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EDITORIAL / EDITORIAL

Transcultural icons of East-Central Europe

MATTEO COLOMBI - CHRISTINE GOLZ - BEATA HOCK -
STEPHAN KRAUSE

In this issue of WORLD LITERATURE STUDIES, the “cultural icon” is both
a comparative interpretation and a term analytically applied to a well-chosen range
of examples from East-Central Europe. According to North American cultural stu-
dies, a field where this concept has actively been developed, the cultural icon defines
a historically and often geographically determined representation of collective iden-
tities in which, first and foremost, discourses surrounding identity, self-assurance,
membership, and affiliation are solidified. In the perspective suggested here, these
representations of collective identity may be historical agents or the fictional and fic-
tionalized heroes and heroines of literature, films and other media. Likewise, places
and their narratives, as well as particular objects of material culture, may also be such
icons insofar as they share, embody, or stage features said to be essential of a culture.
In this understanding, icons are repositories of certain features, but above all, they
are entities that collectives discover to have an exceptional capacity for bearing this
representative function. These entities, therefore, do not truly “become” iconic by
themselves, but are made discursively. Icons are thus utilized as “strong figurations”
with a “straight” and highly “immediate” link to a cultural identity, the role of which
they are made to assume.

In contrast to cultural research on icons as representatives of the shaping and
fashioning of a single national identity, this issue collects case studies for which such
an understanding is merely one possible starting point. Icons can experience an after-
life in fictional literature, art, and other mediums while leaving their original histor-
ical and sociocultural contexts behind. Moreover, they may very well drift beyond
original cultural lodgings and thereby establish transcultural careers.

The articles collected here concentrate on cases where these icons gained narra-
tive or visual relevance in the historical region of East-Central Europe. This spatial
focus is particularly suited for the study of transcultural icons, as the region is often
characterized by diverse cultural interactions (from hybridization to assimilation
or annihilation). These reactions are due to the region’s multilingual character, its
national and ethnic interference zones, and the exchanges between nations and cul-
tures across shifting borders.

A scan through these investigations shows both a wide thematic range of studies



and a variety of theoretical takes on the concept of (trans)cultural icons. Most con-
tributions assume a comparative approach and scrutinize processes of transposition
throughout Eastern and East-Central Europe and beyond, with some also consider-
ing extended transcultural careers in the West. In the case study ,,In dem kleinen Kar-
patenbade®: Venus im Pelz als (trans)kulturelle Ikone Ostmitteleuropas, Olga Kulish-
kina and Larissa Polubojarinova examine why Leopold Sacher-Masoch’s figure of
the femme fatale has proved itself as highly suitable for global iconization. Possible
answers are found in the narration itself, where the Venus in Furs is shown duplicated
already into different medial incarnations and marked as the attractive “other” by her
Galician provenience. Additionally, the novel’s setting, the resort as literary topos
of “conventional deviance,” opens an intertextually based global context in which
the unconventionality and uniqueness of the powerful domina figure become obvi-
ous. Jan Gavura’s Political input in making poets cultural icons discusses how literary
(self-)canonization of the Polish poets Zbigniew Herbert and Czestaw Mitosz and of
the Slovak poet Laco Novomesky relies on the iconic emphasis put on specific aspects
of their lives and works. This emphasis can highlight transcultural elements in the
authors’ biographies and literary outputs (Herbert's and Milosz’s migration expe-
rience and, respectively, their consideration and award from the Nobel Committee
for Literature) but also suppress them (Novomesky meeting with the beat poet Allen
Ginsberg). Gyongyi Heltai's Star prima donnas as lieux de mémoire at home and
abroad follows the artistic careers of three Hungarian operetta singers of the interwar
years from the perspective of entertainment theatre and film industry. The women
were national icons performing internationally, which often brought about politi-
cized interpretations or very real political consequences. Like Heltai, Kristéf Nagy
also expands the disciplinary focus of this issue beyond literature to other forms of
creative expression: The essay Angela Davis goes east? White skin and black masks
in the art of socialist Hungary focuses on the reception of the African-American
revolutionary figure Angela Davis in mid-1970s Hungary. In it, an intermingling of
“high” and “low” culture can be observed as, in the representations discussed, ele-
ments of pop mix with established visual arts. Charles Sabatos brings another case in
which East-Central European icons do not necessarily originate in the region itself:
They may also be imported from other cultures or from global culture, and during
this process, they witness various forms of appropriation or subversion. In Nasred-
din Hodja’s foolish wisdom: Slavic literary adaptations of a Turkish folk hero, Sabatos
explores the reception and afterlife of Nasreddin Hodja in modern Bosnian/Serbian,
Bulgarian, Czech, and Russian/Soviet literature and other forms of creative expres-
sion. The formal aspects of iconization are interrogated by Zoltan Kulcsar-Szabé in
an analysis of a novel cycle by Sdndor Marai. In this inquiry, Biirgerstadt und Stadt-
fiktion in Sandor Mdrais Romanzyklus ,,A Garrenek miive; the fictionality of the rep-
utation of Kosice/Kassa/Kaschau as a bourgeois city par excellence is exposed. As
Kulcsar-Szabé suggests, fictionalization is a powerful representational tool, allowing
for the referentiality of the icon(s) to be played with.

Several studies indicate the importance of historical transformation for processes
of iconization — whether the change is in politics or the media. On the one hand,
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Sabatos, Gavura, Heltai, and Nagy investigate diverging patterns of iconization within
official and oppositional cultural scenes under oppressive or democratic regimes,
showing how cultural icons experience new interpretations in changing political sys-
tems, in new contexts of reception, or in shifting semantic functions and connected
applications. On the other hand, Kulishkina and Polubojarinova stress the impact of
media evolution, which makes possible a globalized circulation of images. All articles
cogently combine the affective significance assumed by the icon and a spatial focus
on East-Central Europe. The studies assembled in this issue of WORLD LITERA-
TURE STUDIES show to what extent the treated phenomena are aesthetically pro-
ductive; they also underpin the analytical surplus provided by the application of the
concept of a “cultural icon”

Guest editors of this issue are members of the project group “Cultural Icons of
East-Central Europe: The Afterlife of Romanticism” at the Leipzig Centre for the
History and Culture of East-Central Europe (Geisteswissenschaftliches Zentrum
Geschichte und Kultur Ostmitteleuropas /GWZO; http://research.uni-leipzig.de/
gwzo/). The editors thank all contributors for their articles and their fruitful coop-
eration. We owe special thanks to Erin Troseth, who gave English-language articles
their final elegance.

This publication was made possible by the generous funding of/Gedruckt mit Unter-
stitzung des Geisteswissenschaftlichen Zentrums Geschichte und Kultur Ostmittel-
europas e. V. an der Universitit Leipzig.

Das dieser Publikation zugrunde liegende Vorhaben wurde mit Mitteln des Bundesminis-
teriums fiir Bildung und Forschung unter dem Forderschwerpunkt ,Geisteswissenschaft-
liche Zentren“ (Forderkennzeichen 01UG1410) geférdert. Die Verantwortung fiir den
Inhalt dieser Veréftentlichung liegt bei den Autoren.
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STUDIE / ARTICLES

»In dem kleinen Karpatenbade”: Venus im Pelz
als (trans)kulturelle Ikone Ostmitteleuropas

OLGA KULISHKINA - LARISSA POLUBOJARINOVA

»Der Gedanke, dass diese aulerordentliche Schonheit®, fuhr ich, sie mit Begeisterung
betrachtend, fort, ,diese herrliche Bildung des Gesichtes, dieses seltsame Auge mit sei-
nem griinen Feuer, dieses ddmonische Haar, diese Pracht des Leibes fiir die Welt ver-
loren gehen sollen, ist entsetzlich, und fasst mich mit allen Schauern des Todes, der
Vernichtung an; dich aber soll die Hand des Kiinstlers ihr entreifien, du darfst nicht wie
wir anderen ganz und fiir immer untergehen, ohne eine Spur deines Daseins zuriickzu-
lassen, dein Bild muss leben, wenn du selbst schon ldngst zu Staub zerfallen bist, deine
Schonheit muss tiber den Tod triumphieren!” (Sacher-Masoch 1980, 107)

Angesichts des Spiegelbildes seiner Geliebten, der jungen Lemberger Witwe Wanda
von Dunajew, artikuliert der ,,galizische Edelmann und Gutsbesitzer” (13) Severin
Kusiemski einen Wunsch, der gleich doppelt in Erfiillung geht: ihre Gestalt als ein
Kunstgebilde zu konservieren. Wahrend Wanda auf der Handlungsebene der Novelle
Venus im Pelz von einem jungen deutschen Maler auf einem - ebenfalls ,Venus im
Pelz® betitelten - Gemailde verewigt wird, findet die grausame pelzbekleidete und
peitschefiihrende Schonheit ,.ein zweites Leben® auflerhalb des 1870 erschienenen
Textes von Leopold von Sacher-Masoch (1836-1895) in der kulturellen ,,Zirkulation
des Ur-Domina-Images” (,,circulation of the image of the Ur-dominatrix®), das, ,,mit
Attributen der Hauptakteurin der masochistischen Phantasie ausgestattet®, heute
allbekannt und vertraut erscheint, ,,selbst fiir diejenigen, die den Originaltext von
Sacher-Masoch gar nicht kennen® (Mennel 2007, 1).

Die im Aufsatztitel formulierte generelle Aufgabe, die ,Venus im Pelz“ als transkul-
turelle Ikone Ostmitteleuropas zu untersuchen, legt drei konkretere Fragestellungen
nahe: Erstens soll im Rahmen einer kleinen historischen Ubersichtsskizze dem ,,Iko-
nen“-Status der ,,Pelz-Domina“ und der Art und Weise ihres intermedialen Zirkuli-
erens nachgegangen werden. Zweitens soll ihre Verwurzelung im ostmitteleuropais-
chen kulturellen Kontinuum und, genauer, ihre galizische Prigung unter die Lupe
genommen werden. Drittens stellt sich die Frage nach den kulturellen Mechanismen
ihrer Internationalisierung bzw. ,, Transkulturalisierung®, die zum Schluss behandelt
werden soll. Dieser letzte Punkt erweist sich dabei als der komplexeste. Denn die
ikonische (visuelle) Relevanz des ,,Pelz-Domina“-Images (erster Punkt) wird primér
durch die dem masochistischen Phantasma inhérente, in Venus im Pelz gar erzahl-
technisch umgesetzte ,Kunst der stillstehenden Bewegung (suspense)“ (Deleuze
1980, 188) pradisponiert. So kommt es in der Novelle Sacher-Masochs immer wieder



zu Situationen, in denen ,,der weibliche Henker starre Posen annimmt, welche sie
einer Statue, einem Portrit, einer Photographie gleichen lassen. Weil sie die Geste der
niederfallenden Peitsche, des sich 6ffnenden Pelzes in der Schwebe halt. Weil sie sich
in einem Spiegel reflektiert, der ihre Pose fixiert (188). Allerdings sind die leichte
visuelle Umsetzbarkeit der Masoch'schen Domina-Beschreibungen und ihre ,vor-
programmierte“ Uberfithrbarkeit in Phantasiegebilde nicht ausreichend, um sie auf
Jahrzehnte als transkulturell wirksame Ikone zirkulieren zu lassen. Auch die Fetische
Pelz und Peitsche, Zeichen der ,ost(mittel)européischen® Provenienz der Domina
sowie notorische Otherness-Marker (zweiter Punkt), erkldren ihre Popularitat nur
unzureichend. Um dem Image zu internationaler semiotischer Relevanz und hoher
mediendsthetischer Potenz — dem eigentlichen Ikone-Status — zu verhelfen, bedurfte
es des Anschlusses an ein kulturell relevantes Netzwerk, das tiber die Provinzialitit
Galiziens - der ,halbasiatischen“ Geburtsstétte des Pelz-Domina-Images — hinaus-
ging. Dieser Anschluss - der notige Internationalisierungsschub - geschieht, so
unsere These, dank der Versetzung der Handlung in einen Badeort (dritter Punkt).

I.

Die bevorzugten Attribute alias Fetische der masochistischen Inszenierung, wie
der kostbare Pelz und der rote (schwarze, weifle) Atlas, die Stiefel mit spitzen Absitzen,
das ,,phallische“ Symbol der Peitsche (Reitgerte, Zigarette), gepaart mit den ,,natiirli-
chen® ausdrucksvollen kérperlichen Markern von Masochs Protagonistin, wie griine
Augen, rotes Haar, ,,marmorweifle” Haut, bildeten die conditio sine qua non, um
den eher diffusen, von den Romantikern als la belle dame sans merci apostrophierten
Typus der ,herrschsiichtigen und grausamen Frau® (Praz 1994, 167) zu einem iko-
nischen Zeichen zu amalgamieren, das vor allem um die Jahrhundertwende als ein
auf die Unterwerfung des mannlichen Gegenparts abhebendes erotisches Monster,
als femme fatale (Dijkstra 1988, Hilmes 1990), grofien Anklang fand und sich u. a.
in Oscar Wildes Salomé, Emile Zolas Nana und Frank Wedekinds Lulu verkorperte.

