of an angelic rather than of a demonic kind. What is not voiced explicitly in the
epic poem - that Ivo does not take the blame for the tragedy - is expounded more
explicitly in Kosti¢’s rendition. The epic poem, however, does reproach the prince for
foolishly setting out for far-off lands to find the bride for his heir. It is Ivo’s wife who
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voices the concern regarding the union between Maxim and the Venetian princess:
she believes that it was an unnecessary and dangerous exhibition, but the ruler is
unmoved and first stubbornly refuses to hear any mention of the marriage and, then,
when he receives a letter from the bride’s father, decides to resort to an elaborate
fraud so as to hide Maksim’s unfortunate circumstances. In the play, however, it is Ivo
who tries to comfort Maksim by invoking the same stereotype he has tried to subvert
by finding a foreign bride for his heir — he promises to find a young Serbian bride for
him who conforms to the patriarchal code, since the Venetian maiden is the Other,
both in terms of ethnicity and religion. Nevertheless, it is too late. Ivo will not admit
to having caused the trouble himself first by his own vain and boastful character and
then by the imprudent decision to make Maksim switch places with Milos, the most
handsome wedding guest. The blame is, thus, projected onto the Other perceived in
bad light - a foreigner and a woman combined.

Dura Jaksi¢, another Serbian Romantic poet, sheds a brighter light on the ste-
reotype of the foreign woman in his tragedy Jelisaveta (Elisabeth), Montenegrin
Princess (1868), based on the same narrative. The character of the historical Vene-
tian noblewoman married to Durad Crnojevi¢, Ivan’s son, is conflated with that of
the unnamed Venetian bride from the oral epic tradition. The hermetic social and
cultural context of the 15th century Montenegro provides an arena for playing out
a powerful dynamics between the two cultures and two worldviews in Jaksic’s trag-
edy. The tragedy uncovers an unbridgeable gap between what was perceived as the
pliable ethics of the powerful coastal republic and the strict heroic-patriarchal code
of Montenegrins.

The unnamed Venetian maiden from the folk epic transforms into a voluptuous
seductress who breaches the patriarchal code severely by seducing the married cap-
tain of the guard. Jelisaveta manipulates men with her beauty and influences the deci-
sions of her husband and her father-in-law. She refuses to show humility as required
by the tradition of her husband’s people; she sets him against his brother and, moti-
vated by deep contempt for the in-laws and their culture, plants discord among Mon-
tenegrin warriors. She boasts of the opulence and power of her homeland, makes
false promises and demands “a thousand of Montenegrin souls” (Jaksi¢ 1906, 14-96)
to help Venice against the Sultan Bayezid. She is not simply evil, she is a demonic
creature, and even a disheveled lunatic in Part IV, bursting into hysteric laughter
when she understands that Montenegrins kill each other as a result of her scheming.
She gloats when her brother-in-law, Stanisha, converts to Islam, because she knows
only too well that, by doing so, he has irreparably severed all ties with the core values
of the family and national tradition. The play clearly states that the people of Monte-
negro perceive Jelisaveta as an evil sorceress bringing suffering, discord and demise
upon the state and themselves.

The hetero-image relying primarily on the dubious ethics of the Venetians is fur-
ther strengthened in the play by the fact that the Other is a female. The auto-im-
age not only favours honesty, modesty and respect for hierarchy in both men and
women, but emphasizes passivity and obedience in women particularly. Jelisaveta’s
character is delineated in the exact same way as the Damned Irenes, as a destructive

The cursed foreign bride in Serbian literature: An evolution or a dissolution of a stereotype? 99



and demonic foreign wife to a ruler. Nevertheless, Jelisaveta’s wickedness is paired
with her exquisite, otherworldly beauty and not only is Jelisaveta an evil foreign prin-
cess married to a ruler, but also a Romantic femme fatale, which makes her infinitely
more dangerous.

FATHERS AND FOREFATHERS: ANOTHER ELISABETH, THE SAME

CURSE - THE FALL OF A FAMILY

Slobodan Seleni¢’s novel lends itself readily to an imagological analysis. We may,
without hesitation, say that the novel deservingly claims the position of a textbook
imagological narrative. Stevan Medakovi¢, the protagonist, is a Serbian intellectual,
the son of a sturdy merchant from Slavonia, Milutin (today’s Croatia, then the Aus-
tro-Hungarian Empire with a significant Serb population), who, at the turn of the
20th century, moves to the Kingdom of Serbia in order to raise his family in the Ser-
bian Piedmont. When his wife dies in childbirth, he decides to entrust his children’s
upbringing to a widowed schoolteacher from the heart of Serbia (Ranka/Nanka),
who has just lost a child of her own. When his little sister Cveta is killed by an Aus-
trian grenade, Stevan is left alone with Nanka and Milutin.

Milutin chooses Nanka for two reasons: he wants to help his old friend’s impov-
erished widow and he wants an upbringing rooted in the best epic tradition for his
son, since he felt inadequate to raise him this way on his own. After WWI, Stevan
is sent to Bristol to study law and there he meets Elisabeth Blake, a beautiful young
Englishwoman, whom he marries soon after. Elisabeth and Stevan and their only
child Mihajlo live a comfortable upper-middle class life in Belgrade between the two
world wars. Nevertheless, WWII brings tragedy and the eventual dissolution of their
little family. Their son, Mihajlo, in his desperate endeavors to fit in (he inherits his
mother’s ginger hair as a striking feature of his foreignness/otherness), joins the com-
munist youth and is killed in the twilight of the war.

Elisabeth Blake Medakovi¢ is mostly focalized through her husband’s eyes but is
given a voice of her own in the letters she sends regularly (even after her death) to
her friend and confidant Rachel, the Belgrade-born Jewish wife of her cousin Archi-
bald. Stevan sees Elisabeth as a tragic heroine who falls victim to what he sometimes
wants to believe is sheer destiny, only not to have to acknowledge his involvement
in her and his own tragic fate. The novel does not dwell that much on the stereo-
type of Britishness (except somewhat ironically, at times) and the focus is mainly
on the auto-image (the way professor Medakovi¢ sees his fellow countrymen) and
meta-image (the way he believes foreigners and, most importantly, his English wife
see his people, and by extension, himself). It is interesting to note that the novel
features specific references to some of the analyzed narratives, particularly in the
part of the novel when Stevan is in England (the retrospectively revisited Bristol tea-
house internal monologue) and makes the life-changing decision to take Elisabeth
home, to Serbia, to Milutin and Nanka. Nevertheless, it is not Serbia, not Milutin,
and not even Nanka that Stevan is worried about (and rightly so as it will become
clearer as the narrative develops): it is himself and Elisabeth and the impossibility of
understanding between the two:
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The destructiveness of this discovery lay in the fact that I - indeed prophetically, in a sud-
den epiphany, which dawned on me as clear as a day - discovered that I loved a woman
whom I did not understand, and whom, in all probability, I never would understand,
because I would never penetrate the first defense wall of her personal reserve, nor the
second, composed of customs and rules patiently built in for hundreds of years by the
parochial islanders, people with one foot on the killed Bengal tiger, and the other on the
cultivated lawn turf of their stone castle. Should my whole life be spent in frozen discom-
fort, like these ten minutes in an empty tea room? (Seleni¢ 2009, 75)

Seleni¢’s novel confirms Pageaux’s insights on the often unilateral nature of the
“exchange” which influences the formation of the “hetero-image” (142), and, by its
very nature, the “meta-image”. The Other, who according to Pageaux is not only
observed but also forced into silence, in Fathers and Forefathers is not silenced but
focalized through a man’s eyes and, thus, heavily mediated except for in the most
private environment of the epistolary exchange with cousin Rachel. The depth of the
spousal misunderstanding is reflected in the fact that it is easier for Elisabeth to con-
fide with the dead cousin than with the living husband.

The misunderstanding between the spouses is, paradoxically, partly based on
Stevan’s Anglophilia, or even covert Anglomania (in Pageaux’s understanding of the
terms) and the subsequent creation of the meta-image of his fellow-countrymen as
unsophisticated, uncivilised and incorrigibly barbaric. When in England, Stevan is at
the same time painfully aware of his people’s and his own lack of refinement and the
people’s unparalleled bravery and heroism. Constantly vigilant not to renounce his
roots, Stevan is terrified of alienation and “betrayal”: “panicking over the possibility
that I could not even reject but only look with a foreign and unbiased eye at some of
our sacred customs” (Seleni¢ 2009, 73).

This misunderstanding is and will be, as young Stevan predicts, caused by the
fundamentally different contexts he and his English wife belong to, and not even
Stevan’s great learning and English education could mediate between the two. As
the passage below suggests, even though Stevan was probably better acquainted with
Shakespeare’s oeuvre than Elisabeth and most of her compatriots, it will never yield
any shared meaning for him and his wife:

After thirty years of passionate work on the language and opus of the Swan of Avon and
delving deep into his verses and prose, I am certainly better acquainted with Shakespeare
than my wife, or the vast majority of the English, but still, I realize that my understanding
of him differs from theirs. By translating him, I actually Serbianise him, adapting him to
the way I see the world; I do not look at him with an eye that first saw the world, natural
phenomena, or people, in England, as Elizabeth and Will did, but in Serbia, like myself,
my father Milutin, or the barefoot Milomilj from Mount Rudnik. The word “sea”, both
in Will and Laza, means the sea, but sea means one thing to an islander, a compatriot of
Beowulf or Sir Walter Raleigh, and completely another to a man from the Ba¢va Region,
a compatriot of Maksim Crnojevi¢ and Lenka Dundjerski (73).

Stevan Medakovi¢’s English wife is, for most of the novel, only an unfortunate
catalyst for her husband’s mixed feelings for his people just as she is an apt narrative
springboard for Stevan’s revelations about his heavily mediated auto-image (meta-im-
age). The pathos of the older Stevan’s ruminations reveals him as a “dreamer [at the
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life’s close] between nightmarish images” (147). And although “his love towards his
country and his people increased with a raising awareness of their shortcomings
[and] these two concepts complemented one another in a strange way to build an
undefinable but wholesome national feeling”, Stevan admits that:

For forty years now, I have not been able to look around myself without putting on the
malevolently unbiased Elizabeth’s glasses. When I pass beside a crippled beggar on a dirty
sidewalk with a $ajkaca in his extended hand — not anger, but deep resentment, fills me
when I compare him with Nanka’s descriptions of Zeka Buljubasa or the heroes from
Celopek, Velika Hoéa, Petraljica, but then my inner little oculist, alert and ready, swiftly
changes the glass and I look at the cripple with the green English eye to which the multi-
tude of meanings behind the scene remains impenetrable, the misery laid bare before the
ice-cold scrutiny of a stranger’s insensitivity (147-148).

The growing uneasiness between the husband and wife seems to be, at least indi-
rectly, linked to Stevan’s need to explain his people to Elisabeth and his feeling somehow
accountable for some of his people’s less favorable traits. It is reiterated throughout the
novel that Stevan’s image of his people is neither stable nor static. This image, initially
formed against the mythic-epic background of Nanka’s stories, is mediated by another’s
(the Other’s) perspective. Stevan repeatedly mentions the unbiased green (Elisabeth’)
eyes through which he is only able to see his people. Bespectacled now with these for-
eign “glasses,” Steven feels guilt, remorse and the urgent need to explain to Elizabeth,
albeit indirectly, “those base phenomena [among my people] that I somehow feel per-
sonally responsible for” (149). Elisabeth, on her part, did not feel the same towards
her people, but, interestingly enough, she corroborates her attitude with Dr John-
son’s well-known sentence on patriotism, confirming the “Englishness” of her stance:

There are a lot of English people I like, and a lot I despise, but neither sentiment is be-
cause they’re English. How can I consider myself fully responsible for what I am, how can
I possibly feel responsible for any English trickster’s misbehaviour? Patriotism is a form of
annihilation of the individual. Patriotism is the last refuge of the scoundrel (150).

By the repetitive usage of the color green, the green eyes, the unbiased English
glasses/eyes, even Elisabeths eyes, whenever the image of his people is dark and
embarrassing, Stevan inadvertently admits that it is Elisabeth who influences his view
of (and attitude towards) his people when it is less favorable. These are not Elisabeth’s
eyes, however, as is clear from Elisabeth’s letters to Rachel, but what Stevan thinks her
eyes must be (meta-image). Stevan’s perception of his people (as intense as it is false)
through what he believes are his wife’s foreign eyes blinds him, tragically, to the inten-
sity of a more immediate spectacle - that of Elisabeth’s passionate but futile attempt
at adapting to the new environment and raising Mihajlo as a typical Serbian boy who
will never notice his difference from his peers.

The repeated insistence on Elisabeth’s essential difference resulting from her
“Englishness’, that is, a completely different understanding of the world, might well
be Stevan’s excuse for bad parenting. Piling analogy upon analogy to corroborate
his Bristol tea-house epiphany on the fundamental, final and fatal impossibility of
understanding, Stevan will look for opportunities to highlight Elisabeth’s fundamen-
tal otherness. Using the expressions such as “I noticed perfectly what others, possibly,
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did not”, “what I prophetically sensed was confirmed” (139), Stevan deepens the ste-
reotype/ethnotype, proving the very nature of reality to be mediated by one’s ethnic
background:

Just as the word “sea” does not mean the same to an islander, Elizabeth, and me, born and
raised deep in the continent, as the Sun does not shine in the same way on one raised in
the humid air just off the Atlantic coast and one raised under the southern Mediterranean
skies, so the royal family cannot arouse the same feelings in the people from the land of the
Tudors and Plantagenet and the Balkan-born people, whose king Milan, so recently that it
feels like yesterday, gambled away the state railroad (138).