Das Bild setzt sein Eigenleben fort, zumeist ohne direkten Rekurs auf seinen (1890
durch den Psychopathologen Richard von Krafft-Ebing als ,,pervers® denunzierten)
Autor, erst recht seit dem aktiven Einsetzen medialer Reproduktions- und Multi-
plikationsverfahren vom femininen Vamp-Image in den Printmedien und in der
Filmindustrie. Als ein solches - ein ,aus einer illustrierten Zeitschrift ausgeschni-
tten[es] und in einem hiibschen, vergoldeten Rahmen untergebracht[es]“ (Katka
1988, 112) ,,Bild der in lauter Pelzwerk gekleideten Dame® (145) - findet es sogar
Platz an der Wand in Gregor Samsas Zimmer: die halb schiitzende, halb ,begattende®
(Neumann 2008, 72) Geste des ,verwandelten Kafer-Protagonisten dem Pelzdamen-
portrait gegeniiber ist unverkennbar.

Durch ein neu entfachtes Interesse fiir das Domina-Bild als zentrales Element der
(sado)masochistischen Performance ist das letzte Drittel des 20. Jahrhunderts geken-
nzeichnet. Wahrend man sich in der Intellektuellenszene und im Kontext der zweiten
Feminismuswelle die in Gilles Deleuze’ bekannter Masochismusstudie akzentuierte
»magnifiziernde® (1980, 220) Geste Masochs der Mutter-imago gegeniiber zu eigen
macht,] verbreitet sich in der Massenkultur ein sadistisch kodierter und unter-

6 OLGA KULISHKINA - LARISSA POLUBOJARINOVA



schiedlich praformierter ,domina-look®, dessen Karriere bis zur Jahrtausendwende
Barbara Mennel wie folgt darstellt:

By the end of the twentieth century, pierced and tattooed bodies had become a famili-
ar sight, as familiar as leather-clad domina-look-alikes on high-fashion-runways. From
avant-garde performance art in the 1970s and subcultural sexual practices in the 1980s,
signifiers of masochism and sadism moved into mainstream culture by the 1990s, featu-
ring in music videos and as favorite plot devices in neo-noir films and television police
shows (2007, 1).

Als besonders wichtige Knotenpunkte der Karriere des ,,Venus im Pelz“-Images in
der Rock- und Pop-Kultur und in den Massenmedien® machen zwei (von insgesamt
sieben) Filmversionen auf sich aufmerksam: Monika Treuts Verfiihrung: Die Grau-
same Frau (1985) sowie Venus im Pelz (La Vénus a la fourrure, 2013) von Roman
Polanski (als Adaption des gleichnamigen Stiicks von David Ives). Der Umstand,
dass der Venus im Pelz-Plot in beiden Versionen in die Gegenwart versetzt und im
Kontext seiner Medialisierung ausgespielt wird (der Film Treuts inszeniert die Fab-
rikation einer masochistischen Videoproduktion, der Film Polanskis die Auffithrung
eines Theaterstiicks nach der Vorlage Masochs), bedingt spannende Verschiebungen
bzw. ,modernisierte“ Akzentsetzungen gerade in Bezug auf die Domina-Figur, die
jeweils anders konturiert wird. Wihrend die als eine Pionierleistung der ,,German
Queer Cinema“ firmierende, filmtechnisch innovative’ Produktion Treuts in expli-
ziter Polemik mit Sacher-Masoch den Fokus auf produktives feministisches ,,rewri-
ting® bzw. ,,reworking“ (Mennel 2007, 80) der als ,sexistisch® desavouierten maso-
chistischen Konstellation verschiebt (so wird in Verfiihrung die Domina selbst zur
Regisseurin und dementsprechend Lustgewinnerin), hebt der eher traditionell vor-
gehende, auf die brillante Leistung der Schauspielerinnen und Schauspieler setzende
Film Polanskis auf die genaue (im Filmplot, der eine Theaterprobe des auf Venus
im Pelz beruhenden Stiicks darstellt, unmittelbar inszenierte) Textlektiire ab, wobei
die Masoch'sche Grundlage als ,Weltliteratur® glorifiziert wird und die Wanda-Fi-
gur, gespielt von Emmanuelle Seigner, auf ,traditioneller” Domina-Basis als ,iiber-
raschend, erstaunlich, explosiv, schwindelerregend, unberechenbar und sexy wie die
Holle* (Spira 2013, o. S.) erscheint.

Hinzu kommen die Werbungs-, Photosession- und Szenenimage-Experimente*
der ,Rolling Stones“ und konkret Mick Jaggers (z. T. durch Kontakt mit Sacher-
Masochs Urgrofinichte Marianne Faithfull inspiriert) sowie Guido Crepax’ (in vieler
Hinsicht vom Photographen und bondage-Kiinstler John Willie beeinflusste) Gra-
phic Novel-Serie Valentina (1968-2003), deren auf Fetisch-Objekte fokussierte Zei-
chenstilistik und BDSM-Motivik vom Autor spéter auch im eigentlichen Venus im
Pelz-Comic (Venere in pelliccia, 1984) angewendet wurden.

Die aktive globalisierte Zirkulation und hohe mediale Umsetzungspotenz des
noch vor dem massiven Einsetzen der ,technischen Reproduzierbarkeit® der Kunst
lancierten Bildes waren in mediendsthetischer Hinsicht im Text Masochs bereits
vorprogrammiert. Anhand der multiplen medialen Verkérperungen der pelzbeklei-
deten nackten Schonheit, die die Novelle an den Tag legt, kann man realiter einen
Paradigmenwechsel verfolgen, der sich in Venus im Pelz auf medial-bildlicher Ebene
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vollzieht. So gibt sich das Bild, und zwar das zentrale — die Venus (im Pelz) - zuerst
als verkérperte, konkrete materielle Einheit (das vom Protagonisten real wahrge-
nommene Bild von Tizian Venus mit dem Spiegel aus der Dresdener Gemaildegalerie
bzw. die Venus-Statue von Medici aus den Uffizien), d. h. als Objekt, das eine Begeg-
nung zwischen Werk und Betrachter erméglicht, die sich im geteilten realen Raum
ereignet. Das neuere Paradigma hingegen implementiert ein medialisiertes (u. a. via
Photographie und photographisch gepragte Malerei - siehe dazu Polubojarinova
2007) Verstandnis von Bildern als Einheiten, die zwischen den Medien wandern.
Diese Verselbstindigung des Bildes (Statue — Zeichnung - Gemilde - Photographie)
bedeutet einen anderen, ,,moderneren® Weg ihrer Fortpflanzung; sie werden von der
Autopoiesis im Medium der Ahnlichkeit regiert. Hiermit gibt sich die ,Venus im
Pelz*“-Ikone als eine resistente, von materiellen Tragern bzw. Korpern unabhingige
Einheit, die geographische Schranken wie Epochengrenzen iiberschreiten kann (und
die sie, wenn man die Karriere des ,Venus im Pelz“-Images in der bildenden Kunst, in
Photographie, Performanceart und Film verfolgt, auch real iiberschritten hat).

1I.

Als populéres globalized icon von heute verdankt das ,Venus im Pelz“-Bild seine
Herkunft der riickstindigsten aller Provinzen der Habsburger Monarchie: Gali-
zien. Zur Entstehungszeit der Novelle Sacher-Masochs zu gleichen Teilen von Polen
(zumeist romisch-katholischen Glaubens) und Ukrainern bzw. Ruthenen (zumeist
griechisch-katholischen Glaubens) sowie zu einem Zehntel von Juden bevélkert
(Wolff 2010, 6), wurde das ,,Kronland Galizien und Lodomerien® von keiner Natio-
nalkultur bzw. Konfession dominiert,” was eine multi- und woméglich transkulturell
aufgeladene Spannung auf mehr als einer Ebene bedingte:

Zu der Attraktivitit des Raumes fiir die diskursive Verhandlung von Orientierungen
tragt neben der ethnischen, religiosen, linguistischen, sozialen und politischen Vielfalt
die geographische Lage bei, die deshalb Aufmerksamkeit auf sich zog, weil die Region
nach der Zuordnung zu Habsburg-Osterreich zum multikulturellen éstlichen Randgebiet
eines ohnehin multinationalen Imperiums wurde, das seinen kulturellen und politischen
Schwerpunkt im deutschsprachigen Mitteleuropa hatte. Von diesem Schwerpunkt ging
eine Gravitation aus, die mit (aus dieser Perspektive) zentrifugalen Kriften konfligierte
(Giersch — Krobb - Schoéfiler 2012, 10).

Die benannte ,Gravitation“ versteht Sacher-Masoch, ein gebiirtiger Lemberger,
der sich zeitlebens als ,,Slawe“ bzw. Ruthene identifizierte, meisterhaft ins Spiel zu
setzen, was in der neueren Forschung, zumeist unter den Auspizien der Orientalis-
musdebatte (Wolft 2010, Dwyes 2013) bzw. des Postkolonialismusparadigmas (Bach
2007, Wolff 2010, Patrut 2012, Metz 2015) mehrfach akzentuiert wurde. Dabei fallt
die in Galizien und im (post)habsburgischen Florenz spielende, scheinbar private
masochistische Handlung vordergriindig als Reprdsentation der inhdrenten (para)
kolonialen Spannung aus:

Through his [d. h. Sacher-Masochs] use of temporal and geographical borderlands, he
is able to bring to light conflicts that were repressed or displaced onto erotic locations.
He offers, not a way to remove all colonial, sexual, and psychological anxieties from the
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Habsburg sense of self, but a way to project them onto the periphery of empire so that they
become imaginable (Bach 2007, 216-217).

Allerdings reprasentieren die symbolischen Zeichen dieses sexualisierten Macht-
verhadltnisses wie Pelzmaéntel, Pelzjacken (,,Kazabaikas®), Miitzen, Stiefel und Peit-
schen® in ihrer kulturell kodierten Materialitdt und mitunter in ihrer linguistischen
Praformiertheit’” nicht so sehr Galizien als solches, als vielmehr den ,slawischen
Osten®, mit einem deutlichen Driften in die Richtung des ,,despotischen Russischen
Reiches. Z. B. sucht Wanda, als sie sich auf die masochistische Flagellationsperfor-
mance vorbereitet, im Bazar nach Peitschen ,,in der Art, wie man sie in Russland
hatte fir widerspenstige Sklaven® (Sacher-Masoch 1980, 49). Wichtig ist in die-
ser Hinsicht auch die mehrfach hervorgehobene, ikonisch untermauerte Analogie
Wandas mit Katharina der Grofen (85, 112-113). Im Allgemeinen ldsst sich sagen,
dass die als ,,Russin® firmierende Wanda (82)® einen in der westeuropdischen Lite-
ratur seit 1812 verbreiteten klischeehaften Typus der (mitunter unberechenbaren)
»slawischen Aristokratin (ob Polin oder Russin) verkorpert, deren Pelz-Attribute
das kumulative Zeichen ihrer Affinitat zu ,,Kalte“ und ,,Schnee“ (ob ,,Sarmatiens
oder Russlands bzw. Sibiriens) sind.

Freilich bleibt das semiotische Spiel nicht beim ,,slawischen Osten® stehen, son-
dern greift in seiner Représentationsamplitude der Sklaverei-und-Herrschaftsver-
héltnisse geographisch immer weiter, zum osmanischen Reich (die Interieurs, in
denen das Phantasma des Masochismus realisiert wird®), nach Afrika (drei ,,schlanke
Negerinnen® /84/, die neben Severin bei Wanda Dienerinnenfunktion erfiillen),
Indien (75), bis hin zur Grund- und Endopposition ,,Kultur versus Natur®, die den
Tod als ein veritables Ende des masochistischen Szenarios andeutet (vgl. Wanda als
Eisbarin in Severins Traum und seine ,,animalische® Intuition bei einer erotischen
Begegnung mit ihr im Endstadium des Verhiltnisses /80/). Auch Severin wird, je
grausamer sich die Qualen gestalten, denen er unterzogen wird, weitgehend ,,natura-
lisiert” und ,verdinglicht“*

Die multiplen Verschiebungen in den nationalstaatlichen, geographischen, gen-
der- und rassespezifischen Kodierungen der Novelle Masochs wurden bereits von
Joseph Metz, wenn auch aus einem anderen Blickwinkel als dem unsrigen, registriert.
Das lie8 den Forscher am Ende seiner aufschlussreichen Venus im Pelz-Interpreta-
tion konstatieren:

We thus find our selves at the decentered center of a collapsed compass whose needle
points simultaneously north and south, east and west, overlaying codes of geography;, sex,
time, and “race”. This queer logic of conflation is itself doubled by the text’s inventory of
repetitive allusions and motifs, where everything turns out to be a citation, transforma-
tion, or revision of everything else (2015, 68).

Die in Venus im Pelz eingesetzte Logik des ,kollabierenden Kompasses®, so
Metz, korrespondiert mit der narrativen rewriting-Politik Sacher-Masochs, dessen
Erzahlsubjekt sich nicht ungleich einem mimic man der postkolonialen Konstella-
tion benimmt, die Grunddispositionen des deutschen Bildungsromans nachahmend,
sie zugleich parodierend und verschiebend, und das mit seinem Agieren die (wohl
halbbewusst eingesetzte) Vorstellung von einer ,,jiidischen Erzdhlmaske“ suggerieren
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soll: ,we find a Slavic voice assuming a German voice that mimics (German’s own
stereotypes of) a Jewish’ voice“ (77).

Der von Metz getitigte Anschluss des Venus-Textes an die Weltliteratur (wenn
auch auf einer rewriting-Basis), der iiber die ,,genuin galizische” (bzw. nur habsburgi-
sche) Provinzialitat' hinausgeht und im Einklang steht mit der im o. g. Film Polanskis
expliziten Zuordnung zur ,Weltliteratur®, scheint auch in der Hinsicht wichtig zu
sein, dass er den uns interessierenden Typus der Pelzdomina als eine semiotische
Bildung interpretieren ldsst, die bereits zu ihrer Entstehungszeit nicht nur in einem
galizisch-habsburgisch konnotierten Areal verwurzelt, sondern iiber dieses hin-
aus kulturell virulent war. Diesen Typus sehen wir im europdischen Kurort- (bzw.
Badeort-)roman antizipiert und fortgeschrieben, als dessen Kontrafaktur Venus im
Pelz gelesen werden kann.

I11.

Indem er den Anfang der love story von Wanda und Severin in einem ,kleine[n]
Karpatenbad® (27) (vermutlich Truskavets in der heutigen Ukraine) ansiedelt, schlief3t
Sacher-Masoch an die Linie der europdischen Kurortnarrative an. Diese fithrt von
Walter Scotts St Ronan’s Well (1823) tiber Michail Lermontovs Ein Held unserer Zeit
(Geroj nasego vremeni, 1840) bis zu Fédor Dostoevskijs Der Spieler (Igrok, 1866) und
Ivan Turgenevs Rauch (Dym, 1867). Nach dem Erscheinen von Venus im Pelz (und
manchmal nicht ohne subkutanen Bezug auf diese) findet sie ihren Niederschlag in
Werken wie Turgenevs Friihlingsfluten (Vesnie vody, 1872), Fontanes Effi Briest (1895;
die Bad-Ems-Episode), Cechovs Die Dame mit dem Hiindchen (Dama s sobackoj,
1898), Thomas Manns Buddenbrooks (1900; die Travemiinde-Episode), W. G. Sebalds
Austerlitz (2001; in der ,,Marienbad“-Episode) u. a. m.

Bereits zu seiner Entstehungszeit im 18. Jahrhundert praformiert das Badeort-
netzwerk die europiische Geographie auf eine willkiirliche Art und Weise, indem
es die Knotenpunkte mondéner aristokratischer Kultur nicht in die Ndhe der Met-
ropolen bzw. Schlgsser mit Parks, sondern an die Heilquellen (bzw., seit dem 19.
Jahrhundert, an die Kiisten) versetzt,'> zu denen ,, Angehorige der Oberschicht
,Badereisen‘unternahmen® (Osterhammel 2011, 388). Thre ,,um Trinkquellen, Ther-
malbader und Parks zentrierte“ (399) Architektur, die sich bewusst an der romi-
schen Antike orientierte, widerlegt in gewissem Sinne die am Anfang der Novelle
artikulierte Kritik der Masoch’schen Venus an der trockenen Niichternheit der
»Moderne“: ,fiir euch wurden unsere Villen, unsere Bider, unsere Tempel nicht
gebaut® (11). Der Kurort wird so zu einer Dependance der Antike und einem Hort
der Moderne zugleich.

Solche Kurorte, an denen sich zugleich die feine Gesellschaft offentlich inszenierte,
gewannen im Laufe des Jahrhunderts an Bedeutung: Karlsbad in Bohmen, Spa in Bel-
gien, Wiesbaden, Baden-Baden. Sie waren auch westliche Auflenposten osteuropiischer
Aristokratien und zunehmend, nach Graden der Exklusivitit und Erschwinglichkeit ges-
taffelt, Ziele biirgerlicher Bankiers- und Geheimratsfamilien, dabei des Gliicksspiels we-
gen leicht anriichig (Osterhammel 2011, 388; siehe auch Gray 2006, 11-15).

Als ,westliche Au3enposten osteuropdischer Aristokratien wurden Badeorte vom
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russischen Adel besonders aktiv frequentiert. Dies hatte eine ansehnliche Reihe rus-
sischer Kurortromane zur Folge, von denen einige (wie Lermontovs Ein Held unserer
Zeit und Turgenevs Rauch) Sacher-Masoch gut bekannt waren (siehe Polubojarinova
2006, 102-110, 401-425). ,,Besonderheiten dieser Gattungsart“ sind Mark Al’tsuller
zufolge, der unseres Wissens als erster auf das literarische ,,Kurortparadigma“ (bzw.
auf den ,, Kurortroman®, russ. ,kurortnyj roman’, als ,,einen speziellen Romantypus®)
aufmerksam wurde,"” ,,Begrenztheit des Handlungsraums, Mifliggang der handeln-
den Personen, ihr Herausgenommensein aus dem Alltag und Freiheit von Alltagssor-
gen® (1992, 147-148).

Die These Al'tsullers aufgreifend, verschieben wir in der weiteren Betrachtung des
Kurortraums und seiner Bedeutung in Venus im Pelz den Akzent im Sinne der space
studies von der Gattungsproblematik auf die Eigenart des Kurorts als ,,relationalem
Raum“ (Kajetzke — Schroer 2012, 199), dessen spezifische Kontingenz erst entsteht
durch die Interaktion der vorgegebenen Raumlichkeit einerseits und der ,,Vorstellun-
gen und Handlungen der Akteure® (200) andererseits. Bezeichnenderweise wurden
fir ein solches Verstindnis des Kurortraums bereits 1823 im Vorwort des Autors
zum ersten europdischen Kurortroman, St Ronan’s Well, wichtige Weichen gestellt:

The scene chosen for the author’s little drama of modern life was a mineral spring, [...]
which are supplied with the usual materials for redeeming health, or driving away care.
The invalid often finds relief from his complaints, less from the healing virtues of the Spa
itself, than because his system of ordinary life undergoes an entire change [...]. Thither, too,
comes the saunterer, anxious to get rid of that wearisome attendant himself, and thither come
both males and females, who, upon a different principle, desire to make themselves double.

The society of such places is regulated, by their very nature, upon a scheme much more
indulgent than that which rules the world of fashion, and the narrow circles of rank in the
metropolis. [...]

In such scenes, too, are frequently mingled characters, not merely ridiculous, but dangerous
and hateful. The unprincipled gamester, the heartless fortune-hunter [...] [t]he impostor, the
gambler [...] are to be found at such retreats, [...] a sprinkling of persons called by the
newspapers eccentric characters [...] we find men of every country playing the eccentric at
these independent resorts of the gay and the wealthy, where every one enjoys the license of
doing what is good in his own eyes.

It scarce needed these obvious remarks to justify a novelist’s choice of a watering-place
as the scene of a fictitious narrative. Unquestionably, it affords every variety of character,
mixed together in a manner which cannot, without a breach of probability, be supposed to
exist elsewhere (Scott 1894; Hervorhebung O. K. - L. P)

Hier wird der Kurort deutlich als ein Raum konnotiert, der aufgrund des ,,radi-
kalen Wechsels [der] alltdglichen Lebensweise®, des ,,legitimierten” Miifliggangs, der
»Nachsichtigkeit der moralischen Regeln, der notorischen Mischung von nationa-
len und standesspezifischen Benimmcodes die reale Moglichkeit eines a- bzw. anti-
normativen Benehmens (aus der Sicht des Alltagsbewusstseins) bietet. So gesehen
lasst sich der Kurort in Anlehnung an die Heterotopie-Intuition Foucaults neben
psychiatrischen Kliniken, Gefingnissen und Altersheimen zu den ,,Platzierungen®
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zahlen, die ,,die sonderbare Eigenschaft haben, sich auf alle anderen Platzierungen zu
beziehen, aber so, dass sie die von diesen bezeichneten oder reflektierten Verhaltnisse
suspendieren, neutralisieren oder umkehren® (1992, 40). Einen &hnlichen hetero-
topen Ubergangsstatus zwischen Krise und Devianz zeitigend, korrespondiert der
Kurort offensichtlich mit Foucault'schen ,,anderen Raumen® auch in der Heterogeni-
tat seiner Beschaffenheit, der als ein Effekt des fast willkiirlichen ,,Zusammenkom-
mens“ von ,gemischtem® (Scott-)Publikum anzusehen ist (,Die Heterotopie vermag
an einen einzigen Ort mehrere Raume, mehrere Platzierungen zusammenzulegen,
die an sich unvereinbar sind“ /Foucault 1992, 42/). Hinzu kommt das ,Herausge-
nommensein“ aus dem normalen Lebensverlauf (die Heterotopie ,.erreicht ihr volles
Funktionieren, wenn die Menschen mit ihrer herkdémmlichen Zeit brechen” /44/)
sowie die Markierung der ihn einschlieflenden Grenzen (die Heterotopie setzt nach
Foucault ,,immer ein System von Offnungen und SchliefSungen voraus“ /44/, was sie
gleichzeitig isoliert und durchldssig macht). Schlief3lich schaftt der Kurortraum als
ein Ort, an dem ,,jeder sich erlaubt so zu handeln, wie es ihm beliebt“ (Scott), die Illu-
sion eines ,anderen Lebens®, die das ,eigentliche“ Leben mitunter diskreditiert (nach
Foucault hat eine Heterotopie ,einen Illusionsraum zu schaffen, der den gesamten
Realraum, alle Platzierungen, in die das menschliche Leben gesperrt ist, als noch
illusorischer denunziert® /45/).'

Eine Kodifizierung der ,koérperlichen® Befreiung von traditionellen (sozial nor-
mierten) Lebensformen und ihre Ersetzung durch eine konventionell freie Bewegung
des Korpers im begrenzten Raum (Spaziergang als Grunddisposition des Kurortall-
tags) und, als Resultat, eine abweichende Aktivitat des Subjekts, die in der Regel Fol-
gen fiir sein weiteres Leben hat — so konnte man, verallgemeinert, das ,, Kurortpara-
digma“ und den Verlauf eines ,,typischen® Kurortplots charakterisieren.

Mesalliance (St Ronan’s Well, Ein Held unserer Zeit, Die Buddenbrooks), Ehebruch
(Rauch, Friihlingsfluten, Die Dame mit dem Hiindchen), Hasardspiel (Karten, Rou-
lette) (Rauch, Der Spieler), Alkoholgenuss (Ein Held unserer Zeit, Ein Abend in den
Kaukasischen Bddern von Aleksander Bestuzev-Marlinskij /Vecer na kavkazskich
vodach, 1824/) werden in den Kurortnarrativen zu einer konkreten konventionellen
Auflerungsform der Devianz des Kurortdaseins. Auch das Masochismus-Phantasma
kann in diesem Kontext als eine dem Kurortdasein inhdrente Abweichung interpre-
tiert werden, allerdings liefert die Novelle Sacher-Masochs eine gesteigerte Form der
Devianz, vor allem, weil sie durch ihr zentrales Domina-Bild die althergebrachten
Abweichungsformen des Kurortdaseins ihrer mangelnden Radikalitat iberfithrt und
in ihrer Konventionalitit entlarvt.

Die am Anfang der Binnenhandlung angedeutete Kulisse des ,,kleinen Karpaten-
bads® zeitigt allerdings zundchst typische Merkmale eines Kurortraumes, mit Parks
und Promenaden als Treffpunkte einer multikulturellen mondéinen Gesellschaft,
inmitten einer ,iippigen“ Naturverbramung aus Bergen, Wildern und Seen. Als
Kompensation der paradigmatischen ,Langeweile“ des Kurortlebens” kommen
Ehebruchs- bzw. andere Abweichungsmoglichkeiten des per se ,leicht anriichigen®
(Osterhammel) Ortes mit dazu. Besonders offensichtlich wird das, als eine Freundin
Wandas aus Lemberg zu Besuch kommt: ,,Ein Kreis von Herren umgibt die beiden

12 OLGA KULISHKINA - LARISSA POLUBOJARINOVA



jungen Frauen® (Sacher-Masoch 1980, 56). Die Freundin versteht es bald, von den
Moglichkeiten des Kurortlebens Gebrauch zu machen: ,sie hat in Lemberg ihren
Mann und ihren Liebhaber und hier hat sie einen neuen Anbeter gefunden® (57).
Eine dhnliche Option wird - eben als die dem Kurortraum inhérente Potenz — auch
in Bezug auf Wanda im Kontext der Begegnung mit einem russischen Fiirsten sug-
geriert.

Plotzlich sah er Wanda, heftete seinen kalten durchdringenden Blick auf sie, ja wendete
den Kopf nach ihr, und als sie voriiber war, blieb er stehen und sah ihr nach. Und sie - sie
verschlang ihn nur mit ihren funkelnden griinen Augen - und bot alles auf, ihm wieder
zu begegnen. Die raffinierte Koketterie, mit der sie ging, sich bewegte, ihn ansah, schniirte
mir das Herz zusammen (65).