Stevan, as the focalizer, would present the reader with an image of yet another
mysterious foreign beauty, another femme fatale if it were not for Elisabeth’s letters in
which her fears, her apprehensions, and her disillusionment with her husband burst
open. It is not the environment that intensifies her feeling of foreignness, not even
the first years in the country with the father-in-law who hands out pieces of bread
over the dinner table or the hostile governess Nanka - it is the complacent misunder-
standing of her husband.

The retrospective insistence on destiny-cum-misunderstanding might reveal Ste-
van’s careful rationalization of the subsequent failure of their marriage. Elisabeth has
much to resent in her husband but none of this has to do with his nationality — these
traits are personal and individual, not communal and collective. Presenting Elisabeth
as irreparably foreign to even the closest person to her and pairing the foreignness
with destiny, Stevan desperately tries to find something to account for the subse-
quent family tragedy. Elisabeth’s eyes through which Stevan believes himself to see
his country and his people’s ineptitude, as her letters will show later, scrutinize almost
exclusively his own ineptitude, inefficiency and complacency, which he either does
not see or refuses to see.

Elisabeth Blake is, just like her namesake in Jaksi¢’s tragedy, beautiful, seductive
and extremely sensual. Nevertheless, there is nothing evil in her and there was no
resentment towards the English in the first decades of the 20th century or the mid-
1980s when the novel was written. On the contrary, a pronounced Anglophilia or
even Anglomania could be said to have been present among both the rising Serbian
intellectual bourgeois elite of the 1920s and in the Serbian writer, himself a descend-
ent of the pre-war bourgeoisie, in the twilight of the communist era.

Nevertheless, something of the destructive foreign woman stereotype persisted. The
seemingly innocuous references to Laza Lazarevi¢’s Ana Gutjer, and the epic poem’s
and Laza Kosti¢’s Maksim Crnojevi¢ seem to be an early premonition of bad luck.

Foreign women may be detrimental for the community even when it is not (at all)
their fault. It matters little if their inadaptability and the resulting misunderstanding
are real or counterfeit. Elisabeth, as inevitably and fatally as Irene or Jelisaveta, brings
misfortune upon the family. Giving a painful account of the elderly couple’s late years,
Stevan leaves an unanswered question lingering: Is Mihajlo dead because he wanted
to sever ties with his foreign mother whose entire people were the “class enemy” now?
Did he hurry into his death because he felt he should atone for his unpardonable oth-
erness, for the English ginger of his hair?
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CONCLUSION

In the introduction to The Foreign Woman in British Literature: Exotics, Aliens, and
Outsiders, after outlining the most influential cultural-studies and feminist insights
on the foreign woman, Marylin D. Button concludes:

The full extent of this foreign woman’s powers is not only unknown, it is also to be feared.
Retaining what de Beauvoir considers to be the most fundamental of male myths about
women - that of her essential mystery — the foreign woman herself becomes a foreign
country: alien because of the mystery of her physical self, her marginalized social and
political position, and her unleashed strength, and, in the context of this volume, because
she is literally from a foreign country. Like the uncharted territory with which she is often
associated, she is a world to be explored, colonized, inhabited perhaps, and probably sub-
dued (Button — Reed 1999, xiv).

Our imagology-based analysis has led us to similar conclusions. The narratives
on foreign women originating over a long timespan allow for an interpretation of
the foreign woman characterization against an imagological background, with both
auto-images and hetero-images generated, established and strengthened through
a discursive construction of stereotypes. These stereotypes, although discursive and
fictional in their origin and character, are informative of their respective socio-his-
torical contexts.

The foreign woman is a foreign territory to the folk tradition, it is a foreign ter-
ritory to the 19th century Romanticists and remains such in some modernist narra-
tives as well. The underlying “message” informing the formation of the analyzed rep-
resentation/stereotype resonates across centuries as a warning: the foreign territory
is full of perils, it can be quicksand, and an attempt at exogamous unions might end
in disaster for both parties.

The foreign woman has over time lost much of her real political power and thus
the real power to spell disaster for the whole nation, but some awareness of the pos-
sible danger has persisted. We argue that the intricately intertwined accounts of oral
tradition and official history on foreign female consorts to Serbian rulers have engen-
dered a stereotypical representation of the foreign woman in Serbian literature. As
stated explicitly in Leerssen, a number of different, potentially conflicting ethnotypes
can coexist in our minds without ever colliding (2016, 24). We have traced one such
trajectory and concluded that the stereotype of the destructive foreign woman has
retained its power and semantic potential for centuries. This particular set of traits
pertaining to the stereotype, as we have tried to show, owes its persistence to the
communal trauma experienced after the demise of the Serbian medieval state and
throughout the subsequent brutal Ottoman reign. In Serbian folk tradition, the com-
munity’s system of values and code of conduct was perceived as superior to hard
facts. The complicated geo-strategic dynamics that led to the fall of the ruling dynas-
ties and enslavement of the people, was understated, while the role of the foreign
women in power was overemphasized.

With the advent of Romanticism, which used the patterns of oral tradition with
both vigour and excitement, the demonized stereotype of the foreign woman was
re-triggered from the collective memory. The foreign female is perceived as a disrup-
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tive factor, the cause of instability, and a kind of an alibi (justification) for a turmoil or
a catastrophe, that would have ensued even if the female consort had not been on the
throne. As an extremely powerful catalyst for the ruling families’ demise, she is, by
extension, the nemesis of the whole community. The community thus reconstructed
the communal past against the symbolic and mythopoetic backdrop of the collective
memory.

Our analysis of Seleni¢’s novel has shown that the stereotype of the dangerous
foreign woman/bride has lost some of its attributes over time (most prominently, the
possibility to exert real political power), but that her position is still defined by her
non-belonging: she is an individual irreconcilably at odds with the community. Sele-
ni¢’s Elisabeth as much as JaksiCs Jelisaveta exists in an “in-between space” (Bhabha
1994), in a “no-man’s land” between her own and the socio-cultural context of the
marital other.

If an exogamous marriage does occur, the women will not adjust to the customs
and tradition of the country they come to — most of them unwilling, others unsuc-
cessful or not even given a chance - stating explicitly or implicitly the implied dom-
inance of their own culture (Seleni¢’s Elisabeth desperately tries to adapt, but despite
her ardent desire to bring up her child as a proper Serbian boy, it is only the English
notions of propriety that she can instill in her offspring).

It can be argued that the activation of such a stereotype derives from the “fatal”
women’s country of origin having territorial pretensions to Serb-populated lands or
its being otherwise inimical (hypocritical, unhelpful, betraying allies or those trying
to make the people convert) to the Serbian people or culture and not from any inher-
ent xenophobia. Serbian folk tradition is no more misogynist than other patriarchal
traditions. If gender inequality is present, it affects Serbian and foreign women alike.
The more sharp-witted, willful and determined a woman is, the more dangerous
she is, since she presents a challenge to the patriarchal, male-dominated world. The
womans traditionally complementary, nurturing role is thus heavily compromised.
Challenging the established patriarchal roles, the foreigner challenges the very foun-
dations of the world-view held by the community, the “God-given” order is disrupted
(the auto-image corrupted) and the community faces divine punishment (loss of
freedom, depopulation, loss of children).

The stereotype has, over time, lost its sharpness but it can be argued that even the
perceived fatality and the inescapable tragedy surrounding the marriage of the pro-
tagonists of the 20th century novel drew its power from this stereotypical representa-
tion of the foreign female. The foreign female is a powerful force to be reckoned with.
Her impact on the community, small and large alike, can be detrimental.
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The cursed foreign bride in Serbian literature: An evolution or a dissolution
of a stereotype?

Stereotypes. Foreign women. Imagology. Serbian literature.

The paper traces both the trajectory of and possible reasons for the survival of the destruc-
tive foreign bride stereotype in Serbian literature. The authors focus on two prominent epic
narratives, that of Irene Kantakouzene, the wife of Serbian Despot Durad Brankovi¢ and that
of Venetian born wife to Purad Crnojevi¢, the ruler of Zeta, in different renditions, both
folk and authorial. In the (pre)Romantic narratives foreign women are power-hungry lawful
wives to Serbian princes and the imminent fall of the dissolved Empire is wrongly attributed
to them. The popular (re)construction of the traumatic was unquestioningly transferred into
authorial narratives by Romantic Serbian poets: foreign ladies ruined their Serbian royal hus-
bands and, consequently, the people. Born and raised in this tradition, Slobodan Seleni¢’s Ste-
van Medakovi¢ disregards the patriarchal code and marries his English sweetheart. However,
despite her spirited character, both Elisabeth’s actual otherness and her husband’s notions of
it, will prove an insurmountable obstacle to domestic happiness of the daring young couple.
The authors touched upon complex discursive mechanisms which (re-)produce otherness
and tried to identify textual chronotopes and elements of cultural anthropology that govern
the symbolical characterization of the foreign woman.
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Slovnik slovenskych prekladatelov umeleckej
literatiiry. 20. storocie. A - K a L — Z (2015,
2017) je ve svych dvou dilech na poli déjin
prekladu a translatologie obecné mimo-
fadnym pocinem. Prvni, biblicky aluzivni
véta ,,Na pociatku bolo slovo a na pociatku
porozumenia slovu bol preklad® (15) uvodni
rozsahlé studie ,,Kontexty slovenského ume-
leckého prekladu 20. storo¢ia“ Katariny Bed-
nérové oznamuje, ze preklad byl a je predpo-
kladem literarniho zivota Evropy od pocatki
jeji kulturni existence. Pfesto ma problémy
- bereme-li v tvahu dobu, kterou Slovnik
pokryva — ziskat kredit literarni tvorby a také
byt z pohledu literarni historiografie do lite-
rarnfho déni nalezité integrovan. Proto je
dané historiografické a lexikografické dilo
dvou hlavnich editorek, Olgy Kovacicové
a Marie Kusé, a velkého triceticlenného
kolektivu tak zavazné — skutecné prokazuje,
ze ptivodni a prekladova tvorba, spisba, jsou
(slovy Katariny Bednarové) spojené nadoby,
a to jak esteticky, tak myslenkoveé, ideologicky
a sociologicky. O takovémto vnimani jejich
koexistence, o tom, Ze komplex obojiho druhu
slovenské literarni tvorby je vidén opravdu na
poli literatury obecné ¢ili generdlni (ne pouze
nérodni), vypovida i fakt pivodce a (spolu)-
vydavatele Slovniku: Je jim Ustav svetovej
literatdry SAV. Protoze soucasti recenze bude
hledisko, které komparuje situaci slovenskou
a &eskou, ptipomenu, ze AV CR jiz v roce
1993 zrusila ve svém Ustavu pro éeskou a své-
tovou literaturu onu ,,svétovou“ sekei, ¢imz se
v ném ke své odborné skodé také podstatné
zbavila rozméru generdlni literatury.

Kazdy dil Slovniku, A-K a L-Z, obsahuje
nejen heslat zahrnutych prekladateld, ale
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také jmenny rejstiik literarnich osobnosti
zminovanych v heslech i v ivodni studii, tedy
zejména prekladanych autoru i autorek, ale
i dalsich, ktefi figuruji v souvisejicim literar-
nim déni. Vznika tak v podstaté aplna biblio-
grafie slovenského prekladu 20. stoleti, pri-
¢emz mnoho informaci jak v uvodni studii,
tak v heslech zasahuje do 19. stoleti. Uvodni
studie Bedndrové je komplexnim vykladem
déjin slovenského prekladu v podstaté do
roku 2000, ktery vyuziva nékolika hledisek —
ideového a ideologického, literarné historic-
kého, kulturné politického, sociologického
a institucionalniho. Kazdy dil Slovniku dale
nabizi seznam vybérové sekundarni litera-
tury, ktera se vaze k déjinam (hlavné sloven-
ského) prekladu vSeobecné; ktera se tran-
slatologicky ¢i recepcné vaze k jednotlivym
cizim literaturdm; a v dal$im samostatném
oddile rovnéz k praci nékterych prekladatel-
skych osobnosti.