Die Befiirchtungen Severins entpuppen sich jedoch als nicht berechtigt: Bei der
nédchsten Begegnung auf der Promenade missachtet Wanda plétzlich den ihr schein-
bar imponierenden Fiirsten: ,Wir begegneten bei einer Spazierfahrt dem russischen
Fiirsten im Wagen. Er war offenbar unangenehm iiberrascht, mich an Wandas Seite
zu sehen und schien sie mit seinen elektrischen, grauen Augen durchbohren zu wol-
len“ (70). Zwischen diesen zwei Begegnungen liegt die Entscheidung Wandas, auf
den ihr von Severin angebotenen masochistischen Vertrag doch als Domina einzuge-
hen - wohlgemerkt zu einem Zeitpunkt, als dem Protagonisten selbst bereits Zweifel
an seiner Notwendigkeit autkamen:

»Es lag wohl in mir, sprach sie ruhig, gleichsam nachsinnend, ,vielleicht wire es nie an
das Licht getreten, aber du hast es geweckt, entwickelt, und jetzt, wo es zu einem méchti-
gen Trieb geworden ist, wo es mich ganz erfiillt, wo ich einen Genuf darin finde, wo ich
nicht mehr anders kann und will, jetzt willst du zuriick — du - bist du ein Mann?“ (67)

Beides - sowohl die ,,typische® Badeort-Situation eines ,leichten” Liebesabenteu-
ers (konventionelle Abweichung) als auch die exklusive Devianz eines masochisti-
schen Vertrags - sind auf den Willen und die Entscheidung der Frau fokussiert und
von ihr abhdngig. Wanda ist es, die sich gegen das Abenteuer mit dem Fiirsten und
fiir das masochistische Szenario mit Severin - beinahe gegen seinen eigenen Willen
entscheidet.

Diese Situation entspricht deutlich der dominanten Rolle der Frau im Kurort-
raum, die auch sonst in den Kurortnarrativen stets betont wurde und so den hetero-
topen ,,Illusionsstatus® des Kurorts als ,,anderen” Ort (im Vergleich zur méannlichen
Dominanz an ,normalen” Orten) zusdtzlich markiert. Auf die hypertrophe Aktivitat
der Lady Penelope Penfeather in St Ronan’s Well wurde bereits von Ghoshal Wallace
(1989, 235-236) hingewiesen. Auch die russischen Kurortnarrative stehen unter dem
Zeichen weiblicher Aktivitdt: So zieht die verheiratete Irina Ratmirova in Turgenevs
Rauch ihren Jugendfreund Grigorij Litvinov, den sie in Baden-Baden trifft, in ein
auflereheliches Verhiltnis und beendet dieses aus eigener Initiative, als die Vorstel-
lung eines anderen Lebens sich als Illusion entpuppt. Die in ihrer Ehe ungliickliche
Anna Sergeevna in Cechovs Die Dame mit dem Hiindchen kommt nach Jalta mit dem
festen Vorsatz, ihr Leben zu andern, was ihr dank des sich anbahnenden Verhaltnis-
ses mit dem ebenfalls ungliicklich verheirateten Gurov gelingt. Die reiche Abenteu-
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rerin Polozova in Turgenevs Friihlingsfluten schliefSlich lockt den frisch verlobten,
willensschwachen Sanin nach Wiesbaden, wo er unmerklich in ihren Bann gezogen
und gezwungen wird, seine Verlobung mit Gemma zu l6sen.'®

Wanda fiigt sich in die Reihe der (zumeist als mondéne ,,slawische Schonheiten
konnotierten) Kurort-Vamps in demselben Mafle ein, in dem sie aus dieser Reihe
herausfillt. An der sich anbietenden ,,konventionellen Abweichung vorbei entschei-
det sie sich fiir die unkonventionelle Devianz des masochistischen Vertrags, was den
heterotopen ,,Illusionsraum® des Kurorts mit den Parametern einer realisierten Uto-
pie ausstattet. Dabei wird der in der Kunst wie im Leben , dilettierende (18) mannli-
che Protagonist in seiner Charakterschwiche und seinem mangelnden Ernst blofige-
stellt: ,,Ich bin nicht im Phantasieren stark und im Ausfithren schwach wie du; wenn
ich mir etwas vornehme, fithre ich es aus, und um so gewisser, je mehr Widerstand
ich finde“ (67).

Indem es zwei ,,extreme Typen der Heterotopie®, das ,,Bordell“ und die ,,Kolonie“
(Foucault 1992, 46), vereinigt, schafft das Karpatenbad Sacher-Masochs eine nétige
Voraussetzung fiir die Entfaltung des Masochismus-Phantasmas als Abweichung par
excellence, dessen personaler Kern und Machtzentrum, die Dominafigur, sich erst
vor dem Hintergrund des anderen, konventionell-abweichenden Raums mit ausge-
pragter Frauendominanz herauskristallisieren konnte. Thr weiteres Leben als globa-
lized icon antizipierend wirft Wanda als masochistische ,,Venus im Pelz“ vom Karpa-
tenbadeort ein neues (dominaartiges) Licht nicht allein auf die spateren literarischen
Kurort-Minnerfresserinnen'” wie Polozova (Friihlingsfluten) und Anna Sergeevna
(Die Dame mit dem Hiindchen - hier steht iibrigens ihr fetischartiges Attribut, das
Hiindchen, fir die Affinitat zum masochistischen Pelz), sondern auch auf die Prota-
gonistinnen von frither entstandenen Kurortnarrativen wie Polina in Dostoevskijs
Spieler, die in ihrem ,,masochistisch zu nennenden Verhiltnis zu Alexej in Korres-
pondenz mit der drei Jahre spéter erschienenen Novelle Sacher-Masochs als eine
»vorausdeutende“ Domina-Figur interpretiert werden konnte (Neuhduser 2002,
54-55).

Hiermit vervollkommnet der ,,durchldssige” heterotope Kurortraum die Semiosis
der Domina-Figur durch eine wichtige Implikation, die weder die ,lastende Atmo-
sphére® (Deleuze 1980, 189) des auf verschlossene intime Raume und ,viktoriani-
sche Privatheit fixierten masochistischen Phantasmas noch der ,osteuropéische®
Exotismus Galiziens imstande waren, ihr zu geben: Er bereichert sie um eine inter-
national relevante Dimension.

Auf der Promenade erschien heute zum ersten Mal ein russischer Fiirst, welcher durch
seine athletische Gestalt, seine schone Gesichtsbildung, den Luxus seines Auftretens all-
gemeines Aufsehen erregte. Die Damen besonders staunten ihn wie ein wildes Tier an,
er aber schritt finster, niemand beachtend, von zwei Dienern, einem Neger ganz in roten
Atlas gekleidet und einem Tscherkessen in voller blitzender Riistung begleitet, durch die
Alleen (Sacher-Masoch 1980, 65).

Diese kleine, den oben erwidhnten Rivalen Severins einfiihrende Passage ver-
mag mit wenigen Ziigen das Kurortambiente als jenen multikulturell gezeichneten
(diverse Travestie-, Selbstperformanz- und Karnevalpotenzen mit eingeschlossen)
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»Schaum” zu umreiflen, aus dem die ,Venus im Pelz“ als international relevante Ikone
erst ,aufsteigen” bzw. ,herausgehoben werden® konnte.

ANMERKUNGEN

Das masochistische Subjekt geht Deleuze zufolge ein Biindnis mit der grausamen (,,oralen®) Mutter

(Domina) gegen die viterliche Autoritét ein. Der Masochist ,,schwort dadurch ,,der Vaterdhnlich-

keit ab, und damit der Sexualitdt als deren Erbe; zugleich aber verwirft er das Vaterbild als repressive

Autoritit, welche die Sexualitit reglementiert und dem Uber-Ich als Prinzip gilt. Dem Uber-Ich [...]

setzt er das vertragliche Biindnis von Ich und oraler Mutter entgegen® (1980, 274-275).

2 Siehe dazu ausfiihrlicher O’Dell 1998, Weibel 2003.

* ,[TThe unconventional narrative structure, experimental camera angles, and avant-garde mise-en-

scéne, but also the cast differentiate the film from a traditional feature film or pornography“ (Mennel

2007, 74).

Neben dem cross dressing-Verfahren der Stones selbst und der Aufsehen erregenden ,sadomaso-

chistischen” Werbeplakate fiir das Album Blacke»Blue (1970) lasst sich vom aktiven Einsetzen des

»Venus im Pelz“-Images durch die Rolling Stones-Girls wie Anita Palenberg (siche besonders den

Film Performance, 1970) und Marianne Faithfull (siehe u. a. jhren Look in Leder-Montur im Film

The Girl on a Motorcycle, 1968 und die Selbstinszenierung im Pelzmantel auf nacktem Korper wah-

rend des Drogenprozesses gegen die Stones) sprechen (Wymann 2002, 280, 242, 436).

Vgl.: ;The idea of Galicia suggests the importance of the ,non-national‘ for the construction of pro-

vincial identity® (Wolff 2010, 7).

¢ Zur Beeinflussung Sacher-Masochs durch Ivan Turgenevs Erzdhlungen, in denen realiter Grausam-

keiten der Leibeigenschaftsverhiltnisse in Russland inklusive Geifielung von Bauern, aber auch wich-

tige Elemente des pelzbesetzten dressing codes von veritablen ,,Dominas“ beschrieben werden, siehe

Polubojarinova 2003.

Letzteres sieche besonders ausdriicklich bei Dwyer (2013, 153) am Beispiel der ,Kazabaika“ vorge-

fithrt.

8 Wie Dwyer zurecht bemerkt, ,Wanda is not really Russian“ (2013, 151), auf die Popularitit des
Namens in Polen aufmerksam machend. Allerdings war die Titelheldin des 1840 erschienenen Poems
von Alfred de Vigny ,Wanda“ Russin aus dem Hochadel, wobei die Entlehnung dieses Namens aus
einer polnischen Quelle (dem Roman von Héléne Poninska Vanda, ou la superstition, 1834) nicht
ausgeschlossen ist. Dazu wie im Allgemeinen zum Aufkommen eines ,Russin“-Stereotyps im 19.
Jahrhundert als eines festen Bestandteils der ,,imaginierten russischen Welt“ (,,'univers imaginaire
russe”) in der franzosischen Literatur siehe Krauf3 2007, 154-166.

° Abstand: Z. B. ,ein Ruhebett aus roten, ssmmetnen Polstern, von dem mit tiirkischen Teppichen

belegte Stufen’, ,,(rotdamastene) Ottomane® (Sacher-Masoch 1980, 64, 85, 88).

Vgl. die Replik Wandas: ,,Du bist eben, was ich will, ein Mensch, ein Ding, ein Tier (99).

Siehe bei Dwyer tiber ,,provincial cosmopolitanism® des Plots von Venus im Pelz (2013, 151).

"2 Die hiermit erfolgende Verlegung des ,,mondédnen” Lebens in die mitunter ,kolonial“ gezeichneten

Randgebiete Europas bzw. der Habsburger Monarchie wie Karlsbad, Marienbad, Franzensbad, Héviz,

Biick (Wichs) u. a. m. zeitigt die in Venus im Pelz aufgegriffene und produktiv umgesetzte topolo-

gische Zusammenlegung und Interferenz von Kurort und Kolonie, deren gemeinsamer Nenner, wie

spater zu zeigen sein wird, Heterotopie ist.

Einige wichtige Merkmale des ,,Kurortnarrativs“ sind freilich bereits in der von Vera Pohland 1984

publizierten Studie zum literarischen Sanatoriumsraum vertreten, was nicht verwunderlich ist, geho-

ren doch beide Orte dem ,,heterotopen® Typus an. Dennoch sind die Unterschiede augenfillig, denn
die Kurortabweichung fangt erst im Kurortraum an und wird von ihm suggeriert, wihrenddessen ein

Sanatorium die bereits vorhandene Abweichung der Akteure (Krankheit) als Bedingung voraussetzt.

Vgl. dhnlich kontrovers konnotierte Charakteristika des Kurortlebens bei Gray (2006, 62). Der Bade-

ort erscheint dort als ,,Flucht vor der eintonigen Alltagsroutine, das Kurortdasein als ein Aufenthalt

=

o

=
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,am Rande des normalen Existenzraumes” bzw. ,,am Rande der Gesellschaft Er sieht den Kurort
als das Angebot einer ,utopischen Welt“ an, die ,von der Arbeit und 6fter auch von der Familie und
einem gewohnten Umgangskreis getrennt ist.

»Irdge schleichen die Tage in einem kleinen Karpatenbade dahin... Es ist langweilig zum Idyllen-

schreiben” (17).

' Lermontovs Held Pecorin, der sich wihrend des Aufenthalts im kaukasischen Badeort Pjatigorsk
trotz der aktiven Manover von Prinzessin Meri und ihrer Mutter nicht verheiraten lasst, scheint vor
diesem Hintergrund eher eine Ausnahme zu sein, die sich durch seine bewusste, die konventionelle
Kurortdevianz konterkarierende Position erkldren ldsst (siehe Kulishkina 2016).

7 Ob kurortbezogen oder nicht bleibt der ,Nachkommenschaft“ Wandas die ,,ostmitteleuropdische®
Pragung beibehalten. Siehe z. B. die von H.-J. Gerigk analysierten Variationen Polozovas (und hier-
mit der Masoch’schen ,Venus im Pelz“) aus der osterreichischen und amerikanischen Erzdhlprosa
(2015, 203-206): Die laszive Verfithrerin Grifin Lodoiska in Ferdinand von Saars Ginevra (1892)
ist Polin aus Lemberg, der Kurort-Vamp in Henry James’ Eugene Pickering (1874) verrit durch den
Namen (Madame Blumenthal) einen Bezug auf das ostmitteleuropéische Judentum. Als ein ost-
mitteleuropdischer jiidischer Vamp aus Warschau sorgt Bejltsja Kurlender aus Scholem Alejchems
Marienbad (1911) fir viel Trubel bei den mannlichen Badeortbesuchern. (Jiidische Pelzdominas
gibt es bereits in den spateren ,Galizischen Erzahlungen“ Sacher-Masochs, siehe z. B. Die Judith
von Bialopol, 1886.) ,,Jiidisch“ und zugleich ,,russisch® wirkt auch der bildliche Prototyp der pelz-
bekleideten Schonheit Gregor Samsas, wenn man, Bernd Neumann folgend, die darauf dargestellte
»ebenso provokant-hochmiitig wie erotisch verlockend auf den Betrachter [schauende]“ Dame mit
dem bekannten Gemailde Ivan Kramskojs Eine Unbekannte (,,Neizvestnaja“, 1883) assoziiert (Neu-
mann 2008, 73). Russin ist auch Clawdia Chauchat, eine der ausdrucksvollsten spdteren Domi-
na-Auspragungen, in Thomas Manns Zauberberg (1924) (zur Verbindung Clawdias zu Wanda siehe
Rudloff 1994).
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»In the small Carpathian resort”: Venus in Furs as a (trans)cultural icon
of East-Central Europe

Resort. Deviation. Leopold von Sacher-Masoch. “Venus in Furs”. Domina. Heterotopia.

The international career of Venus in Furs - the central image of Leopold von Sacher-Masoch’s
1870 novel of the same name - in literary and popular culture is considered in the article (1) at
the level of a freely wandering globalized icon, (2) in regard to its relationship with the culture
of Galicia, and (3) by reference to the resort as a heterotopic space of “conventional deviance”
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Blirgerstadt und Stadtfiktion in Sandor Marais
Romanzyklus ,, A Garrenek muve”

ZOLTAN KULCSAR-SZABO

BURGERSEIN ALS KUNST
Soviel auch in der seit 1989 dufSerst ausdifferenzierten Marai-Rezeption zum Begriff
des ,,Biirgers“ oder des ,Biirgerlichen® geschrieben wurde, ist weiterhin schwer zu
entscheiden, ob sich Sdndor Madrais Verstindnis dieses Begriffs einfach auf eine
bestimmte sozialgeschichtliche Konstellation bzw. auf bestimmte literarische oder
philosophische Ideen zuriickfithren ldsst oder eher in einer Vision verankert ist, die
heterogene Elemente der Kulturgeschichte, der eigenen Biographie und der narra-
tiven Deutungsmuster der europdischen Romanliteratur zusammenbringt. Mdrais
Biirger, um es bei einer stichwortartigen und karikaturistisch oberfldchlichen Skizze
zu belassen, ist politisch liberal, in seiner Denkweise rational, in der Lebenspraxis
konservativ und traditionsbewusst, in seiner Wertehierarchie stehen Familie, Selbst-
verantwortung und Selbstverteidigung, Schaffen (im doppelten Sinne von kiinstle-
rischer Schopfung und Arbeit), Geschmack, Stil und Kultur (vielleicht mehr noch:
Bildung) an erster Stelle — und (oder vor allem) er ist Stadtbewohner. Biirgerstadte
wie Kaschau, die Mdrai im europiischen Kontext mit Stadten wie Briigge, Florenz,
Kéln, Reims, Tours und immer wieder mit Thomas Manns Liibeck vergleicht, sind
allerdings kaum entlang der Achse Zentrum/Peripherie oder Metropole/Provinz zu
verorten. Wie aus diesen Parallelen und Marais vielerorts auffindbaren diesbeziigli-
chen Aussagen hervorgehen diirfte, beruht die kulturelle Représentation biirgerli-
cher Lebensform auf einer paneuropéischen und damit keiner nationalen Identitéts-
konstruktion, die jedoch - darauf wird zuriickzukommen sein - die transkulturellen
Aspekte dieses Biirgertums in vieler Hinsicht unterdriickt oder marginalisiert, und
zwar zugunsten einer organischen Figuration der Biirgerstadt. Fiir Marai, in dessen
Vergleichen etwa Budapest gegeniiber Kaschau stdndig unterlegen bleibt (siehe u. a.
Marai 1995, 173-175; 2000, 91, 99), sind es keine Grof$stadte (auch Wien nicht), son-
dern vor allem die traditionsreichen Handelsstidte, die Kultur stiften: Laut Mihaly
Szegedy-Maszak ,nahm er ausschlieflich stadtische Kulturen zur Kenntnis, doch
nur die Stadt, die kontinuierlich aus der Landwirtschaft herausragte, galt fiir ihn als
authentisch (1991, 29).!

Ein wichtiges Moment von Marais Biirgerbegrift besteht darin, dass er die stadti-
sche Lebensform und damit ferner auch die ikonische Selbstreprasentation des stad-
tischen Biirgertums immer wieder als ,, Kunst“ beschreibt. Versteht man Marais Biir-
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gerideal als kulturelle Ikone (deren Leistung u. a. darin besteht, eine Lebensform oder
eher eine soziokulturelle Konfiguration zu personifizieren oder zu verkorpern?), fallt
vor allem natiirlich diese Selbstbezeichnung oder sogar Selbstenthiillung als ,,Kunst*
auf, mit anderen Worten: das implizierte Konzept einer Ikonizitat, die ihre Kiinstlich-
keit auf diese Weise offen thematisiert, ja sogar reprasentiert. An diesem Punkt stellt
sich natiirlich die Frage, wie dieses Klischee von biirgerlicher Lebensform als ,,Kunst*
in einem offener kiinstlerischen, z. B. fiktionalen Kontext dargestellt werden kann
bzw. ob es sich liberhaupt selbstreflexiv herstellen lasst. Eine der moglichen Antwor-
ten findet sich in Marais zwischen 1930 und 1948 geschriebenem Romanzyklus, der
die Geschichte einer Biirgerfamilie erzahlt und den er 1988 kurz vor seinem Tod in
einem Doppelband unter dem Titel A Garrenek miive (Das Werk der Garrens) wieder
veréffentlicht hat. Worin dieses ,Werk" eigentlich besteht, scheint auch fiir die Figu-
ren der Romane kaum zu erraten, wahrend auf der anderen Seite niemand an der
Existenz dieses Werkes zweifelt. Der Versuch, das Werk, den eigentlichen ,,Helden®
des Zyklus, zu konkretisieren, fehlt in der Literatur zu Das Werk der Garrens selten,
als aussichtreichste Kandidaten haben sich in erster Linie ,,der Biirger” als Symbol
fur eine Lebensform und/oder Kultur und ,die Stadt“ (und zwar referentiell kon-
kret: Kaschau) erwiesen. Es wire in der Tat fast unmdglich, einerseits die autobio-
graphischen Beziige in der Geschichte der Garrens zu verkennen (siehe dazu Fried
2007d, 39-40), andererseits ihre Stadt, die nie beim Namen erwahnt wird, anders als
Kaschau zu identifizieren.

STADTFIKTION UND FREMDHEITSKONZEPT

Was eine allgemeinere Topographie der Stadt betrifft, geht es erneut um eine
Fiktionalisierung der Stadt, die aber erst in einem referentiell bestimmten Kontext
diesen Namen verdient. Soll diese ,,Selbstanzeige“ der Fiktionalitdit mit Hilfe von
Wolfgangs Isers Definitionen beschrieben werden, so kann dies nur mit einer gewis-
sen Einschrankung getan werden, da in Marais Stadtfiktion ,die erzeugte Einstel-
lungsaktivitat“ des Rezipienten nicht notwendigerweise ,einer irrealen Welt gelten
muss (1991, 49). Diese Selbstanzeige der Fiktion zieht sich in gewissem Sinne sogar
zuriick, da, topographisch gesehen, die Stadt — abgesehen von einzelnen Stellen, auf
die noch zuriickzukommen ist — sich mit Hilfe von einfachen Mitteln mehr oder
weniger eindeutig als Kaschau entschliisseln ldsst. Das bedeutet, dass die Fiktionalitit
der Stadt der Garrens erst in Bezug auf diese oder dhnliche referentielle Kontexte in
Erscheinung tritt. In der Tat gibt es im Text mehrere Signale dafiir, dass die Namen-
losigkeit der Stadt in erster Linie dazu dienen soll, die Kategorie ,,Schliisselroman®
zu entkriften. Auf dem Umschlag der Ausgabe von 1988 ist z. B. Georg Hoefnagels
Kupferstich aus dem 17. Jahrhundert zu sehen, der eine Stadtansicht von Kaschau
zeigt. Dazu passt, dass in Sereghajtok (Die Nachziigler) die Briider Péter und Tamas
in ihrer Heimatstadt ankommen, die gerade ihre ,,Heimkehr“ ins Vaterland feiert,
u. a. indem der Leuchtturm die ,wiedergewonnenen® Nationalfarben blau-grau-gelb
(die fiir die ungarischen rot-weif3-griin stehen diirften) auf die Stadt projiziert. Dass
der zweite Teil von A Féltékenyek (Die Eifersiichtigen) mit dem Titel Az idegenek (Die
Fremden) tber die Zeit der Besatzung der Stadt berichtet, ldsst sich (trotz der Tat-
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MARAI SANDOR

A
GARRENEK

Buchumschlag (Ausschnitt) der Erstausgabe
(1988) von A Garrenek miive mit der
Stadtansicht Cassovia von Georg Hufnagel aus
Civitates orbis terrarum (1572-1617) von Georg
Braun und Franz Hogenberg

STEPHENVOROSVARY WELLER

sache, dass chronologische Inkonsequenzen im Text einen genauen geschichtlichen
Vergleich verhindern - fiir Einzelheiten siehe Lérinczy 1998, 113-114) ebenso ein-
fach entschliisseln: Obwohl die Besatzer ausschlieSlich ,,die Fremden® (,,idegenek®)
genannt werden, verweisen die Charakterisierung ihrer Sprache (der Oberstleut-
nant ,fluchte sehr konsonantenreich®, ,,Die Fremden sprachen am liebsten nur mit
Konsonanten“~ Marai [o. ].], 257, 265), ihr an Jan Hus erinnernder Heiliger® sowie
die Beschreibung des fremden Wappens (,ein [...] achthuftige[s] und gefliigelte[s]
Mirchentier” /272/*) eindeutig auf den jungen Staat Tschechoslowakei, dem Kaschau
zwischen 1920 und 1938 angehorte. In einem der letzten Kapitel von Die Nachziigler,
wo ein Fragment aus dem Tagebuch von Abel, dem zentralen Helden von Zendiil6k
(Die jungen Rebellen) ,eingefiigt wird (Abel napldja), also kurz vor dem Abschluss
des ganzen Zyklus, wird Péter Garren, der bis dahin {iber weite Partien des Zyklus die
Erzihlerrolle ibernommen hat (vor allem in den ersten beiden Teilen von Sértédot-
tek (Die Beleidigten) und der durch die Fokalisierung als wichtigster Vermittler der
Geschichte hervortritt, in Proust’scher Manier als der eigentliche Erzahler des gesam-
ten Werkes enttarnt: Abel erwihnt duflerst kritisch zwei Biicher, die Péter iiber die
Stadt geschrieben haben soll und die ,im Ausland® und - zumindest ,fiir unsere
Stadtbewohner® (da fiir diese ,,alles in auslandischer Sprache ist, alles, was auflerhalb
der Mauern dieser Stadt gesprochen und geschrieben wurde, auch dann, wenn etwas
in der geldufigen Bedeutung des Wortes in der Muttersprache geschrieben war!®
/Mérai 2007a, 260/°) - in ,auslindischer Sprache“ erschienen sind. Was Abel {iber
die nur scheinbar verstellte Referentialitdt der Handlung (z. B. die fremd klingenden
Namen, die Péter - und auch Marai — verwenden) und die Rezeption dieser Biicher
durch die wenigen Stadtischen, die sie gelesen haben, behauptet (,,das war alles wahr
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und doch nicht wahr® d. h. ,die wenigen, die die klaglich zusammengebastelten
Schriften des dlteren Garren gelesen hatten, erkannten sofort die urspriinglichen
Figuren®; auf der anderen Seite jedoch ,konnte ein Ausldnder aus den Biichern des
Garren-Sohnes nichts Wirkliches tiber die Stadt erfahren” /ebd./®), liest sich als eine
mogliche Selbstbeschreibung der Fiktionalisierungsstrategie von Marai.