Nutno fici, Ze podobného probadani se
Ceskému modernimu prekladani zdaleka
nedostalo; databaze ¢eskych prekladatelskych
osobnosti a databaze ceského uméleckého
prekladu po roce 1945, které jsou k dispozici
na strankach ceské Obce prekladatelt (http://
databaze.obecprekladatelu.cz/), nejsou zda-
leka tGplné. Nejen cesky kulturni prostor by
se mél slovenskym Slovnikem inspirovat pre-
devs§im proto, ze slovenska, podobné jako
¢eskd a mnoho jinych malych kultur, jsou
kulturami prekladajicimi - neurcuji trendy
a estetické vyboje svétového literarniho déni,
ale vnimaji je v prekladech, které také tvori
zasadni cast jejich knizni produkce. Slov-
nik vSak zaroven jasné prokazuje, Ze klast
jakakoli cesko-slovenska rovnitka v oblasti



prekladani postradda déjinné opodstatnéni.
Podle Katariny Bednarové slovenska kultura
byla a je na preklad odkazand. V 19. stoleti
to platilo i pro kulturu ¢eskou, ale v jinych
geopolitickych a socidlnich souvislostech.
Koexistence katolicismu a protestantismu
na Slovensku, spolu s faktem, Ze vzdéla-
nost dlouho nesli duchovni, se projevovala
ve sporech o podobu spisovné slovenstiny,
a vstupovala tak i do jazyka prekladd. Oproti
Cecham, kde se v druhé poloviné 19. stoleti
CeStina postupné etabluje jako ,narodni
kulturni jazyk vedle tfedni i ve spole¢enské
komunikaci stale zivé némciny, je Slovensko
nehomogennim jazykovym a kulturnim pro-
storem az do konce 19. stoleti. Vedle uredni
madarstiny zde spolu ,ndrodné“ soupeti pét
jazykovych konfiguraci: latina, (katolicka)
bernolakovskd  slovenstina, (protestant-
skd) biblicka cestina, slovakizovana Cestina,
$tirovska slovenstina. Vznikaji preklady
do vSech téchto pouzivanych verzi, nékdy
i paralelné. To pochopitelné zpozduje vznik
jednotného ,,narodniho® jazykového védomi,
které navic — kdyz se béhem druhé poloviny
19. stoleti (od zasadni Stirovy kodifikace slo-
venstiny v Nduce reci slovenskej, 1846) az do
obdobi mezi svétovymi valkami konstituuje
- paradoxné spiSe zbrzduje preklddani nez
naopak: Kulturni tlak je vyvijen primarné na
puvodni slovenskou tvorbu.

Jestlize vétSinové ideové estetické pri-
stupy ke slovenskému prekladani z cizich
literatur se az do obdobi mezi valkami nedaji
vysledovat (na rozdil od ceskych, vznika-
jicich uz v pribéhu 19. stoleti — viz Ceské
teorie prekladu I Jitiho Levého, 1957), rodi
se z jazykové nehomogennosti ve sloven-
ském prostoru velmi specificky vnitrojazy-
kovy preklad, ktery existuje i ve 20. stoleti.
Jeho pociny jsou zaznamenany v dal$im
uzite¢ném rejstitkovém oddilu Slovniku -
v Seznamu piekladatel z jednotlivych lite-
ratur (v dilu L-Z), jehoz &ast II (jesté dale
pozoruhodné ¢lenénd) se nazyva ,Vnutro-
slovensky prekladovy priestor. Diky jeho
odkaziim se lze napiiklad docist o prekla-
datelské praci dvou raznych generaci: Filo-
log, literat, univerzitni pedagog a preklada-
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tel Adam BZzoch (nar. 1966) prekladd nejen
z nizozemstiny a némcdiny, ale i ze slovenské
tvorby, a to Stir@iv némecky text Slovanstvo
a svet budicnosti (1993); Viliam Turcany
(nar. 1928) prelozil z bernoldkovstiny poe-
zii jednoho z otct slovenského prekladatel-
stvi Jana Hollého (1785-1849, prekladatel
Aeneidy) a d. Do mnoha hesel Slovniku se
promita fakt, ktery také podotyka uvodni
studie: Po 2. svétové valce se velkd cast slo-
venskych prekladatelti a prekladatelek opird
o vysokoskolské filologické vzdélani, jehoz
soucasti je studium slovenstiny. Slovenska
jazykovd nehomogennost je minulosti. Co
véak Katarina Bedndrova vysvétluje jako
dédictvi minulosti, konkrétné dédictvi cha-
rakteristické polyglosie (ve vzdélaném svété
duchovnich existoval v 19. stoleti bilingvis-
mus pri uzivani latiny a cestiny/slovenstiny,
pozdéji trilingvismus roz$ifeny o némcinu),
je skute¢nost, Ze mnoho prekladajicich osob-
nosti 20. stoleti prevadi literarni texty z vice
jazykua. Viliam Turéany, nositel mnoha pre-
kladatelskych a kulturné komunika¢nich
ocenéni, je prekladatelem ze $estnacti jazykda,
i kdyz z deseti z nich prekladal ve spolupraci
s jinymi odborniky. Castd schopnost tako-
véto jazykové a kulturni mnohosmérnosti
a vile po ni se zda byt slovensky jedine¢na;
v ¢eském prekladatelstvi se vyskytuje velmi
ztidka. Nabizeji se tim otazky pro kulturni
a socidlni psychologii.

Jinym jedine¢nym a s ¢eskym prostorem
malo srovnatelnym rysem slovenského pre-
kladani, ktery opét vystupuje jak z tvodni
studie, tak z hesel, je kulturné silnéjsi orien-
tace na Rusko (ptipadné Sovétsky svaz). Trva
evidentné od dob ¢esko-slovenského obro-
zenského panslavismu pres zdjem o rusky
realismus v druhé poloviné 19. stoleti a pres
»hladanie pozicie medzi Vychodom a Zapa-
dom® (slovy Laca Novomeského z diskusi
literatu, citovanych Bednarovou) v relativné
ideologicky svobodnych chvilich za prvni
republiky a tésné po valce. Spolu s tim vyvsta-
vaji otdzky o historické kontinuité sloven-
sko-ruskych vztaht, o geopolitickém vlivu,
kdy Rusko mtize predstavovat pomyslny stit
proti madarskému uatlaku. Na tyto otazky
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dany Slovnik vsak spiSe neodpovidd. Jestlize
po roce 1948 prichazi literarné prekladatel-
ské zaméreni na Sovétsky svaz jako kulturné
mocensky diktat, je mozné ze Slovniku usu-
zovat, ze slovenské prekladani jej dokdze
zpracovat s men$im sebezapfenim nez ceské.
Mnoho prekladatelti a prekladatelek se na
svou dréhu pripravilo studiem slovenstiny
a rustiny; v jiz zminéném Seznamu preklada-
teltl z jednotlivych literatur najdeme vyrazné
nejvice jmen v oddilu Ruska literatura. Jed-
nim prikladem vynalézavého slovenského
prekladu z rustiny mtze byt tvorba Ruzeny
Dubravové, kterd v 50. letech 20. stoleti
vystudovala slovenstinu a rustinu na Filozo-
fické fakulté Slovenské univerzity v Bratislavé
(béhem této dekady opét pojmenované Uni-
verzita Komenského), zac¢ala v 60. letech pte-
kladem ruského kritického realisty 19. stoleti
Grigorovice, pokracovala Erenburgem, pak
byla béhem normalizace nucena kulturnimi
poméry preklddat soudobou sovétskou lite-
raturu, ale prekladala s jistym vzdorem vuci
ruské hegemonii - pfes rustinu - neruské
autory: Predstavila slovenskym ¢tendrtim
autory estonské a arménské ¢i moldavského
autora a dramatika Druceho a jejich kulturni
a stylovou specifi¢nost. V tzv. perestrojko-
vém obdobi (80. léta) prelozila hru kritika
sovétskych pomért Gelmana.

Jak ukazal ,ptipad“ Ruzeny Dubravové,
maji hesla ve Slovniku vysokou translatolo-
gickou informativnost a omezuji se vétSinou
na pracovni zivotopis. (P¥ibuzenské vztahy
jsou osvétleny pomérné spore, takze zdjemce
upozornény Bednarovou na ,,prekladatelské
dynastie® pfijde pomérné zkratka. Na druhé
strané je ulevou, ze nemusime vnimat, ¢imi
manzelkami byly zahrnuté prekladatelky.) Je
ptinosné a v lexikografii literarniho prekladu
malo obvyklé, Ze se hesla snazi i o rozbory
a hodnoceni zptisobt prekladu zahrnutych
osobnosti, i kdyz obraty jako ,,s dérazom na
vernost originalu® ¢i s ,vynimoénym citom
pre ducha slovenciny® (101) a d. se v rtiznych
variantdch opakuji az prili§ ¢asto a postra-
daji hloubku. Pokud jde o Dubravovou i d.,
je zminén dokonce nazor kritiku jejich pre-
kladt - slovenska mira Zivosti kritiky pre-
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kladu by v budoucnu stdla za porovnani
s Ceskou, kterd jen uboze skomira.

Vedle tradi¢ni i politicky vynucované ori-
entace na rusky kulturni prostor existuje ve
slovenském prekladani také tradice a konti-
nuita zna¢ného zdjmu o jiné slovanské lite-
ratury, predev$im jihoslovanské a o polskou
- coz se jevi byt opét markantnéjsi nez v ces-
kém kulturnim prostoru. Rada osobnosti
preklada z vice slovanskych jazykd, napri-
klad Vitazoslav Hec¢ko (1919-1972) pte-
kladal ze slovinstiny, chorvatstiny, srbstiny,
polstiny, rustiny a cestiny (vedle toho jesté
z francouzstiny, kterou vystudoval; z ital-
$tiny, Spanélstiny a némdiny). Slovnik pro-
kazuje, Ze polska kultura ma pro slovenskou
velky vyznam jiz od 19. stoleti: Je silné kato-
lickd, coz rezonuje predev$im ve slovenskych
katolickych kruzich, kterym je bliz$i nez pro-
testantské ¢i malo religiézni Cechy; polstina
se v zavéru 19. stoleti stava dal$im zprostted-
kujicim jazykem prekladti z jinych cizich
literatur — vedle latiny, CeStiny a némdiny,
z nichz se preklady z cizich literatur takzvané
z druhé ruky potizovaly jiz pfedtim. Dlouhy
seznam prekladatelti 20. stoleti z polstiny
je jen o malo kratsi nez seznam téch z ces-
tiny. Z polstiny - vedle jinych jazykt véetné
madarstiny a némciny - prekladal i pravnik,
polyglot a basnik Pavol Orszagh Hviezdoslav
(1849-1921), podle Bednarové zakladatel
moderniho slovenského prekladatelstvi. Ten
véak mél své osobni vyhranéné divody pro
vybér z cizich literatur: Klasicka svétova, pre-
devsim romanticka dila (z polské literatury
Mickiewicz, Stowacki) se méla v prevodu
stat soucasti slovenského kulturniho dédictvi
a méla rozvijet moznosti slovenské reci.

Hviezdoslava by jist¢é neurazil soud
o tom, ze v sobé ve slovenském kontextu
spojoval prekladatelské ambice a vykony
Josefa Jungmanna i Josefa Vaclava Slddka, a¢
byl jeho vzorem Jaroslav Vrchlicky, s nimz
sdilel napiiklad snahu prelozit Goethova
Fausta i presvédleni o tom, Ze basniktv bas-
nicky preklad je svébytny umélecky ¢in. Mél
k Cechdm ,bratrsky*, jesté spie obrozenecky
postoj; vnimal Ceské literarni a prekladové
déni spis jako povzbuzeni pro slovenskou
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kulturu nez jako brzdu, kterou se v riznych
smérech v priibéhu ¢eskoslovenské existence
jisté stavalo. Neprozil jesté naplno cesky
statné kulturni paternalismus a ¢echocent-
rické snahy a vlivy, které jsou v tvodni studii
velmi decentné a sttidmé zminovany; sam ve
své prekladové tvorbé ignoroval, Ze by ceské
prekladové texty mély substituovat preklady
slovenské.

Substitu¢ni role ceskych prekladil jisté
brzdila samostatnou slovenskou literarni
komunikaci se svétem. Je to patrné pri srov-
navani, kdy se jaka kanonicka dila objevila ve
slovenském a v ¢eském prekladu. Pres patrné
opozdéni slovenskych prekladu existuji ale
také podivuhodné paralely soucasné cesky
i slovensky objevovanych a prekladanych
autort, dél nebo literarnich vztaht: Bas-
nik, prekladatel a redaktor Jan Buzdssy (nar.
1935) prekladal a casopisecky vydaval od
60. let jak americkou beatnickou poezii, tak
poezii Ezry Pounda, coz evokuje podobny
- a spojity — prekladatelsky zdjem o beat-
niky a Pounda u predniho ¢eského prekla-
datele 2. poloviny 20. stoleti, Jana Zabrany.
Slovenské i ceské knizni preklady basnika
Ginsberga a Pounda v§ak mohly byt vydany

az v 90. letech — neprekvapuje, ze Bednéarové
ustrojna kulturné politickd periodizace slo-
venského prekladani, rozlisujici v socialistic-
kém obdobi ¢tyti ruzné dekady, v podstaté
odpovidd ménicim se podminkdm ceského
prekladani v té dobé. Deliberalizace, ktera
v celém staté zacala na prelomu 60. a 70. let
s tzv. normalizaci socialistickych pomér,
postihla na Slovensku distribuci jiz vydaného
piekladu Pasternakova Doktora Zivaga, ktery
vytvotila vyznamnd prekladatelka a literatka
Zora Jesenska (1909-1972); soubéziny cesky
preklad tohoto romanu z pera Jana Zabrany
uz ani vyjit nemohl.