Es geht also um eine verschliisselte Referentialitat, die, was Péter Garrens fikti-
ven Roman betriftt, nur fiir die Bewohner der Stadt und in Bezug auf den tatsachli-
chen Romanzyklus Marais nur iiber die Kenntnis eines geographisch und historisch
bestimmten referentiellen Kontextes zu rekonstruieren wire. In gewisser Hinsicht
spiegelt diese selbstreflexive Ebene des Romans Marais Ausfithrungen zur ,,geschlos-
senen Lebensform® der Biirgerstadt wider (1999, 86): Neben zahlreichen weiteren
Parallelen konnte z. B. auf den letzten grofien Dialog zwischen Péter Garren und dem
Arzt Lacta hingewiesen werden, wo letzterer die Meinung duf3ert, dass es unmoglich
ist, in diese Stadt ,,ungestraft einzuwandern®:

Diese unsere Stadt ist anders: hier konnte man nie ungestraft einwandern. Die Frauen, die
ihre Méanner aus der Fremde hierher brachten, gingen bis zum Ende ihres Lebens in den
Zimmern und in der Stadt herum, als ob sie nicht genau wiissten, auf welchem Schrank
die Einmachgldser mit dem Brombeerkompott stehen, weshalb die Einheimischen bei der
Betonung gewisser Bindewoérter auflachen und gegen welche Beschwerden der ortliche
wundertitige Heilige in der Kathedrale Heilmittel kennt (Marai 2007a, 334).

Dass dieser Satz, der in gewissem Sinne an eine der wichtigsten ideologischen
Schichten des Romans riihrt, von Lacta ausgesprochen wird, kommt kaum von Unge-
fahr. Dieser namlich erscheint als derjenige unter den Biirgern, der iiber die tiefsten
Kenntnisse iiber die Stadt verfiigt. Als der Vater der Garrens erkrankt (was parallel
zur Besatzung der Stadt durch ,,die Fremden® geschieht und von seltsamen Gescheh-
nissen begleitet wird: eine schreckliche Steingestalt stiirzt vom Turm der Kathedrale
herunter, dltere Gebaude beginnen plétzlich abzusacken usw.®), wird er von drei ver-
schiedenen Arzten behandelt, unter denen Lacta den beiden Kollegen (einer Auto-
ritit aus der Hauptstadt bzw. einem methoden- bzw. technologiebewussten jungen
Arzt) tiberlegen erscheint, weil er eigentlich nichts unternimmt. Lacta, der ,,keinen
Augenblick [glaubte], dass er irgendwen heilen konne®, verfiigt tiber den Vorteil,
dass er — ,der Hausarzt der Stadt® — die Stadt, genauer die Struktur der Stadt (,,das
Gefiige der Stadt®) kennt (Marai [o. J.], 349-352).° Aus der Sicht Lactas erscheint die
Stadt als eine organische Struktur, ja sogar als ein einziger Korper (,Organismus® —
»szervezet®, bzw. ,alter, sehniger Korper® — ,,6reg, inas test” /Marai 2007a, 327, 339/),
weshalb es durchaus konsequent ist, dass er die Erkrankung und die Unheilbarkeit
des Vaters mit der Besetzung der Stadt erklédrt. Es wire vielleicht tibertrieben, Lactas
Wissen, das in Das Werk der Garrens — genauso wie das des alten Stadtbischofs, der
sozusagen fiir die ,,Seele” der Stadt zustdndig ist und den Péter Garren direkt vor dem
letzten Treffen mit Lacta ebenfalls besucht — als eine Art ,tacit knowledge® dargestellt
(und - was iibrigens auch auf die tiefsten Einsichten der Romanfiguren Mdrais im
Allgemeinen zutriftt — eben deshalb kaum konkretisiert) wird, den Perspektiven der
verschiedenen Figuren {iberzuordnen. Doch gerade die konzeptuelle Metapher (in
manchen Fillen sogar wortwortliche Identifikation) der Stadt als Organismus oder
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der Stadt als lebendiger/kranker Korper kehrt an zahlreichen Stellen auch in der auk-
torialen Narration, sowie in der Sprache von Péter wieder. Dies gilt vor allem fiir
Die Fremden, wo die Besatzung der Stadt als eine Art Infizierung oder Verseuchung
erzahlt wird, z. B.:

Das Bewusstsein, dass sie mit den Fiiffen in Fullappen in den Zimmern der Stadt herum-
saflen, sich in die Betten hineinlegten, aus den alten Schalen aflen, mit den einheimischen
Frauen und Médchen schliefen, aus dem artesischen Brunnen tranken und irgendwie in
alles hineingriffen, hineinhauchten, alles betasteten und die Spuren ihrer Korperlichkeit
in die Stadt hineinwischten, das Bewusstsein dieser Schmach zwang die Stadt zu einer
solchen Abwehr, als wire in der Umgebung und in den dufleren Bezirken eine Krankheit
ausgebrochen und als verbreiteten die Fremden die Keime der Epidemie; daheim muss
man das Wasser kochen; es ist ratsam, immerfort die Hande zu waschen (Mérai [o. J.],
269-270).1°

Sollte die Fiktionalisierung der historischen Referentialitit dafiir sorgen, dass —
wie Laszl6 Ronay dem Roman grofiziigig zubilligt — die Darstellung der Fremden
nicht ,,beleidigend” wirkt (2005, 224""), scheint die Ausweitung dieser biologischen
Metapher doch auch in diesem Fall ein dufSerst rigides Fremdheitskonzept zu ver-
mitteln, vor allem, weil die inter- oder transkulturellen Alltags- oder Verkehrsprakti-
ken, die die Stadt ja lange vor dem 20. Jahrhundert geprigt haben, im Roman kaum
reflektiert werden. Dies steht in auffilligem Gegensatz zu der eingangs erwdhnten
Tatsache, dass Marais europdischer Biirgerbegrift sich per se als transnational ver-
steht. Die Besatzer werden die ,Niedrigen“ (,alacsonyrend /Marai [o. ].], 251;
2006, 29/) genannt, erinnern die Stadtischen an einen ,Wanderzirkus“ (,vandorcir-
kusz“ /Marai [o. ].], 294; 2006, 79/), mehr noch, sie verbreiten schlimmen Geruch
(,,Uberhaupt rochen sie schlecht.“ - , Egyaltalan, rossz szaguk volt.“ /Mdrai [o. ].]
267, 2006, 47/). Das Fremde an den ,,Fremden® wird also (man erinnere sich z. B.
an die ,recsegé“ — knarrenden — Konsonanten ihrer Sprache oder ihre unbeholfene
Aussprache im Franzésischen /Marai [o. ].], 260; 2006, 39-40/, die als die eigentli-
che ,Botschaft® ihrer Rede aufgenommen werden) in der Stadt (oder: von der Stadt)
als sensuelle Oberflidche sinnlich, kérperhaft wahrgenommen (dies ist {ibrigens auch
im ersten Band zu beobachten, wo — wie Gyorgy Poszler /2008a, 678/ bemerkt hat
— die geschlossenen Raume der feindlichen Erwachsenenwelt bzw. die Verwesungs-
atmosphire der Weltkriegsjahre in der Wahrnehmung der ,,jungen Rebellen” durch
fremde, eklige Geriiche signalisiert werden).

Hier soll natiirlich gleich angemerkt werden, dass, erstens, die narrative Struk-
tur des Romans die saubere perspektivische Zuordnung dieses Fremdheitskonzeptes
nicht vollends zuldsst: In den meisten Fillen wird diese Wahrnehmung des Fremden
entweder der einen oder der anderen Romanfigur oder den Stadtbewohnern (sogar
»der® Stadt) zugeschrieben. Thre narrative Vermitteltheit ist jedoch in vielen Partien
auf einen Erzdhlmodus gegriindet, der die indirekte Rede nicht ausschlief3t. D. h.,
es ist kaum zu entscheiden, ob der nicht-personifizierte Erzédhler als einer der Stad-
tischen (also pars pro toto fiir die Stadt bzw. als unmittelbarer, homodiegetischer
Zeuge) oder aber als eine neutrale narrative Instanz erzahlt. Zweitens ist auch daran
zu erinnern, dass die Verfremdung der Stadt nicht alleine auf die voriibergehende
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Besatzung zuriickgefiihrt, sondern - vor allem in Die Beleidigten, wo die ,,Heim-
kehr“ der Stadt geschildert wird — als eher immanenter Prozess dargestellt wird. Die
heimkehrenden Garrens erkennen die gleiche Atmosphére der Angst, iiber die Péter
Garrens Darstellung der Anfangsphase des Hitlerregimes in Berlin im fiinften Band
Jelvény és jelentés (Emblem und Bericht) berichtet, auch in ihrer Geburtsstadt wieder
und nach dem groflen Gesprach mit Lacta kommt Péter zu der Einsicht, dass die
Fremdheit nun auch das Vertraute oder das Eigene durchdrungen hat: ,, Die Stadt hat
Angst vor dem Vertrauten, das immer fiirchterlicher ist, als das Fremde... genauer
gesagt, weil sie spiirt, dass nun auch das Vertraute fremd ist“ (Marai 2007a, 352'* -
Midrai definierte den ,tiefsten Inhalt“ des Lebens durch diese Art von Vertrautheit
im Heimischen). Die Entfremdung der Stadt von sich selbst ist also ebenfalls eine
Art (autoimmune) Krankheit, d. h. die grundlegende organische Metapher der Stadt
als Korper iiberlagert auch in dieser Hinsicht die verschliisselte Referentialitdt der
Stadtdarstellung.

Der diesbeziigliche Aspekt der Fiktionalisierung von Kaschau in Das Werk der
Garrens konnte als eine Art simulierte Fiktionalitit beschrieben werden, wo es vor
allem darum geht, dass die narrative Darstellung die referentiell entschliisselbare
Stadtfiktion durch eine metaphorische Topographie (z. B. durch die Kérpermeta-
pher) verdoppelt und fiktionale Raume erzeugt, deren Bedeutung nun tatsachlich
nicht mehr von der historischen oder geographischen Referenz der Stadt Kaschau
abhingt. Es gibt auch Beispiele dafiir, dass diese beiden Aspekte (verschliisselte und
simulierte Fiktionalitdt) in engem Zusammenhang stehen, vor allem in Die jungen
Rebellen. Dieser eigentliche Auftakt des Zyklus erschien zuerst 1930, als Marai noch
kaum an die Konzeption eines Zyklus gedacht hatte. Der Text wurde deshalb erst
nachtriglich zum Vorspiel (El6hang) erklirt, was natiirlich einiger textuellen Ein-
griffe bedurfte.”” In der spiteren Variante erhdlt die weiterhin namenlose Stadt eine
kleine Meeresbucht (woriiber die reale Stadt im damaligen ,,Oberungarn® nicht ver-
fiigte), die dann auch in den spiteren Banden an mehreren Stellen wiederkehrt.

Diese Bucht erfiillt eine mehrfache Funktion. Erstens konnte sie als ein wenn auch
ungefihrer historischer oder topographischer Hinweis dienen, und zwar auf das ehe-
malige Konigreich Ungarn, das im politischen Sinne tatsachlich iiber einen kleinen
Meeresstreifen Hoheit hatte, der aber nie wirklich als Teil des Vaterlandes angesehen
wurde. Zweitens ware die Irrealisierung des Handlungsortes zu erwahnen, die seine
Identifizierbarkeit mit Kaschau zusitzlich einschrankt. Drittens wird durch sie eine
topographisch ideale Dreiteilung der fiktiven Stadt (Berge, Tal, Meeresbucht) ermég-
licht, was vor allem in Die jungen Rebellen eine Bedeutung hat: das geheime Zim-
mer der Clique, in einem Gasthaus, wo es zum tragischen Selbstmord des Verriters
Ernd kommt, wird in den Bergen am Rande der Stadt verortet, die Wohnhéauser und
die offentlichen Orte des stadtischen Lebens in der Altstadt im Tal, die Aussicht auf
das Meer zeigt die Kehrseite oder sozusagen das ,,Andere” der geschlossenen Welt
der Biirgerstadt an, wobei auch zu bemerken ist, dass — wie Istvan Fried (2007b)
tiberzeugend dargestellt hat — das Meer in Marais Werken eine vielfache und bedeu-
tungsreiche Symbolisierungsfunktion besitzt. Diese Symbolisierung der Landschaft
fordert den Leser geradezu unmissverstandlich auf, auch die Darstellung der stadti-
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schen Schauplitze iiber ihre Verschliisselungsfunktion hinaus in offeneren fiktiona-
len Kontexten zu deuten.

THEATRALITAT

Die Bedeutung der Biirgerstadt in der Handlung von Die jungen Rebellen zeigt
sich vor allem durch die nachtragliche Zuordnung des Romans zu Das Werk der
Garrens (vgl. Szegedy-Maszak 2000, ebd). Im Mittelpunkt der Geschichte steht eine
jugendliche ,,Clique®, die ihre Rebellion gegen die Welt der (mit einer Ausnahme)
biirgerlichen Viter in geheimen zwecklosen, theatralischen Spielen verwirklichen,
tiber die sie am Tag ihrer Abiturpriifung erfahren miissen, dass diese Rebellion
gar nicht frei, sondern — durch die Mitwirkung eines Verriters erméglicht — von
der Erwachsenenwelt manipuliert bzw. gesteuert war. Der Aufstand der Jungen ist
also gegen eine Welt der Erwachsenen bzw. der Viter (eigentlich gegen die Gesell-
schaft ihrer Stadt) gerichtet, die sich zum Zeitpunkt der streng genommen auf den
Zeitraum von anderthalb Tagen im Mai des letzten Kriegjahres 1918 beschrankten
Handlung grofStenteils nicht zu Hause befinden. Er ldsst sich allerdings auch als eine
Art Verweigerung oder als ein Hinauszogern des Erwachsenwerdens deuten. Denn
es kommt kaum von ungefahr, dass sie gleich zwei Varianten eines rite de passage
unterworfen werden, welche sich jedoch nicht in der Wirklichkeit oder blofi auf eine
theatralisch entstellte oder simulierte Weise abspielen: Einerseits findet die Priifung
tatsachlich statt, was aber im Vorsommer des Zusammenbruchs und mit der Aus-
sicht, in wenigen Wochen in den Krieg geschickt zu werden, keine Bedeutung mehr
hat, andererseits wird die sexuelle Initiation der Clique durch ein groteskes Schau-
spiel und eine homosexuelle Verfithrungsszene ersetzt.

Die Aktionen der Clique (vor allem Rollenspiele und Diebstédhle), die in riick-
blickender Perspektive dargestellt sind, haben eine einzige Regel: Sie diirfen keinem
Zweck dienen und keinen Ertrag haben (z. B. Béla, der Sohn eines Kolonialwaren-
héndlers, kauft von dem aus der Ladenkasse gestohlenen Geld unniitze Dinge bzw.
Waren von Héndlern auf, die Geschiftspartner des Vaters sind). Diese Handlungen,
die in der Rezeption immer wieder auf Gides Konzept der ,action gratuite® bzw.
auf Cocteaus 1929 erschienenen Roman Les enfants terribles zuriickgefithrt wer-
den', veranlassen gewisse Veranderungen sowohl in der unmittelbaren biirgerlichen
Umgebung der Jungen als auch in der fiktiven Topographie der Stadt. Die gestohle-
nen Schitze, die ihre Gebrauchsfunktionen in den biirgerlichen Wohnungen damit
verlieren, werden als blofle Requisiten zunichst in den umgestellten Zimmern der
Jungen angehiuft, die dadurch ebenfalls ihre Bestimmungen als heimische Rdume
einbliflen (,So machten sich manche Gebrauchsgegenstinde der Haushalte auf,
tauschten die Pldtze, wanderten aus einer Wohnung in die andere® /Marai 2001,
78/"). Dies wiederholt sich in den spateren Banden von Das Werk der Garrens mehr-
mals, z. B. in Die Eifersiichtigen, wo die auf die Nachricht von der Erkrankung des
Vaters heimgekommenen Garren-Briider sich in ihrem Geburtshaus wie in einem
SInventar“ umsehen und Albert Garren ins Geschift des Vaters einzieht, das er mit
den verschiedensten Gegenstinden einrichtet, die er im Haus der Eltern — wie er
formuliert - ,gefunden hat“ Die ,jungen Rebellen“ deponieren ihre Schitze spa-
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ter in einem geheimen Zimmer (hier wieder eine Cocteau-Parallele), das sie in
dem abgelegenen, seit Jahren leerstehenden verlassenen Géstehaus Furcsa (in der
Ubersetzung Erné Zeltners: Arabesque) oberhalb der Stadt mieten. Der Vorteil die-
ses Ortes liegt darin, dass das Zimmer ebenfalls funktionslos, da unbewohnbar ist
(»»» Vorziiglich, sagte der Einarmige. ,Hier kann man nicht mehr wohnen™ /81/.16).
Dieses Versteck (von dessen Balkon auch das Meer zu sehen ist) ist eigentlich
nichts anderes, als ,,Vier Wande und ein Dach tiberm Kopf“ (83; wortwortlich: ,ein
geschiitzter und aufSerterritorialer Raum’; Herv. Z. K.-Sz."7), wo die Jungen nicht
nur ihren Sonderkrieg veranstalten, ,der unabhidngig von dem der Erwachsenen
gefithrt wurde® (102'), sondern u. a. einander ihre grofiten Angste gestehen konnen.
Dennoch, ebenso wie dieser Rebellion ein durchaus wahrer Krieg gegeniibersteht,
wird dieser ,,auflerterritoriale Raum“ durch einen anderen Raum im Roman kont-
rastiert, und zwar die Wohnung des Pfandleihers Havas, der ihnen hier auch eine
Art Beichte ablegen wird, wo die verschiedensten aufeinander gehéuften (Pfand-)
Gegenstinde, die ebenso anderen gehoren, wie die Anschaffungen Bélas, ebenso
nutzlos und in der gleichen Unordnung, aber nicht ohne einen gewissen Zweck
aufbewahrt werden.” Dass die Jungen zu Opfern der ,,anderen” Welt der Erwachse-
nen werden, liegt nicht zuletzt daran, dass sie — wie eher nur dem Erzdhler, als der
Clique selbst bewusst wird — die Ahnlichkeit zwischen ihren theatralischen Spiel-
regeln und dieser echten Realitdt nicht erkennen, ,die ebenso unverstindlich und
unwahrscheinlich war wie die ihre, genauso sinnlos und auch so verlogen® (173%).

Die Grenziiberschreitungen zwischen den beiden Welten lassen sich im Roman
sozusagen topographisch nachzeichnen. Die Trennlinie zwischen Innen und Auf3en,
offentlichem und privatem Raum wird in den Beschreibungen der Stadt mit auffal-
lender Héufigkeit von gldsernen, also durchsichtigen Flichen (Glashaube, Fenster,
Tiir, Schaufenster®'), die Eingange der offentlichen Gebdude immer wieder (auch in
den weiteren Banden von Das Werk der Garrens) als Drehtiiren dargestellt. Diese
Durchsichtigkeit bedeutet aber keineswegs, dass die Stadt der Clique ihre Geheim-
nisse offenbaren wiirde, ja scheint eher sogar die Fremdheit oder eben Undurch-
schaubarkeit der ,anderen“ Welt hervorzuheben. Als die ,,Rebellen den beiden
Erwachsenen, die ihre Spiele bis zum todlichen Ernst manipulieren, zum ersten Mal
gemeinsam begegnen, wird das Gesprich von einem seltsamen Wechselspiel der
undurchschaubaren Blicke begleitet: der Schauspieler lichelt mit ,Glasaugen®, wih-
rend Havas’ Augen ,.hinter den geschwollenen Augenlidern® verschwinden (62%) -
auf der anderen Seite glotzt Béla mit ,,Fischaugen® zuriick, Tibor reibt sich die Augen.

Die Figuren im Roman, die die Stadt tatsdchlich kennen, sind die furchtbar méach-
tigen Viter: In einer Vision Abels erscheint das iberdimensionierte Gesicht des Vaters
wie in einer filmischen Nahaufnahme, die ,,mit einem einzigen Wort sein ganzes
Leben erklért®. Dieses Bild wird mit der filmischen Erscheinung der Stadt verglichen:
S0 tritt manchmal eine Stadt aus der Dunkelheit hervor, wird heller, immer heller,
man erkennt jedes Blatt an den Baumen, die Tore der Hauser 6ffnen sich, Menschen
kommen auf die Strafle und beginnen zu reden® (12-13%). Die meisten Viter (und
mit ihnen die Deutungshoheit {iber die Stadt) sind fern, namlich im Krieg, der die
Stadt zwar im Grof8en und Ganzen verschont hat, aus ihrer narrativen Darstellung
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jedoch trotzdem nicht wegzudenken ist: Die Stadt fithrt ihr Leben wie eine Schein-
tote, ist verpuppt oder eingemummt wie ein Verwundeter (,,Die Stadt ruhte, gewis-
sermafSen ins Steckkissen gepackt und auf Linnen gebettet, in der Stille, ein gescha-
digter Organismus, der von den Auswirkungen des fernen Krieges - ,Der Krieg
sickerte zu ihnen nur durch Kapillargefdfie herein® - wie vergiftet vegetiert /42-43/.**).

Es gibt zwei langere, zusammenhéngende Partien im Text von Die jungen Rebellen,
in denen die Stadt selbst in den Mittelpunkt gestellt wird. Das kurze Kapitel Famets-
zet (Holzschnitt, in der urspriinglichen Version, die anders gegliedert ist, fehlt diese
Uberschrift), das die Handlung gleichsam unterbricht, beginnt als Stadtbeschreibung
im Baedekerstil (und simuliert deshalb die Adressierung von Fremden bzw. die Ver-
wendung eines pragmatischen Klischees kultureller Vermittlung). Der Titel lasst aber
auch auf eine Art ekphrastische Bildbeschreibung schliefien, was vor allem als Hin-
weis auf Hoefnagels Holzschnitt aufgefasst werden konnte, der mit dem modernen
Stadtbild (Bahnhof, Straflenbahnen usw.) kombiniert wird. Diese Beschreibung — wo
(in der zweiten Fassung des Textes) auch die winzige Meeresbucht der fiktiven Stadt
erwahnt wird - reif$t zunéchst die geographische Lage bzw. die Struktur des Stadtbil-
des auf, kurz darauf aber wechselt sie zu einer naheren Wahrnehmungsperspektive
eines Zeugen (es wird z. B. iiber verschiedene Geriiche berichtet), aus der nun das
kriegsbedingte Alltagsleben der Stadt geschildert wird. Die Stadt dient als ,,Erho-
lungsstation®, nicht aber als Zielpunkt fiir Urlauber, sondern fiir die endlos langen
Militdrziige, die am Bahnhof der Stadt anhalten, nicht zuletzt um die Leichen der
getoteten Soldaten auszuladen:

[D]ieser Bahnhof ist als Erholungsstation eingerichtet, die Tiiren der Waggons werden
fiir eine Stunde gedfinet, Karbol- und Jodoformgeruch stromt aus dem Innern, und grofie
Stille. Der Geruch dringt bis in die Stadt ein und ist in Bahnhofsnihe besonders beifSend.
In groflen Kiibeln steht Kalk auf dem Bahnhofsgelande, nicht selten miissen die Reisen-
den aus einzelnen Waggons herausgehoben und mit Kalk bestdubt werden. Das dauert
schon vier Jahre an - die Stadt hat sich daran gew6hnt (64%).

Die zweite Stadtbeschreibung geht der Theaterszene voraus: Die Jungen treten
durch die Drehtiir des Kaffeehauses auf die Strafle und tiberqueren, unterbrochen
durch eine Pinkelpause im Park, den Hauptplatz der Innenstadt. Die Erzdhlung die-
ser Szene weitet sich zu einer Beschreibung der umstehenden Gebdude aus, die in
der nichtlichen Beleuchtung des Mondes und in menschenleerer Umgebung gezeigt
werden. Diese Beleuchtung entstellt die Ansicht der Hduser auf eine merkwiirdige
Weise, indem sie mit verwesenden Korpern bzw. Leichen (Wasserleichen) metapho-
risch verglichen werden: ,,Ein paar bauchige Barockhduser bldhen sich in dem siifili-
chen Glanz weif$ auf“ (153%). Diese Beleuchtungstechnik (,,Der Frithlingsmond hat
die Eigenart, Gegenstinde, auf die sein Schein fillt, aufzubldhen. [...] Alle Gegen-
stande, Hiuser, ganze Plitze und Stddte, saugen sich mit dem Friihlingsmond voll
und gehen auf wie Wasserleichen™ /156/.””) verfremdet die bekannten stidtischen
Schauplitze und der Erzdhler liefert dazu eine detaillierte Beschreibung der anderen
Seite des Vergleichs: Die Leichen (,,die angeschwemmten Fremden®, deren Namen
am néchsten Tag in der Lokalzeitung stehen, falls die Identitdtsangaben noch lesbar
sind) kommen aus der Ferne auf ihrem Wasserweg zum Meer in der Stadt an. Der
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Fluss, der ,seine Leichentransporte [...] vorwiegend in der Dunkelheit [erledigte]
stellt also die Verbindung zwischen der Stadt und den Kriegsorten her. Diese Verbin-
dung scheint nicht nur den Organismus der Stadt, sondern auch ihre narrative Dar-
stellung quasi zu vergiften. Dies erstreckt sich auch auf die Randgebiete der Stadt (der
Weg zur tragisch endenden Maifeier im Arabesque fithrt nach einem ausgiebigen
Gewitter iiber ,,aufgeweichte [wortwdrtlich: ,angeschwollene‘] Felder® (253%) und
in die Innenrdume der Hauser: Im vom Mondlicht beleuchteten groflen Raum der
Stadtbibliothek schmausen Ratten (nebenan blattert der schlecht schlafende Bischof
in Brehms Thierleben!), in der Fischergasse wirft der Mond nicht nur auf die Korper
des schlafenden Metzgers und seiner Tochter sein Licht, sondern auf Kadaver, z. B.
einen Schafskopf, aus dem das Blut noch tropft. Im Arbeitszimmer des schlaflosen
alten Anwalts hingen seine Schmetterlingssammlungen an der Wand.