I kdyz se tu a tam pordd zaniku Ces-
koslovenského souziti z rdznych davoda
lituje, pro samostatnost a svobodu slovenské
kultury a jeji literarni komunikace se své-
tem mél a ma rozpad tohoto souziti klicovy
vyznam. Doufejme, Ze si téchto dulezitych
hodnot bude slovenské prekladani uzivat
a ze je dokdze vyuzivat tak, aby nenapliiovalo
dosti chmurny obraz jeho stavu na prelomu
tisicileti, ktery vykresluje velmi pfinosnd stu-
die Katariny Bednarové.

EVA KALIVODOVA
Univerzita Karlova, Cesk4 republika

IGOR TYSS: Teoretické a materialové sondy do praxeoldgie a dejin prekladu
americkej literatdry na Slovensku v obdobi socializmu. Mlada tvorba a Beat

Generation

Nitra: Univerzita Konstantina Filozofa v Nitre, 2017. 166 s. ISBN 978-80-558-1237-3

Takmer akykolvek spoloc¢ensky fenomén
odréza danu dobu a explicitne ¢i implicitne
v flom vznika mikrosvet, ktory doplha moza-
iku ,velkych dejin“ spolo¢enského kontextu.
Dovolte mi citovat amerického politologa
Samuela Huntingtona: ,,Kto sme, vieme, len
ak vieme, kto nie sme, a ¢asto len ked vieme,
proti komu (¢omu) sme“ (The Clash of Civi-
lizations and the Remaking of World Order,
1996 - Stret civilizaci: Boj kultur a proména
svétového tddu, 2001). A prave na otazku,
kto sme, alebo lepsie povedané, kto nie sme,
implicitne odpovedd kazdy historiograficky
vyskum. Vynimkou nie s ani dejiny pre-
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kladu. Za akymkolvek prekladom sa skryva
pribeh niekolkych Iudi a ich odovzdania sa
freudovskému superegu, pripadne pribeh
ich aktivneho ¢i pasivneho boja s nim. Pre-
klad tak nikdy nevznika vo vzduchoprazdne.
Ak Max Weber definuje kultaru ako skryty
koneény vysek zo zmysluprazdnej nekone¢-
nosti svetového diania, ktory je obdareny
zmyslom a vyznamom, mdzeme konstatovat,
ze v prekladatelskych projektoch, v tomto
pripade najma medzi perifériou a jadrom,
prebieha neustaly zapas o odli$enie nie¢coho
»dolezitého“ od ,neddlezitého® Literarni
dejatelia teda porovnavaju ,univerzalne®
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hodnoty oficidlnej kultary so silou idei. Nie
ndhodou je translatolégia interdisciplinar-
nou ¢i multidisciplindrnou vedou, ktord musi
zohladnovat niekedy az sizyfovské mnozstvo
neraz naoko si odporujucich faktov.

V takychto intenciach sa bezpochyby
nesie aj vyskum Igora Ty$$a zdokumentovany
v monografii Teoretické a materialové sondy
do praxeoldgie a dejin prekladu americkej
literatry na Slovensku v obdobi socializmu,
v ktorej mapuje dejiny prekladu americkej
literattry na Slovensku v rokoch 1956 - 1970,
predovsetkym na periférii vtedajsieho literar-
neho systému, vo vyznamnom genera¢nom
Casopise Mladd tvorba. Ten spéjal starSich
autorov a kritikov so silnou formujtcou sa
generaciou prozaikov, dve skupiny mladych
basnikov s mladou generaciou literarnych
kritikov, a aj v rdmci myslenia o preklade
zohraval neodskriepitelnu rolu.

Autor vychadza z pomerne $irokého dia-
pazoénu teoretickych prac z translatologickej
sféry. Spominané obdobie sa vyznacuje tym,
¢o André Lefevere nazyva nediferencovanym
patronatom - teda takou spoloc¢enskou situa-
ciou, ked su tri komponenty (ideoldgia, eko-
nomika a spolocenska prestiz) koncentro-
vané v jednej osobe ¢i indtitdcii — a vyraznym
politickym gestom. Tieto faktory ovplyviio-
vali celd kultdrnu sféru, preto je prihodné
sledovat reciprocitu a dynamiku medzi
indtitucionalizovanym centrom literarneho
systému a slobodnejsimi, hoci neraz ostra-
kizovanymi perifériami v podobe literarnych
¢asopisov. Kym jadro polysystému v danom
obdobi vyrazne ovplyviioval tlak politického
simulakra, na perifériach prebiehal zapas
o buducnost jadra a vznikali ostrovy slobody
vyrazu, ktoré sa vSak museli schovavat za
viditelny plast oficidlnej kultary. Ako zistuje
Igor Tyss, literatura v danom obdobi exis-
tuje v juxtapozicii protichodného. Na jednej
strane je pritomna snaha vyplnit biele miesta
prekladom, na strane druhej do kultary zasa-
huje vyraznd politizacia - vytvdra normu
spolo¢nosti a menej kontrolovana periféria
tak posobi nonkonformne.

Vzhladom na uvedeny kontext vychadza
Igor Ty$$ predovietkym z tedrie polysysté-
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mov Evena-Zohara, z popovicovského vni-
mania praxeoldgie a socioldgie prekladu
(obohatenej o historicky aspekt), z Pymovej
dynamickej kauzality a Bourdieuho socio-
logického konceptu pola. Ako priznava sam
autor, jeho praca predstavuje odklon od tra-
di¢nejsieho pristupu, ktorého zakladom je
interpretacia a text. Svoj pristup definuje ako
historickti praxeoldgiu prekladu. Takyto pri-
stup chape vsetkych cinitelov literatary ako
Zivé bytosti (¢o sposobuje zna¢né metodické
tazkosti) a preklad vnima ako funkéne zame-
ranu a cielavedomu prakticka ¢innost. Tato
historicka praxeoldgia pokryva oblasti spolo-
¢enského vplyvu prekladu, dynamiku vztahu
medzi kultdrnou politikou a prekladatelskou
¢innostou, oblast historickej kritiky pre-
kladu, dejin redakcie, prekladatelskych insti-
tucii, spoloc¢enskych uloh didaktiky prekladu
a prekladatelskych pomocok.

Autor metddu definuje na zaklade svojho
vyskumu: mapuje autorov beatnickej gene-
rdcie v uz spominanom generacnom caso-
pise Mladd tvorba, v Case, ked sa podla jeho
zisteni ozivovali a systematizovali kontakty
s americkou literattiirou, ktoré st vsak z celko-
vého hladiska velmi difdzne. Okrem vyskytu
prekladov skiima habitus ich prekladatelov,
texty, paratexty, metatexty ¢i vplyv oficidlnej
kultary na diskurz ¢asopisu. Nechybaja ani
kuloarne rozhovory s dejatelmi casopisu,
teda tzv. oral history. Prave tato treba vnimat
ako neodskriepitelnu sucast in$trumentaria
empirickych dejin.

Aby sme dokazali porovnat jadro s perifé-
riou, je nutné najskor poznat jadro. Ako uva-
dza autor, odkazujtic na niekolko doterajsich
vyskumov daného obdobia, pocas éry socia-
lizmu sa na kniznom trhu objavili len dve
knizné vydania beatnickej poézie. Dokazy
zaujmu o hodnoty beatnickej poézie je teda
nutné hladat v menej kontrolovanej periférii.
V diferencovanom patrondte vznika jadro
polysystému na zéklade ruptdr v periférii,
inak povedané, vydaniu knihy predchadza
casopisecky prispevok. V obdobi socializmu
vSak tato situdcia nenastdva, jadro nereflek-
tuje poziadavky periférie, kedze don zasahuje
politické gesto. Aj z tychto dovodov je vznik
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kanonov americkej literatiry pomerne frag-
mentarny a dochddza k diskontinuite prekla-
dového korpusu.

Vplyv beatnikov bol v$ak napriek vset-
kym tymto prekdzkam podla autorovych
zisteni pomerne znacny. Igor Ty$§ nachadza
medzi beatnikmi a mladou generaciou v sku-
manom obdobi zna¢né paralely. Beatnicky
zivot vnima ako snahu zit podla vlastnych
pravidiel, ¢o oslovilo mladd generdciu, kto-
rej tieto snahy zmarila poaugustova norma-
lizacia. Isté paralely vidiet najmi s basnikmi
skupiny Osamelych bezcov.

V skiimanom obdobi ¢asopis akoby exis-
toval v schizofrenickom stave bytia, azda
podobne ako celd spolo¢nost. Po vyskume
$irokého spektra paratextov (doslovov, pred-
slovov, medailénikov, noticiek, sprav, kritik
prekladu, recenzii s ukdzkami atd.) pricha-
dza Igor Ty$$ s pojmom diskurzna kamu-
flaz. Oznacuje nim snahu prekladatelov ¢i
inych literarnych dejatelov interpretovat
texty v zhode s oficidlnou kultarou v snahe
zabezpecit alebo ospravedlnit ich vydanie,
a tak zakamuflovat diskurz. V ¢asopise sa
preto miesa jazyk casopisu, jazyk ideolédgie
a jazyk ,zivota samého“ a autor tieto jazyky
doékladne rozobera a diferencuje vzhladom
na hlboky historicko-socidlny kontext ich
autorov.

Vyskum Igora Ty$sa okrem uz uvedenych
prinosov ponuka aj cenny pohlad na korene
myslenia o preklade v danom obdobi, ¢im
splita Levého podmienku o pisani o pre-
klade, ktoré ma zmysel len vtedy, ak prispieva
k nasim znalostiam ¢initelov ovplyvnujtucich
prekladatelski pracu a jej kvalitu. Autor si

véetky tieto fakty nepochybne uvedomuje
a podriaduje im celd metodiku prace. Skad-
mané obdobie deli na roky 1956 - 1959, 1960
- 1963, 1964 - 1970 v suvislosti s najvyznam-
nej$imi historickymi a spolo¢enskymi okol-
nostami. Mladii tvorbu predstavuje v celej jej
$irke: od manifesta¢ného vystipenia Trnav-
skej skupiny cez velka prekladatelska sttaz
zameranu na poéziu a prvé zretelnejie obja-
vovanie sa americkej poézie az po azda najod-
vaznej$ie obdobie tesne pred normalizaciou.
Tys$$ reflektuje najzavaznejSie priestorové
a socidlne determinanty slovenského prekla-
dového priestoru sledovaného obdobia, do
uvahy berie aj simultannu spolutcast ¢estiny
na slovenskom prekladatelskom trhu. Ako
sti¢ast myslenia o preklade v danom obdobi
v Mladej tvorbe sa ukazuju aj dnes pomerne
Casto pertraktované fenomény genera¢ného
prekladu, prekladatelskych dvojic v ramci
prekladu poézie, ako aj didaktiky prekladu.
Samotna analyza obdobi je uspesnou kom-
plexnou snahou analyzovat diskurz a jeho
reciprocitu s jadrom.

Vznik publikicie mozno povazovat za
délezity prinos do historiografie prekladu.
Autor tspesne aplikuje vlastny sociologicky
model historickej praxeolégie prekladu,
ponuka komplexny obraz o jednej z mno-
hych epizdd historického diskurzu a zaro-
ven pripravuje pddu pre dalsi archeologicky
vyskum slovenského myslenia o preklade. Ide
o inovativnu interpretaciu dejin samotnych
odpovedajucu na otdzku, kto sme (ne)boli.

MATE]J LAS
Univerzita Mateja Bela v Banskej Bystrici,
Slovenska republika

KLAVDIA SMOLA - DIRK UFFELMANN (eds.): Postcolonial Slavic Literatures

After Communism

New York: Peter Lang, 2016. 501 s. ISBN 978-3-631-66856-6

Zbornik Postkolonidlne slovanské literatiiry
po komunizme, teda v postsocialistickych
krajinach, je vystupom z konferencie, ktora
sa konala v Greifswalde v oktobri 2014.
Zostavovatelmi st Dirk Uffelmann, profesor
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slavistiky na Univerzite v Passau, a Klavdia
Smola, momentilne pdsobiaca ako hos-
tujuca profesorka na Katedre slavistiky na
Greifswaldskej univerzite. Va¢sinu z osem-
nastich prispevkov napisali nemecki, polski
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a ruski slavisti posobiaci v USA a Nemecku.

Zbornik vychadza z prudu uvazovania
o postsocialistickych kultirach vychodnej
a strednej Eurdpy pomocou teoretickych
nastrojov postkolonializmu, ktory vznikol
v 80. rokoch minulého storoc¢ia ako spo-
sob teoretického uchopenia kultdr byvalych
kolénii Velkej Britdnie. Kym terminy post-
komunisticky a postsocialisticky sa pouzi-
vaju skor ako geopolitické oznacenia, termin
postkolonidlny je znamy ako teoretickd para-
digma, ktord analyzuje S$pecifické prejavy
postkoloniality, akymi su napriklad zmeny
v ponimani ,centra“ a ,periférie®, kultdrna
hybridita, sebakolonizacia a ambivalentny
vztah k predkolonidlnej kulture, strata iden-
tity, nové spdsoby rozptylenia a maskova-
nia moci, kolektivna trauma, vztahy medzi
majoritou a mensinami, tvorba ndrodnych
a rasovych ideoldgii a pod. Od polovice 90.
rokov humanitnovedny vyskum prevazne
v Polsku, na Ukrajine a v pobaltskych kraji-
néach zacal poukazovat na podobnosti medzi
postkolonidlnou skusenostou byvalych kolo-
nif zdpadoeurdpskych krajin v Afrike, Azii
a Karibiku a krajin v minulosti okupovanych
alebo politicky dominovanych Sovietskym
zvazom. Viedlo to k mohutnej vine publika-
cii a vytvoreniu samostatného vyskumného
smeru, do ktorého prispel aj Ustav svetovej
literatary SAV knihou Postcolonial Europe?
Essays on Post-Communist Literatures and
Cultures (ed. D. Pucherova a R. Gafrik; Brill
Rodopi, 2015). Podobnosti v$ak nezname-
naju, Ze tieto situdcie su uplne rovnaké - ako
napisala indickd teoreti¢ka postkolonializmu
Gayatri Chakravorty Spivak v roku 2006 -,
»kazda postkolonialita je situovand, a preto
ind“

Recenzovany zbornik sa odraza od vset-
kych tychto vyskumov, vratane vyskumov
v Rumunsku, Pobalti a Rusku. Zostavova-
telia citujd Madinu Tlostanovd, ze stredna
a vychodna Eurépa sa nachadza ,na krizo-
vatke postkomunistickych, postimperialnych
a postkolonialnych diskurzov, a zdéraznuju,
ze ,Sovietsky zvédz bol kolonidlnou velmo-
cou, ktord ovplyvnila politiku, ekonomiku
a kultaru vo svojej sfére vplyvu“ (13). Postko-
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munizmus je pre nich jasny sociohistoricky
termin, kym postkolonializmus je flexibilny
heuristicky nastroj.

Kniha sa ststreduje na literataru. V akom
zmysle st slovanské literattry po pade komu-
nizmu postkolonialne? Podla zostavovatelov
st postkolonialne vo viacerych vyznamoch:
jednak so zretelom na sociopoliticky kon-
text, v ktorom vznikajd, jednak pre svoje
idey (,postkolonidlne nastavenie mysle®
14), a jednak preto, ze vyuzivaju postko-
lonidlne sposoby zobrazovania. Slovanské
literatiry po pade komunizmu povazuju
Smola a Uffelmann v porovnani s klasickymi
postkolonidlnymi literatdrami za komplex-
nejsie, pretoze v tomto kolonidlnom vztahu
ide o susediace alebo takmer susediace kra-
jiny, vyznacujtce sa jazykovou pribuznostou,
kultarnymi i nabozenskymi podobnostami.
Z toho vyplyva relativnost kategorii moder-
nity a zaostalosti, ktoré nemozno povazovat
za viac ako ,,kultdrne simulakrum® (15), ako
aj Casté prelinanie sa kolonizatorskej a kolo-
nizovanej identity.

Prispevky v knihe teoreticky osciluju
medzi dvoma zdkladnymi pélmi: na jed-
nej strane historickou interpretaciou pojmu
»postkolonidlny“ a na druhej jeho metafo-
rickym chapanim. Niektori autori povazuja
termin kolonializmus za prili§ prepojeny so
zaoceanskymi koléniami zapadoeurdpskych
velmoci a v savislosti so Sovietskym zvi-
zom uprednostiiuju termin postimperidlny
(Frank, Dubasevych). Iné prispevky pova-
zuju sovietsku orientalizaciu istych skupin
obyvatelstva sovietskych republik za vyslo-
vene kolonidlnu (Lipovetsky). Tretim aspek-
tom tejto histdrie je postsovietska sebakolo-
nizacia neruskych etnik, teda povazovanie
vlastnej kultiry za menejcennt a nekritické
prijimanie kultary kolonizatora, v tomto
pripade Ruska, ktoru prejavuji potomkovia
obeti Sovietskeho rezimu (Hagemann).

Kniha nepovazuje vsetku literatdru
vychadzajiacu v postsocialistickom priestore
za postkolonidlnu - do tejto kategérie patria
iba tie diela, ktoré vytvaraju postkolonidlny
pohlad alebo pouzivaju postkolonidlnu este-
tiku. To mozu byt postkolonidlne motivy,
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témy a stratégie, ale aj metatroven post-
kolonialnych konceptov. Z mnohych ana-
lyzovanych diel totiz vyplyva, Ze ich autori
poznaja postkolonidlne koncepty a sebare-
flexivne ich pouzivaju vo vlastnom pisani,
¢oho prikladom je aj uplatiiovanie stratégie
prepisovania autoritativnych narativov (Fin-
kelstein). Vetky prispevky skimajt postko-
lonializmus na urovni textuality — poetiky,
$truktury, rétoriky a trépov -, teda literarnej
performancie postkoloniality. Prispevky opi-
suji narativne stratégie ako nespolahlivost
a hybridnost rozpravaca (Sorochkin), iro-
nicky rozprava¢ (Dubasevych), karnevaliza-
cia (Pavlyshyn) a odcudzenie (Gall). Mnohé
narativy tiez charakterizuje dvojjazy¢nost
alebo mnohojazy¢nost (Finkelstein), konta-
mindcia hegemonickych jazykov ,cudzimi®
prvkami  (Skorczewski) alebo mimikry
(napodobniovanie) hegemonického (Hage-
mann), resp. podriadeného hlasu (Kukulin).
Dal$im typickym prvkom postkoloniality
je sustredovanie sa na priestorové vnima-
nie ako urcujuci zdroj identity: napriklad
zdvojovanie a rozdelovanie geografickych
a pamatovych priestorov (Hausbacher), pre-
krac¢ovanie hranic na trovni geografického
priestoru, sémantiky, epistémy alebo reality
(Bednarczuk), problematizacia alebo inver-
zia priestorovych hierarchii (Chernetsky,
Lecke) ¢i vytvaranie réznych, Casto rozpo-
ruplnych geokultdrnych a geopoetickych
konceptov (Uffelmann).

Ako pise vo svojom prispevku Marko
Pavlyshyn, na postsovietskej Ukrajine mozno
hovorit nielen o postkolonialnej, ale aj anti-
kolonidlnej literatdre, ktord sa snazi nielen
zborit kolonidlne $truktdry dominancie, ale
zaroven vytvorit nové. Ukrajinskej antiko-
lonialnej literatare sa venuje aj Ilya Kukulin,
ktory analyzuje sucasnt ruskojazy¢nu ukra-
jinska poéziu ako prejav odporu voci ruskej
anexii Krymu a vojenskej intervencii v Don-
base. Paradoxne, jednym z postkolonialnych
trendov v polskej literature, ako ho opisuje
Dariusz Skorzewski, je ,,postcolonial disawo-
val®, teda odmietanie snah zaoberat sa komu-
nistickou minulostou a sovietskou dominan-
ciou. Vysledkom je tzv. kozmopolitné pisanie,
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teda narativy, ktoré sa moézu odohravat kde-
kolvek. Naopak, ako piSe Nina Wieda vo
svojej analyze romanu Anderground, ili geroj
nasego vremeni (Underground alebo Hrdina
naSich cias, 1998) ruského autora Vladi-
mira Makanina, kolonializmus sa v Rusku
neskon¢il v roku 1991, ale pokracuje for-
mou internej kolonizicie, teda psychologic-
kou manipulaciou ludi. Internt kolonizéciu
v postsovietskej ruskej literattre analyzuje aj
Mark Lipovetsky. Predmetom jeho zdujmu
st autori ako Dmitrij Bykov, Viktor Pelevin,
Boris Akunin a Sergej Lukianenko, ktorych
diela literarne spracuvaju imaginarnu identi-
fikdciu so zdpadnou kultdrou. Dubasevychov
prispevok analyzuje homofébiu v postsoviet-
skych ukrajinskych filmoch ako pochmurnu
stranku ukrajinského antiimperialneho boja
a slept $kvrnu v demokratickej kulture Ukra-
jiny, ktora je prejavom postkolonidlnej mar-
ginalizacie inakosti usilujicej sa o vytvaranie
homogénnej identity.

Susi K. Frank sa vo svojej kapitole zao-
berd multindrodnou sovietskou literatarou,
ktord napriek imperidlnej sovietskej straté-
gii ideologickej a estetickej homogenizacie
vytvorila vysoko integrovany transnarodny
literarny priestor. Ten po pade komunizmu
vydlazdil mnohym autorom cestu k sveto-
vej literatire. Klavdia Smola sa ststreduje
na dvoch postsovietskych autorov neslovan-
ského povodu (Ilja Vartanov a Eremej Aipin),
ktori pisu o kolektivnej traume svojich naro-
dov na okraji ZSSR (genocida a deportacie)
vo forme literatdry faktu. Napriek tomu, Ze
narativne subjekty st zobrazené ako obete
sovietskeho imperidlneho rezimu, zaroven
prejavuju znaky komunistického a impe-
ridlneho myslenia. Tato ambivalentnost
Smola identifikuje ako typicky postkoloni-
alnu. Podobnt rozporuplnost nachadza aj
Yuri Sorochkin v dielach rusko-c¢ecenského
autora Germana Sadulaeva, ktorého dvojaka
identita zaraduje medzi byvalych koloni-
zovanych a zaroven kolonizatorov. Dirk
Uffelmann vo svojej kapitole analyzuje dielo
tatarsko-ruského autora Ildara Abuziarova
ako priklad poetiky postkolonidlnej hry, pri-
¢om zvlastnu pozornost venuje reprezenta-
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cii kolonizovanej maskulinity. Predmetom
zaujmu prispevku Madlene Hagemann je
literarna reprezentacia ekonomickej migra-
cie z Kaukazu do Moskvy v postsovietskej
ére v romane Gastarbeiter (2007) azerbaj-
dzansko-ruského autora Eduarda Bagirova.
Hlavna postava sa snazi vymanit z pozicie
etnickej a socidlnej marginalizacie prija-
tim moskovskej kultiry, teda sebakoloni-
zaciou. Migraciou sa vo svojom prispevku
zaobera aj Vitaly Chernetsky, ktory analy-
zuje diela dvoch vyznamnych sacasnych
ukrajinskych autorov Jurija Andruchovyca
a Sergeja Zadana ako vyraz postkolonidlnej
mentalnej dislokacie. Monika Bednarczuk
vo svojej analyze sticasnych polskych ces-
topisov poukazuje na to, ze Polsko nebolo
iba kolonizovanym priestorom dvoch vel-
moci (Ruska a Nemecka), ale malo svoje
vlastné imperidlne ambicie a tieto tizby sa
prejavuju v polskej literatre i dnes. Vztah
k postsovietskemu Rusku ako zdsadny prvok
vo vytvarani postkomunistickych identit
je ustrednou témou aj prispevku Alfreda
Galla, ktory analyzuje texty ceskych a pol-
skych autorov a autoriek (Petra Htilova, Bara
Gregorova, Martin Ry$avy a Mariusz Wilk)
ako postmodernt dekonstrukciu predstav
o Rusku. Mirja Lecke sa tiez venuje polskym
autorom, konkrétne Andrzejovi Stasiukovi,
Eugeniuszovi Tkaczyszynovi a Wieslawovi
Mysliwskému, u ktorych nachadza ,,postko-
lonidlny sarmatizmus“ a magicky realizmus
ako prejav postkomunistickej reality.
Posledné tri kapitoly knihy sa venuju
emigrantskym a transnarodnym autorom.
Eva Hausbacher analyzuje texty sucasnych
ruskych a ukrajinskych autoriek pisucich
v nemc¢ine (Olga Martynova, Nellja Veremej,
Julia Kissina, Katja Petrowskaja, Marjana
Gaponenko, Julya Rabinowich) ako transkul-
tarnu literataru, ktord ma potencial transfor-
movat ,velké historické narativy“ modernity.
Jakub Kazecki sa sustreduje na roman pol-
sko-nemeckého prozaika Dariusza Muszera
Der Echsenmann (Jasteri¢i muz, 2001),
v ktorom identifikuje vyrazy imigrantskej
skdsenosti pomocou terminov ako hybridita
alebo odpor. V poslednej kapitole Miriam
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Finkelstein analyzuje texty rusko-americ-
kych autorov a autoriek Garyho Shteyngarta,
Iriny Reyn a Lary Vapnyar, ktoré prepisujt
klasické diela ,,zlatého veku ruskej literatury“
- Gogola, Tolstého a inych - v geste postko-
lonialnej subverzie. Na rozdiel od postkolo-
nialnych africkych, indickych a karibskych
autorov véak v tomto pripade nejde len
o subverziu ruskej, ale aj americkej kultary,
alebo oboch naraz. Samotni migranti nie st
zobrazeni zjednodusene ako obete sovietskej
totality, ale zaroven ako nositelia sovietskej
kolonialnej mentality, ktoru si so sebou pri-
nasaju do USA.

Ako je zrejmé z tohto suhrnu, zbornik ma
nezvycajne $iroky zaber, teoreticka ukotve-
nost, analyticki hibku a venuje pozornost
nuansam. Ukazuje, Ze samotni spisovatelia
a spisovatelky Casto poznaji postkolonidlnu
tedriu a vedome vyuzivaju postkolonidlnu
estetiku a ndstroje postkolonidlnej analyzy.
Takato autorska metareflexia postkolonidlnej
tedrie vSak nie je nevyhnutnym predpokla-
dom pre heuristicky transfer klasickych post-
kolonialnych kategorii do priestoru byvalého
vychodného bloku a ZSSR. Mnohé tieto
koncepty totiz formuluje aj postmoderniz-
mus (hybridita), dekonstrukcia (subverzia
velkych narativov) alebo tedrie svetovej lite-
ratury (transkultdrnost, medziliterarnost).
Viaceré fenomény vsak vystizne pomeno-
vavaju postkolonidlne terminy, napriklad
dislokdcia, sebakolonizacia alebo ,,othering®,
teda konstruovanie inakosti. Kniha ukazuje,
7e téma sovietskeho imperializmu sa nevy-
Cerpala v 90. rokoch minulého storodia, ale
pretrvava v literattre, aby objasnovala stcas-
nost a zaroven ako prizrak minulosti bloko-
nielen pre dal$i vyskum, ale aj pre ¢itatelské
a pedagogické uchopenie postsocialistic-
kej literatury z byvalej strednej a vychodnej
Eurdépy.

DOBROTA PUCHEROVA
Ustav svetovej literatiry SAV, Slovenské republika

RECENZIE / BOOK REVIEWS



GERTRAUDE ZAND - STEFAN MICHAEL NEWERKLA (eds.): Jezuitska kultura
v Ceskych zemich /Jesuitische Kultur in den béhmischen Ldndern
Brno: Host, 2018. 469 s. ISBN 978-80-7577-698-3

Vari ani nemusime osobitne pripominat, ze
jezuiti niekolko storo¢i priamo i nepriamo
formovali kulttru, vzdelanie a vedu v mno-
hych krajinach. Publikacia, ktord vysla pri
prilezitosti osemdesiatin popredného pro-
fesora bohemistiky Josefa Vintra z Ustavu
slavistiky Viedenskej univerzity, sa venuje
jezuitskej kultare v ceskych krajinach. Po
jej precitani vsak mozno povedat, Ze svojim
obsahom i tematicky toto editorské vyme-
dzenie v titule presahuje. Devitnasti prispie-
vatelia a prispievatelky, kolegovia a gratu-
lanti jubilanta nds sprevadzaju po viacerych
stanoviStiach od historie, literarnej vedy,
kulturoldgie, filoldgie az po kinematografiu,
a to nielen v ramci hranic susednej republiky.
Témy publikdcie sa pohybuji v omnoho $ir-
$om geografickom priestore.

Mirek Cejka v prispevku ,Jezuité a jed-
nota bratrskd po $malkaldské valce (ptipad
Jana Augusta a Jakuba Bilka)“ predsta-
vuje jeden z najstar$ich a z nasho pohladu
aj najzaujimavej$ich pramenov k dejinam
jezuitov v Prahe. Dobovy text totiz obsa-
huje pohlad ,z druhej strany“ na pociatky
radu. V memodrovom spise Jana Augusta,
mladého biskupa cirkvi bratskej, ktory sa
na zdklade rozhodnutia krala Ferdinanda
L. ocitol vo vizeni v Klementine, v jezuit-
skom klastore pri Karlovom moste, sa pre-
linaju historické pociatky Spoloénosti Jezi-
$ovej v Prahe so zivotnymi peripetiami Jana
Augusta a jeho diakona Jakuba Bilka. Zau-
jemcov urdite potesi, Ze hoci tento dennik
este len ¢akd na svoje vydanie, je prepisany
a volne pristupny na blogu M. Cejku, ktory
ho doplnil aj kritickymi poznamkami.

Ceskym prekladom diel $panielskeho
jezuitu Juana Eusebia Nieremberga, vzde-
lanca a polyhistora 17. storodia, sa venuje
Alena A. Fidlerova. Detailnymi vysledkami
vyskumu sa usiluje ukézat, ze bez prekladov
jezuitskych autorov do néarodnych jazykov by
bola katolicka reforma nepredstavitelnd.
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Jezuitskym knihdm zo 17. storocia sa
venuje aj Marie Skarpova v prispevku ,,Sldva
¢eské hagiografie. Komparuje hagiografické
prace Ceskych jezuitov Jana Tannera a Félixa
Kadlinského o sv. Vaclavovi. Skarpova eru-
dovane doklada, ze spisovatelskd cinnost
oboch autorov nebola ndhodnd, ale vyply-
vala z jasnych a zavdznych naboZenskych
principov, ako aj z realistického mentélneho
a dobového zivotného usposobenia v Ces-
kych krajinach.

Studia ,,Bohuslav Balbin a jeho vyklady
vlastnich jmen” je dielom dvojice autoriek
Jany Pleskalovej a Jarmily Vojtovej. Pred-
stavuji podiel tohto vzdelanca svetového
formatu na kultivovani identity ¢eského
prostredia. Tento jezuita vSak pritiahol
aj pozornost dalsich autoriek publikicie.
V texte ,Bibliografickd pozndamka ke spisu
Diva Turzanensis Bohuslava Balbina“
dospela Tatdna Vykypélova, vychadzajic
z analyzy takmer dvestostranového Balbi-
novho spisu Diva Turzanensis seu originis
et miraculorum magnae Dei hominumque
Matris Mariae, cujus venerabilis statua,
prope Brunam indicio coelestis lucis in rubis
inventa magno populorum accursu honora-
tur a rekonstrukcie vydavatelskych aktivit
brnianskych jezuitov, k potvrdeniu jeho
autorstva aj v pripade inych knih o Matke
Bozej Turanskej. Michaela Soleiman pour
Hashemi si vo vztahu k B. Balbinovi v§ima
jeho Obranu jazyka slovanského, zvldsté ces-
kého. V prispevku ,,Kontexty recepce Balbi-
novy Obrany od druhé poloviny 17. stoleti
minimélné az do prvni poloviny 18. stoleti“
si v§ima a porovnava pouzivanie Balbinovej
obrany v niekolkych modernych ediciach.

Napriek roznorodosti prispevkov sa
kniha sustreduje aj na taziskové vyskumy
jubilanta, ktorému je venovana. Odbornej
obci je dobre zname, ze J. Vintr sa pocas
svojej vedeckej cinnosti pravidelne vracal
k Svatovaclavskej Biblii (1677 - 1715). Na
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zaklade svojho vyskumu nielen korigoval
star$ie zistenia o vyvoji ¢estiny, ale aj formo-
val pohlad stcasnej bohemistiky. Barokové
Biblia je preto celkom prirodzene i v centre
reflexii trojice prispevkov tejto publikicie.
Prezentaciu najnovsich zisteni s vyuzitim
sti¢asnej kvantitativnej lingvistickej metody
prindsa Robert Dittmann v $tadii ,Jazyk
prekladu velkych prorokt v prvnim vydani
Bible svatovaclavské. Svoju pozornost skon-
centroval na ortografiu a kvantitativny roz-
bor inicialneho #-/ou-. Rovnaky pristup sice
zvolili aj Pavel Kosek a Radek Cech, ale z ich
prispevku ,,Stylové aspekty Biblie svatovac-
lavské — kvantitativni analyza“ je zrejmé, ze
ide o pilotny pokus zistit, ¢i formalizovany
sposob analyzy star$ieho biblického textu
moze byt pre historicky orientovanu bohe-
mistiku zdrojom nového poznania. V zavere
prispevku, v ktorom rozvinuli svoje fundo-
vané poznatky, postuluju limity kvantitativ-
nej metddy a poukazuju na jej obmedzeny
explanacny potencial pri analyze homogén-
neho textu jedného autora. Daldou $tadiou
z tejto oblasti je prispevok Milady Homolko-
vej ,List svatého Jeronyma knézi Paulinovi
v Bibli svatovaclavské®. Tento list bol stcas-
tou tvodov do Biblie, pri¢om mohol rozne
variovat. Autorka ho porovnava s prolégmi
inych staroceskych prekladov.

Pokial ide o barokovu kniznu produkciu
v ¢eskom jezuitskom prostredi, okrem pre-
kladov vzniklo aj mnozstvo povodnej nepre-
kladovej tvorby. Jan Malura v prispevku ,,Voj-
téch Martinides a Matéj Vierius - jezuitska
meditativni préza ve znameni vizualizace
a senzualismu® analyzuje prace dvoch ces-
kych spiritudlnych autorov vo vztahu k naj-
zakladnejs$iemu dielu ignacidnskej spiritua-
lity Exercitia spiritualia z roku 1548. Stidia
zaroven poukazuje na isty sivis medzi exer-
ciciami a rasticim zdujmom barokového
¢loveka o knihy v ceskom prostredi. Bez-
prostrednejsi vplyv na publikum vsak, samo-
zrejme, malo kazatelstvo. Stru¢nu rekon-
$trukciu kazatelskej ¢innosti a povodnych
homiletickych priruciek v ¢eskych krajindch
prindsa Marie Janeckova v stadii ,Cesti
barokni kazatelé a vliv konceptualismu®
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Na zaklade analyzy zachovanych pisom-
nych pamiatok sa Magdaléna Jackova venuje
jezuitskému $kolskému divadlu. V prispevku
»Der verlorene Sohn in jesuitischen Schul-
theaterstiicken aus der béhmischen Ordens-
provinz® (Marnotratny syn v jezuitskych
$kolskych divadelnych hrach pochadzajtcich
z ¢eskej provincie) rozoberd $tyri dramatiza-
cie podobenstva, ktoré vysli z pera ceskych
jezuitov. Aj ked ich primédrna tdloha bola
didakticko-pedagogicka, vyvoj hry po for-
malnej stranke a praca s biblickym nametom
poukazuji na postupnt premenu humanis-
tickej dramy na barokovu.

V jezuitskych domoch sa viedli aj kro-
niky s nazvom Historia collegii alebo Histo-
ria domus. Spociatku sa pisali dobrovolne
a neskodr povinne. Obsah jednej z nich i jej
vztah s inymi sumariza¢nymi textami jezu-
itskej proveniencie priblizuje Katefina Bob-
kovéa-Valentovd v $tadii ,Historia collegii
Znoymensis a dal$i narativni texty k historii
znojemské jezuitské koleje®

Obsahom prispevku Véclava Petro-
boka ,,Jak jsem mluvil, tak myslim, tak
z milosti Bozi také ziv jsem’: Dalsi (edi¢ni)
ptispévek k Zzivotu a pusobeni Stanislava
Vydry SJ“ je kriticka edicia historického
pramenia literarnej povahy, ktorym je Gvod
k Zbierke sviatocnych kdzni z roku 1798.
Zbierku zostavil a Gvod napisal cesky jezu-
ita, matematik a rektor Karlovej univerzity
Stanislav Vydra.

Z hladiska histérie institucionalizova-
ného pestovania Ceského jazyka v druhej
polovici 18. storodia vo Viedni, kde sa na
Terezidnskom kolégiu vyucovala cestina
od roku 1746, zohrali jezuiti svoju dejinnd
ulohu. Ich biografické medailény prinasa Ste-
fan Michael Newerkla v texte ,,Der jesuitische
Anteil am Wiener Beitrag zu den Anfingen
der tschechischen nationalen Erneuerung
in der zweiten Hilfte des 18. Jahrhunderts®
(Jezuitsky podiel k viedenskému prispevku
k pociatkom ceského narodného obrode-
nia v druhej polovici 18. storo¢ia). Para-
lelne s etablovanim jezuitov dochadzalo aj
k narastu poctu $kol a jezuitskych kolégii,
¢o nesuviselo len s poziadavkami rekatoliza-
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cie, ale aj s potrebami mestiactva. Prispevok
»Karel Chocensky und die Jesuiten®, ktorého
autorom je Tilman Berger, riesi otazku, ako
jezuiti zasiahli do Zivota chrudimského sta-
rostu K. Chocenského.

Aktivna ucast jezuitov na rekatolizdcii
¢eskych krajin vsak sposobila, ze sa vyznam
ich posobenia po zmene politického a kul-
tarneho konceptu doby zacal ucelovo redu-
kovat a jednostranne vykreslovat v ¢iernych
farbach. Neslo len o ¢eské $pecifikum. ,,Stti-
pek z kfivého zrcadla: obraz jezuitt v ceské
poezii 1870-1920“ predstavuje analyzu
tohto antijezuitského fenoménu, ktorému sa
venuje Dalibor Turecek. Historickou prav-
dou a fikciou sa zaoberd aj Gertraude Zand
v prispevku ,,Projektion und Fiktion - Jifi
Sotolas Roman Tovary$stvo Jezisovo"

Poslednym prispevkom je text Jifiho
Holého ,Misie jezuitd v Japonsku oc¢ima

filmu Mlc¢eni® Film natoc¢il Martin Scor-
sese podla romdnu japonského katolickeho
autora Susaku Endoa. Okrem toho, ze i§lo
o jednu z filmovych udalosti roku 2017, mal
aj symbolickt premiéru v generdlnom dome
jezuitov v Rime. Jezuitskd komunita nan rea-
govala rozporuplne a zvic$a negativne. Holy
predstavuje svoj pohlad a interpretuje film
vzhladom na jeho spiritudlne posolstvo.
Kniha je po obsahovej i typografickej
stranke zaujimavd a podnetna. Je modernym
a dostojnym darc¢ekom pre jubilanta, kto-
rému bola venovand. Skoda viak, Ze nezasvi-
tena Citatelska verejnost v nej nendjde medai-
l16n oslavenca ani bibliograficky supis jeho
prac, ktoré sa v takomto type prileZitostnych
monografii povazuji za nevyhnutnost.
PETER OLEXAK

Katolicka univerzita v Ruzomberku,
Slovenska republika

KAROLINA CWIEK-ROGALSKA - MARCIN FILIPOWICZ (eds.): Stowianska

pamiec¢/Slavic Memory

Krakow: LIBRON, 2017. 246 's. ISBN 978-83-65705-38-9

Cielom zostavovatelskej dvojice polsko-an-
glickej kolektivnej publikacie je vstupit do
oblasti memory studies s kategdriou ,,slovan-
ska pamit®. Impulzom k uchopeniu danej
problematiky bola konferencia ,,Pamigé na
Stowianszczyznie Potudniowej i Zachodniej/
Memory in Southern and Western Slavic
Cultures®, ktoru organizovali v roku 2015
na VarSavskej univerzite so zamerom zistit,
¢i v priestore vymedzenom riekami Labe
a Bug, Baltskym a Jadranskym morom je
fenomén pamiti skimany podla zapadnych
postupov, alebo ho mozno povazovat za
osobiti metodologicku kategériu. Proble-
matiku paméti v knihe interpretuju autorky
a autori z oblasti literarnej vedy, etnografie,
histérie, sociologie i antropoldgie zo stredo-
eurdpskych a balkanskych pracovisk. Sku-
maju réznorodé médid pamdti v ¢asovom
rozmedzi od 19. storocia po stcasnost v Ces-
kom, chorvatskom, slovenskom, slovinskom
a srbskom priestore. V tejto publikacii v§ak
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chybaju $tudie venované pamiti v polskom
kultarno-historickom kontexte. Vzhladom
na Siroky rozptyl tém a metodologickych pri-
stupov Karolina Cwiek-Rogalska a Marcin
Filipowicz pouzili ako metodologicky rdmec
koncepciu ¢eského historika Miroslava Hro-
cha, ktoru prezentuje v $tadii ,,Memory and
Historical Consciousness“ (Pamat a histo-
rické vedomie). Pamit vnima ako formu
komunikacie s minulostou, ktort vystihuje
tradi¢ny komunika¢ny model: vysielatel —
obsah - prijemca. Hlavné postavenie v tomto
modeli Hroch rezervuje vysielatelovi, moze
nim byt svedok, dokument, priestor, instita-
cia, vlada. Vysielatel rozhoduje o tom, ktoré
obsahy, produkty mnohondsobnej a mno-
hotrovilovej selekcie maju byt zapaméitané
a ktoré zabudnuté vzhladom na politické,
resp. vzdelavacie ciele. Podla autora su pod-
statné okolnosti determinujtce zrod vysie-
latela, ktory ovplyviuje prijemcu cielene
vymedzenymi obsahmi. Vzhladom na $iroké
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sémantické pole pojmu pamit, zvlast kolek-
tivna pamadt, cesky historik poukazuje na
problematiku terminolégie, s ktorou stvisi
volba adekvatnych metodologickych postu-
pov. Zdoéraznuje nevyhnutnost rozlidovat
historické vedomie (znalosti o minulosti) od
historického povedomia postaveného na
podvedomi a mytoch.

KedZe publikdcia je koncep¢ne ¢lenend
podla principov komunika¢ného modelu, aj
napriek velkej tematickej a metodologickej
roznorodosti nepdsobi ako stthrn konferen¢-
nych prispevkov, ale skor ako monografia,
ktorej kapitoly spdja vyhraneny metodo-
logicky pristup. Prva kapitola je venovana
vysielatelom pamiti (,Memory Sender®),
druhd vztahom medzi vysielatelom a obsa-
hom (,Memory Sender and Memory Con-
tents®), tretia vztahom medzi vysielatelom
a prijemcom (,,Memory Sender and Memory
Recipient®).

Problematike koncipovania a selekcie
pamati vysielatelom st venované dva pri-
spevky. V prvom z nich - ,Museum and
Memory: the Diverse Paths of Reception®
(Mtizeum a paméft: rozmanité recepcné
cesty) - analyzuje cesky historik Vaclav
Sixta vizudlne umenie ako pévodcu pamati.
Ststreduje sa pritom na muzejnu prax a film
(memory film) ako najvplyvnejsie médium
kreovania pamiti v si¢asnosti. Ustrednu &ast
Sixtovej analyzy tvori interpretacia prikladov
konceptualizacie pamiti v muzejnej praxi na
troch prikladoch: Narodné muzeum na Vit-
kové a vystava venovand modernym cesko-
slovenskym dejindam, Muzeum Karla Kryla
v Tabore. V analyze pamitovych koncepcii
realizovanych prostrednictvom jednotlivych
vystav autor zdorazinuje ulohu vizudlneho
umenia ako povodcu kolektivnej pamati,
obzvlast traumatickej.

Pozornost si zaslizi $tadia Karoliny
Cwiek-Rogalskej ,,There Was a Chapel and It
Was Demolished. Memory Present in Land-
scape“ (Bola raz jedna kaplnka, ktort zburali.
Pamit krajiny). Autorka v nej zastava nazor,
ze aj priestor moze byt aktivinym subjektom
kolektivnej pamiti. Prezentovany prispevok
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je vysledkom jej terénneho vyskumu na ces-
ko-nemeckom pohrani¢i. Vdaka metodolo-
gii prevzatej z viacerych vednych disciplin
(antropoldgia, histdria, geografia a filozofia)
ukazuje, ako kultarny priestor méze ucho-
vavat pamdt, privolavat spomienky a steles-
novat hodnoty. Takéto ponimanie priestoru
rozdiruje kategoriu svedka pamiti — v situa-
cii, ked bola pretrhnuta kultirna kontinuita,
sa priestor stava subjektom, ktory evokuje
minulé, uz neexistujice udalosti a objekty.

V druhej kapitole publikdcie autorky
a autori skimaji komplex vztahov medzi
vysielatefom a obsahom, predovsetkym
manipulovanie a selekciu obsahov kolektivnej
pamati, ktoré ovplyviuju tvorbu individual-
nej, a najma kolektivnej identity. Koreldciami
medzi institucionalnou tvorbou kolektivnej
identity a selekciou pamétovych odkazov sa
zaoberd Ewa Wrdblewska-Trochimiuk v pri-
spevku ,,The Idea of National Reconciliation
and the Croatian Memory of the Past® (Idea
narodného zmierenia a chorvatska pamat).
Poukazuje na to, ako sa v 90. rokoch 20.
storo¢ia utvdranie pamati stalo v Chorvat-
sku politickym projektom a ako pri zrode
dnesného Chorvatska doslo k tomu, ze tvor-
cami pamiti sa stali v prvom rade politici.
Prostrednictvom analyzy politickych preja-
vov prvého chorvatskeho prezidenta Franja
Tudmana autorka ukazuje spdsob a podoby
koncipovania novodobej chorvatskej kolek-
tivnej pamati, obzvlast uchovavanie spomie-
nok na druhd svetovi vojnu, fasisticka vladu
ustaovcov a partizansku tradiciu. Sucasne
zdoraznuje, aka ulohu v tomto procese plnia
nostalgia, postuldt zmierenia a kreovania
mytologizovanej politickej kontinuity, teda
faktorov, ktoré zasadne prehodnocuju vyz-
nam historickych udalosti.

V dal$ich dvoch prispevkoch autori ski-
maju ako médium pamiti vytvarné ume-
nie. Srbsky intelektual Ivan Colovi¢ v §tudii
»Mit kosowski w komunistycznej Serbii
(Kosovsky mytus v komunistickom Srb-
sku) priblizuje spdsoby premienania obsahu
pamiti v 50. rokoch 20. storo¢ia, v obdobi
tzv. socialistického estetizmu. Na zaklade
analyzy dvoch vytvarnych diel - platna Bitka
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na Kosovom poli Petara Lubardu a pamat-
nika navrhnutého Miloradom Pani¢om-Su-
repom a Aleksandrom Derokom - ukazuje,
ako Titova vlada zapojila tento najvacsi srb-
sky politicky mytus do svojho hodnotového
systému a ako mu boli pridavané zdanlivo
univerzalne vyznamy. Vztahy medzi pamai-
tou a kolektivnou totoznostou skima aj
vyznamny slovinsky kultirny antropolog
BozZidar Jezernik. V $tadii ,,Stone Soldiers
,Fighting’ the War after the Great War®
(»Boj* kamennych vojakov po skonceni Vel-
kej vojny) predstavuje situdciu v medzivoj-
novej Juhoslavii, ked sa utvarala institucio-
nalizovana §$tdtna pamait a $tdtna totoznost,
a to na ukor pamiti a totoznosti jednotlivych
narodov. Autor sa ststreduje na symboly
ucty voci padlym vojakom, ktoré sa stavali
po ukonceni prvej svetovej vojny. Jezernik
vyzdvihuje napitie medzi obsahmi uréenymi
na zapamitanie a tymi, ktoré boli odstidené
na zabudnutie v $tate, kde prislusnici jednot-
livych narodov pocas prvej svetovej vojny
bojovali proti sebe. Autor poukazuje na to,
ako sa v Kralovstve Srbov, Chorvétov a Slo-
vincov spomienka na vojnu stala ideologic-
kym nastrojom boja vladnej moci s nérod-
nymi a kultarnymi skupinami.

Nasledujtca $tadia v autorstve Bogustawa
Zielinskeho ,Wojny zapamietane, wojny
zapisane. Obraz trzech wojen ,balkanskich’
w literaturze serbskiej“ (Vojny zapamdtané
a opisané. Obraz troch ,balkanskych® vojen
v srbskej literatare) je zamerand na stvarne-
nie troch vojen na Balkdne - prvej svetovej
vojny, druhej svetovej vojny a postjuho-
slovanskej vojny - v kontexte formovania
konceptu pamiti v srbskej literatire. Autor
skiima, aké miesto zastdvaju traumatické
vojnové udalosti v retazci heterogénnych
sémantickych vztahov medzi pamatou a lite-
raturou. Zdoraznuje, ako sa po poslednej
vojne zacala konstituovat pamit literatiry
a aky problém predstavuje skimanie pamiti
v literatre na pozadi prehodnocovania
narodnych dejin a meniacich sa historickych
diskurzov. Podobne bohemistka Anna Gawa-
recka v prispevku ,,Pamie¢ o wojnie - pamieé
o miodosci. Strategie wspominania w prozie
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Oty Filipa i Josefa Skvoreckiego“ (Rozpo-
mienky na vojnu a mladost. Stratégie spomi-
nania v romanoch Ota Filipa a Josefa Skvo-
reckého) analyzuje, ako sukromny pamatovy
obsah moze ovplyviiovat literarny diskurz.
Na priklade préz O. Filipa a J. Skvoreckého
prezentuje stratégie uniku od velkych dejin
k sakromnému preZivaniu jednotlivcov i to,
ako obom spisovatelom umoznili pretavit
vojnové spomienky na literarnu fikciu. Lite-
rarnu odpoved na pretrhnuta historicka
kontinuitu nachadza autorka stadie v iro-
nickom diStancovani sa a v nostalgickych
ukdzkach, ktoré sposobuju, Ze periférne
udalosti a stkromné osudy odkazuju na
vSeobecné spolocenské, politické a historické
procesy. Zarukou vyznamovej mnohoznac-
nosti zobrazovaného sveta, ako aj fungovania
pamati uprostred literarnych noriem je podla
nej otvorena, polyfonicka, resp. polymorficka
romanova konstrukcia.

Film ako médium pamiti skama
Patrycjusz Pajagk v $tadii ,Trauma, Freud
ijugotrauma w filmie Buick riviera“ (Trauma,
Freud a juhotrauma vo filme Buick riviera)
- prindsa analyzu vojnovej traumy na pri-
klade filmu Gorana Rusinovicia Buick riviera
z roku 2008, natoc¢eného podla poviedky
chorvétskobosniackeho autora Miljenku Jer-
govicia. Prostrednictvom nastrojov psycho-
analyzy Pajgk sleduje hibkové, podvedomé
motivy konania hlavného hrdinu a dekéduje
kategdriu tajomnosti v deji a symbolike, ako
aj problémy sebaidentifikacie postav. Odha-
Tuje ich psychicka kondiciu: konaja pod vply-
vom traumy spOsobenej nielen vojnou, ale
aj osobnymi skdsenostami v ranom detstve
a neistotou transformac¢ného obdobia, vyme-
dzeného dvoma hrani¢nymi kolektivnymi
komplexmi - juhonostalgiou a juhotraumou.

V tretej Casti recenzovanej publikdcie
autori reflektuju vztahy medzi vysielatefom
a prijemcom pamdti. Otazkou vplyvu lite-
rarnej fikcie, obzvlast rodinného romanu,
na vzorce a mechanizmy vzniku individu-
alnej a kolektivnej pamati, ako aj na pomer
medzi zapamétanym a zabudnutym sa zao-
berd bohemista Marcin Filipowicz. V §tadii
»Pamie¢ domu w gatunku sagi rodzinnej“
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(Rozpomienky na domov v rodinnej sage)
sa sustreduje na dve literdrne reprezentd-
cie: domov minulosti a domov budtcnosti,
pricom poukazuje na to, ako moze litera-
tara ovplyviovat individudlne spomienky.
Odlisny vyskumny material interpretuje
Robert Kulminski. V praci ,Nasza grupa
ztozona jest z ochotnikéw, zdecydowanych
spali¢ sie dla naszej sprawy” (Nasa skupina
sa skladd z dobrovolnikov, ktori si odhod-
lani dat sa za nasu vec upilit) sa zaobera
interpretaciou kolektivnej pamati v savislosti
so sebaupalenim Jana Palacha a s informa-
ciami o existencii skupiny, ktord by ho mohla
nasledovat. Vdaka metédam actor-network
theory Kulminski ukazuje, ako komunistickd
vldda stabilizovala siete informacii suvisia-
cich s Palachovou smrtou a cielene ovplyv-
novala nielen obsah, ale najmd prijemcov
pamdti. V zavere analyzy autor konstatuje,
ze po pade komunizmu doslo k destabilizacii
tejto informacnej siete (v sulade s diskurzom
opozicie spred roku 1989) a Ze postoj sucas-
nych vedeckych prac k tejto otdzke je ambi-
valentny.

Posledné dve $tadie st venované proble-
matike vztahov medzi pamiétou a kolektiv-
nou totoznostou v ¢ase narodného obrode-
nia. Karin Almasy v prispevku ,Fallen into
Oblivion: On the Forgotten Slovenes from
the 19th Century School Book Production in
the Slovene Collective Memory“ (Odkazani
na zabudnutie. Slovinci opomenuti v $kol-
skych ucebniciach 19. storocia a slovinska
kolektivna pamit) skuma proces vzniku kul-
tarnej pamati v obdobi slovinského narod-
ného obrodenia. Predmetom jej vyskumu
st Skolské ¢itanky z 19. storocia, ktoré nasle-
dujucich sto rokov ovplyvilovali slovinskd
kolektivnu identitu ako zdkladné zdroje
informdcii o narodnej kultdre. Autorka
odhaluje podoby ovplyviiovania pamiti
Slovincov nielen habsburskym politickym
centrom a $tatnou $kolskou administraciou,
ale najmi miestnymi, regiondlnymi pozia-
davkami konstrukcie jednotného néarod-
ného diskurzu, ktory spdsobil, Ze z narodnej
pamati boli z nabozenskych, resp. ideologic-
kych dévodov vylu¢eni mnohi dejatelia slo-
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vinského narodného obrodenia. Slovakistka
Anna Kobylinska v $tadii ,Magiczne rytualy
pamieci. Dziewietnastowieczne stwarzanie
poczatku przez Stowian® (Magické pamitové
ritudly. Konstituovanie zaciatku Slovanmi
v 19. storo¢i) objavuje doposial nepreski-
mané mechanizmy tvorenia paméti v obdobi
slovenského narodného obrodenia. Autorka
odstupuje od ndrodného diskurzu a priklana
sa k postupom hermetizmu, ¢o jej umoziuje
sledovat odli$nu stratégiu formovania paméti
a projektovania buddcnosti prostrednictvom
nastrojov ako ,magicka skratka“ a ,novy
zadiatok Vdaka nim, ako tvrdi Kobylinska,
bolo mozné tvorit pamit odtrhnutd od dejin
a odvratit pozornost od historickej diskon-
tinuity. Alternativu voéi obrodenskej idei
sebaidentifikacie, zaloZenej na dejinach, vidi
autorka v predstave ,,nového zaciatku®, ktora
podla nej umoznila zmenu ramcov pamiéti
a konstituovanie nového zaciatku, zaloze-
ného na kultdrnom kritériu etnosu a jazyka.
Priklady realizacie tejto predstavy nachadza
v diele J. Zaborského, J. Krala, V. Pauliny-
ho-Tétha. Postavenie pamétovej stratégie na
myslienke nového zaciatku tak pontika nova
stratégiu sebahodnotenia a sebaidentifika-
cie, ktora je odtrhnuta od slovanskej kultury
a nasmerovand na stredozemné a zépado-
eurdpske pramene. V tejto suvislosti autorka
poukazuje na nevyhnutnost preskimat iné
periférne diskurzy, ktoré by ukdzali diferen-
covanej$i obraz dobovej slovenskej subjekti-
vity, nez ponuka nérodny narativ.

Kniha Stowiatiska pamieé/Slavic Memory
prinasa metodologicky réznorodé analyzy,
ktoré reflektuju velmi $iroka tematicku $kélu
prejavov kolektivnej a individudlnej pamiti,
ako aj médii pamati. Predmetom vyskumu
jednotlivych autorov je vSak tzko nirodne
vymedzeny kultdrny priestor. Iba niektoré
$tadie, obzvlast s (post)juhoslovanskou te-
matikou, prekra¢uji narodny ramec. Preto
ich v kontexte kategorie ,slovanska pamat®
mozno povazovat skor za sondy do proble-
matiky pamiti v juzno- a zdpadoslovanskom
priestore nez za ucelenej$i pohlad. Keby sme
v nadvéznosti na koncepciu M. Hrocha hla-
dali na ich pozadi spolo¢né symptomatické
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érty, do popredia by vystupila priznacna
uloha nestabilného, premenlivého kontextu,
v ktorom sa konstituuju vysielatel s pri-
jemcom, diskontinuita nielen vyvinu, ale aj
pamdtnych miest, mnohotroviovd komu-
nikdcia medzi centrom a perifériou, a najma
pamadtové nasilie zo strany vysielatela, cha-
pané ako diskurz moci. V kontexte vztahov
pamdti s inymi vyskumnymi oblastami by
sa na prvé miesto dostala oblast vyskumu
kolektivnych identit.

Publikdcia neprinasa jednoznac¢nt odpo-
ved na otazku, ktord si v ivode poloZil zosta-

vovatelsky tim ohladom ,,slovanskej pamati®
ako odliSnej metodologickej kategorie,
skor otvara diskusny priestor pre jej dalsiu
reflexiu v ramci memory studies. Poukazuje
na zlozitost fenoménu pamati v slovanskom
prostredi - kategorizuje ju ako vyskumnd
perifériu. Pokus o emancipaciu slavistic-
kych vyskumov v kontexte memory mozno
hodnotit ako odpoved na vyzvy stcasného
humanitného diskurzu, ktory kladie déraz
viac na otazky ako na vyhranené odpovede.
IRENA BILINSKA

Varsavskd univerzita, Polsko

KAPPANYOS ANDRAS: Bajuszbdgre, leforditatlan. Miiforditas - Adaptacio -

Kulturalis transzfer

Budapest: Balassi Kiado, 2015. 360 s. ISBN 9789635069729

Nazov monografie Andrasa Kappanyosa,
anglistu, prekladatela, translatoléga a lite-
rarneho historika z Literarnovedného tstavu
Madarskej akadémie vied, obsahuje pome-
novanie Specidlneho predmetu z romanu
Jamesa Joycea Ulysses - ,bajuszbogre®,
v anglickom origindli moustache cup, Cize
hrn¢ek s ochranou na fuzy. Titul tak symbo-
lizuje problematiku prekladu kulturém, kto-
rému sa venuje aj samotné dielo.

Jednotlivé kapitoly knihy sa daju ¢itat ako
samostatné $tadie. Uvodnd kapitola hlad4
teoretické vychodiska pre skiimanie umelec-
kého prekladu, autor jasne rozliSuje medzi
lingvistickym a kulturologickym pristu-
pom translatologie: metddy jazykovedného
pristupu prirovnava k exaktnym metédam
prirodnych vied, pricom kritéria tzv. kultu-
rologickej translatolégie povazuje za va¢smi
aplikovatelné na literarne texty. Kappanyos
taktiez rozliSuje medzi tzv. kulturologic-
kou translatolégiou a ovela uzsou oblastou
tedrie literarneho prekladu. Zdoéraziuje, ze
v stcasnosti neexistuje disciplina, ktora by
sa osobitne zaoberala prekladom literarnych
textov. Prizvukuje nemoznost vytvorenia
takejto discipliny, pretoze v dosledku znac-
nych rozdielov medzi jednotlivymi jazykmi
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sa teoretické modely daju aplikovat iba na
niektoré jazykové pary.

Monografista naértdva niekolko moz-
nych rieSeni prekladania zdrojového textu
do cielového jazyka, poukazuje pritom na
skutoc¢nost, Ze proces prekladu literarneho
textu do cielového jazyka nie je mechanicky,
ciefovy text je vzdy vysledkom kompromisov,
kritérid prijatelnosti literdrneho textu v cie-
lIovom jazyku sa v prekladatelskom procese
niekolkokrat upravuju.

Dalsi aspekt vyskumu predstavuje mys-
lenie o preklade, autor prezentuje jednot-
livé typy prekladatelskych stratégii pocntc
obdobim staroveku. Teoretické poznatky
podklada prikladmi z oblasti prekladu lite-
rarnych textov. Kappanyos definuje kritéria
preciznosti prekladu a konstatuje, ze vsetky
preklady musia spliiat urcité prahové pod-
mienky, aby sa mohli stat predmetom kritiky
prekladu. Na hodnotenie prekladov navrhuje
zaviest pojmy ako presnost, zdZitkovost, sub-
tilnost, adekvdtnost cielového textu.

Publikdcia sa zaobera aj tzv. neprelozitel-
nymi miestami, monografista ich kategori-
zuje na zaklade nezvycajnej metafory - pri-
rovnava ich k chybam v dreve a uvadza tri
zakladné typy chyb: hrée, trhliny a skvrny.
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Kappanyos sa dalej venuje problematike pre-
kladu knih pre deti, pricom preklad detskej
literatiry chape ako priestor experimento-
vania. Analyzuje inovativny madarsky pre-
klad diela Medvedika Pii od A. A. Milneho
(Micimacké v preklade Frigyesa Karinthyho)
a svojsku adaptaciu Alice v krajine zdzrakov
od Lewisa Carrolla (Evike Csodaorszdgban
v preklade Dezséa Kosztolanyiho). Prispo-
sobenie cielovej kulture pomocou domesti-
kacie povazuje za opodstatnenu metodu pre-
kladu detskej literatury.

Samotny proces prekladu literarneho
textu na zdklade rozdielov v kultirnom
priestore zdrojového a cielového jazyka autor
tematizuje v nasledujtcej casti monografie.
Venuje sa genetickému a S$trukturalnemu
odstupu medzi jazykmi, moznému ¢asovému
odstupu medzi zdrojovym a cielovym tex-
tom, ako aj ich zlozitym prejavom. V dalsej,
prakticky orientovanej $tudii sa zaobera pri-
padmi, ked zdrojovy text vyuziva na charak-
terizovanie konkrétnej postavy alebo situdcie
funk¢éné vlastné meno, dvojzmysly, zamerné
nedorozumenia alebo slovné hry, ¢o moze
podla Kappanyosa spdsobit problémy v pro-
cese prekladu.

Fenomén tzv. nezrozumitelnych textov aj
reflexia ich prekladu sa objavujt v nasleduju-
cej casti publikacie. Autor tu obohacuje tedriu
prekladu novymi pojmami ako prekracovanie
kédu, niteny preklad, nadmerné normalizo-
vanie a fantomovd referencia, ktorymi pome-
nuva existujuce a zauzivané, av$ak doposial
nepomenované prekladatelské metody.

Posledna kapitola publikacie nesie nazov
eseje Waltera Benjamina ,,A mifordité fela-
data“ (Uloha prekladatela). Kappanyos v nej
definuje pojem prekladu, adaptacie a inter-
pretacie pomocou teoretickych vychodisk
Benjamina, Paula de Mana, Jacquesa Der-
ridu, Umberta Eca, Andrewa Chestermana.
Ulohou prekladatela je podla neho vytvorit
literarne dielo, ktoré by v kulttre cielového
jazyka zastavalo rovnaka kanonickd pozi-
ciu ako literarne dielo v kultire zdrojového
jazyka a ktoré by zachovalo jeho integritu.
Knihu dopliia dodatok s nazvom ,Az ir
szarvas agancsa“ (Parohy irskeho jelena).
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V podstate ide o $tadiu z oblasti kritiky pre-
kladu poézie, ktora skiima argumenty v pro-
spech prekladu verného forme aj proti nemu.
Jednotlivé kapitoly Kappanyosovej pub-
likacie tvoria koherentnii monografiu zao-
berajicu sa otazkami teérie umeleckého
prekladu. Autor v nej nacrtdva teoreticky
ramec pre preklad literdrnych textov. Prinos
tohto diela tkvie vo vytvoreni spominaného
teoretického rdmca, ktorym zapIﬁa zvacsa
prazdny priestor v diskurze su¢asnej madar-
skej literarnej a kultirnej vedy.
JUDIT DOBRY
Ustav svetovej literattry SAV, Slovenska republika
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