Es ist von gewisser Bedeutung, dass dieser Metapher der angeschwollenen Korper
im breiteren Kontext des Romans nicht ausschliefllich Leichen, sondern durchaus
auch lebendige Korper zu Grunde liegen, und zwar in der physischen Erscheinung
des Schauspielers und des Pfandleihers. Beide sind duf8erst korpulent: Der Schauspie-
ler wird als ,,fettleibiger Mensch mit Bauch und Doppelkinn® vorgestellt, der seinen
Bauch in ein Korsett presst und ,,an den fleischigen Fingern® zwei Ringe triagt (39-40),
sein Doppelkinn schimmert im ,,blauweiflen Licht, ,,seine Stirn glanzt wachsern wie
Porzellan® (55). Der mafSlose Fleischfresser Havas wiegt hundertdreifig Kilo, Erné
nennt ihn ,fettes Schwein®, er tragt ebenfalls ein Korsett, ,glainzend fette Tropfen
stehen ihm auf der Stirn®, dass ,seine Augen férmlich hinter den Speckringen® ver-
schwinden bzw. ,,seine kleinen Augen fast von den Fettwiilsten verschluckt® werden.
Dies wird im Roman zweimal erwihnt (59-62, 221).% Diese beiden Gestalten sind die
einzigen Zeugen des nachtlichen Maskenspiels der Clique im leeren Theater (Volpay
als Organisator und ,,Spielleiter®, Havas als versteckter Zuseher). Wird noch hinzu-
gefiigt, dass der vom Mondlicht entstellte Stadtpark, einer der vertrautesten Orte fiir
die Jungen, an diesem Abend als Kulisse der Kindheit erscheint (,,Dieses Rund hier
um die paar Hauser durch gelbes Licht in Lack getaucht, es ist die Kulisse ihrer Kind-
heit. Sie wissen, wer hinter den Fenstern eines jeden Hauses schlaft /155/.%°), liegt
die zweifache Folgerung nahe, dass diese Theatralitit im Roman einerseits nicht nur
auf Innenrdume wie die néchtliche Theaterbithne und das Versteck der Clique im
Arabesque begrenzt, sondern auf die gesamte Handlung ausgeweitet ist, und dass
diese alles umfassende Theatralitit im Roman andererseits mit der Konnotation der
allgemeinen Verwesung der Stadt zusammengeht.”'

Dass Theatralitat auch im Allgemeinen zu den zentralsten Codes des Romans, ja
sogar des ganzen Zyklus gehort, lasst sich praktisch an jedem Segment der Handlung
belegen. Keine der Romanfiguren entkommt dem Sog des Theaterhaften: Amadé
schauspielert ununterbrochen auch auflerhalb der Biithne, Havas’ pseudohoflicher
Diskurs wirkt parodistisch oder imitiert, die Rebellion der Clique wird stiandig in
Rollenspielen realisiert, und als Erné kurz vor seinem Selbstmord seinen verdriang-
ten Hass gegen seine Freunde dufiert, fithrt er u. a. die Unnachahmbarkeit von deren
biirgerlicher Art als Erkldrung an. Theatralitét steht auch in den folgenden Romanen
von Das Werk der Garrens im Mittelpunkt. Zu denken ist z. B. an Péters detaillierte
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Darstellung eines Nazi-Parteitags im Berliner Sportpalast in Emblem und Bericht oder
seine wiederholten Beobachtungen, wonach in einem Zeitalter der ,,Angst“ die Men-
schen in Kostiime ,,fliichten (,,Fiir mich war vielleicht das Schreiben das Kostim®
fiigt er an einer Stelle hinzu /Marai 2007a, 381/.%%). Das Theater selbst funktioniert,
auf den gesamten Kontext von Das Werk der Garrens bezogen, als der eigentlich zen-
tralste Schauplatz, weil es im Sinne eines ,, Tatortes stindig an die folgenreiche Nacht
in Die jungen Rebellen erinnert, ferner auch dadurch, dass es mehrere Zeitschichten
der Geschichte der Stadt verbindet und sozusagen ihr eigenes Gedachtnis stiftet.”® Im
Finale des Zyklus kehrt dann Péter Garren auf dieselbe Bithne zuriick, und zwar vor
dem Beginn einer Vorstellung. Hier triftt er auf Amadé, der dem Theater nun als Dra-
maturg dient und ergreift noch die Méglichkeit, vor dem Spiel von der Bithne durch
das Guckloch des Vorhangschlitzes einen Blick auf die Zuschauerringe zu werfen,
wo er die bekannten Gesichter der Stadtbewohner wiedersieht. In diesen verkehr-
ten Darstellungen des theatralischen Ortes (Bithne wird zum Zuschauerraum und
umgekehrt) entgeht keiner der Schauplitze der Theatralisierung, die dann auch den
reflexiven Selbstbezug auf die gesamte Geschichte durch das Amadé in den Mund
gelegte Schlusswort von Die Nachziigler (,,,Die Vorstellung beginnt™ /381/**) tiber-
lagert. In den auf Die jungen Rebellen folgenden Banden von Das Werk der Garrens
griindet sich die Darstellung der Stadt hauptsachlich auf die Metapher Stadt/Orga-
nismus bzw. Stadt/Korper. Daher liegt die Folgerung nahe, dass diese Metapher bzw.
diese ikonische Darstellungsstrategie bereits in Die jungen Rebellen, also gleichsam
von vornherein in Frage gestellt ist, als ob die Theatralitit der Erzdahlung ihre eigene
Darstellungsstrategie untergraben wiirde.

In dieser Hinsicht scheint Péter Garrens Unternehmen, Biicher tiber die Geschichte
seiner Familie bzw. ihre Biirgerstadt zu schreiben, als dufierst riskant. Der in Bezug
auf und auch von Marai selbst hdufig thematisierte Gegensatz zwischen Biirgersein
und Kunst, dessen Muster eindeutig bei Thomas Mann zu finden wire, erscheint in
diesem Zusammenhang als das Problem der Darstellung: Die Biirgerwelt der Gar-
rens zerféllt durch ihre oder in ihrer theatralischen Erzihlung.> An diesem Punkt
kommt dem Gegensatz zwischen dem ,Werk® der Garrens und dem Werk (d. h. den
Biichern) Péters, dessen selbstreflexives Bedeutungspotential kaum ignoriert wer-
den kann, eine entscheidende Bedeutung zu. Der Vater, dieser Kiinstler ohne Werk,
schafft im engeren Sinne des Wortes nichts: Sein Geschift (eine Notendruckerei), in
deren Schaufenster eine symbolverdachtige Harfe steht, auf der niemand spielt, treibt
eigentlich gar keinen Handel, sondern wird sozusagen von der Stadt kreditiert. Als
die Fremden die Stadt erobern, organisiert der Vater als Geste des Widerstands nur
einen Ball, spater stellt er als Protest die Zerstorung seines eigentiimlichen ,Werks*
in Aussicht (Marai [o. ].], 288). Diese Lebensform steht gar nicht so ganz fern davon,
wie die Jungen ihre Rebellion verwirklichen. Beide beruhen auf der theatralischen
Imitierung (und also der Negation) von realen Handlungen. Diese Unterscheidung
scheint das genaue Gegenteil zum fast thesenhaften Satz darzustellen, mit dem der
Schauspieler an einem Hoéhepunkt der Theaterszene von Die jungen Rebellen mit
einem etwas nietzscheanischen Oberton das Mitspielen philosophierend rechtfer-
tigt. Nachdem er merkt, dass Péter (in der ersten Fassung Abel) sich im Souffleur-
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kasten zuriickgezogen hat (,,Zuschauen ist viel interessanter als mitmachen, denkt
er.), erklért er, dass ,,der Mensch [, solange er] etwas tut, [unschuldig] ist [...]. Die
Siinde beginnt in dem Augenblick, da du aus dem Kreis heraustrittst und anfingst
von auflen zu beobachten (Mdrai 2001, 181%¢). Dabei war es selbstverstindlich er
selbst, der seinen Mittater Havas in einer der Logen als verdeckten Zuschauer ver-
steckt hatte. Dieser Zusammenhang legt die Folgerung nahe, dass die Biirger der
Stadt gute Griinde haben, sich auf stilvolle Lebensfithrung, theatralische oder simu-
lierte Aktionen oder eben auf das Beobachten zu beschrinken.

Dies folgt allerdings aus der narrativen Darstellung und daraus, dass Erzihlung
selbst kaum auf blofle Beobachtung beschrankt werden kann, sondern in gewissem
Sinne auch ein Tun oder Schaffen ist. Dies wird in Das Werk der Garrens umso deut-
licher, als der Held Péter am Schluss selber als Erzahler enttarnt wird, was ihn - vor
dem Hintergrund der Biirger/Kiinstler-Problematik — auf die Seite der Schaffen-
den stellt. Dass diese performative Kraft des Erzédhlens sich auf einer metanarrati-
ven Ebene also kaum ganz in die Vision vom Biirgertum integrieren ldsst, die sie
hervorbringt, wird in zahlreichen Zusammenhangen des Textes signalisiert. Diese
Entriickung der Stadt steht metaphorisch sicherlich fiir die unterbrochene Konti-
nuitdt biirgerlichen Lebens. Auf einer eher wortwortlichen Ebene hat sie aber mit
den wandelbaren topographischen Verortungen zu tun. Davon zeugt z. B. der Hin-
weis auf ,,die geographische Tatsache, dass die Bucht und die Stadt sich auf der Karte
verschoben haben und mit der Zeit, die mit der Geschichte eins ist, irgendwohin
heimkehrten (M4érai 2007a, 213%). Es ist offensichtlich, dass — dies deutet eher eine
politisch bedingte Wanderung der Staatsgrenzen an - diese geographische Tatsache
eine ziemlich genaue Beschreibung fiir die Darstellungsstrategie von Das Werk der
Garrens, namlich die Verortung der Stadt in einer geographischen Fiktion liefert. Das
hiefle dann, dass die Fiktionalisierung, die fiktionale Erzdhlung, die im Werk von
Péter Garrens Biichern représentiert ist, sozusagen selbst die Entstellung der Welt des
Biirgertums verursacht, tiber die sie klagt.

Dies konnte auch auf den Erzahler Marai zutreffen. In diesem Zusammenhang
ergibt es keinen Sinn, der erzihlten Welt ein Modell auferhalb der Erzdhlung gegen-
tiberzustellen: Es geht vielmehr darum, dass die Erzahlung selbst diesen Unterschied
performativ erzeugt oder signalisiert, d. h. dass die Welt (oder das Werk) der Garrens
oder die Vision vom Biirgertum so dargestellt sind, dass die Erzdhlung selbst die
Authentizitat dieser Darstellung in Frage stellt. Dass Marai in Das Werk der Garrens
in der Darstellung des ikonischen Idealtyps vom Biirger als Kiinstler ohne Werk auf
implizite Weise die Darstellung der gegen diesen protestierenden Rebellen wieder-
holt, die Biirgerstadt als organischen Korper durch die Beschreibung sozusagen ver-
giftet, und die Strategie dieser Darstellung durch die Blofllegung ihrer Theatralitit
in Frage stellt, wirft die Moglichkeit auf, dass diese Darstellung - trotz des sie teil-
weise durchdringenden Pathos - es mit sich selbst gar nicht ernst meint, ja sogar als
eine Art Parodie zu verstehen ist. Diese Verfallsgeschichte des Biirgertums lief3e sich
in diesem Sinne nach dem Modus der Parodie umdeuten:*® Das Werk der Garrens
deutet den Verdacht an, wonach die Selbstbeschreibung oder Selbstdarstellung einer
Kultur sich vielleicht unvermeidlich zugleich als Parodie vollzieht.
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Zu Marais Biirgerbegriff im Zusammenhang seines Kaschau-Bildes siehe hier ferner 29-31; Szege-
dy-Maszak 1992; aufSerdem Poszler 2008a; Fried 2007a; 2007d, 123-256.

Laut einer breit gefassten Definition besteht die wesentliche Leistung einer ,,kulturellen Ikone “darin,
dass sie ,encodes the person or object so identified as personifying the exemplar of a particular gene-
ration, a stylistic epoch, and a feeling about a particular set of social experiences” (Tomaselli - Scott
2009, 17).

»-Und sie hatten einen Heiligen, dessen Namensfest sie jedes Jahr mit besonderem Eifer feierten,
einen ,Heiligen’ — (natiirlich war er es nur nach ihren Begriffen, in Wirklichkeit aber ein lacherlicher
und ungeschlachter Heiliger, der nie in den Himmel gefahren war, aber hier auf Erden vor einigen
hundert Jahren zur Rebellion gegen die Herren geschiirt hatte, weshalb man ihn spiter in heifSem
Harz kochte)“ (Mdrai [o. ].], 277). ,,S volt egy szentjiik, kinek néviinnepét kiilonés buzgalommal
tlték meg minden évben, egy ,szent’ - (természetesen csak az 6 fogalmaik szerint az, nevetséges és
idomtalan szent, aki soha nem ment a mennybe, de itt a f61d6n, néhany szaz év el6tt, lazitott az uri
emberek ellen, s ezért kés6bb forrd gyantaban megfézték)“ (Marai 2006, 60).

»[E]gy nyolcpatas és szarnyas mesebeli allat“ (53).

»[M]inden kilf6ldi nyelven van a mi varoslakéink szamara, minden, amit nem a varos falai kozott
irtak és beszéltek, akkor is, ha kozkeletl szoval az anyanyelven irtak valamit!*

»[M]ind igaz volt, s mégsem igaz, ,a néhany ember, aki olvasta az idésebb Garren hevenyészett
irasait, rogton raismert az eredeti alakokra®; ,nem tudhat meg egy kiilf6ldi semmi valdsdgosat a Gar-
ren fii konyveibdl a varosrol.

»Ez a mi varosunk mds: ide nem lehetett soha biintetleniil bevandorolni. A nék, kiket férjeik idegen-
bél hoztak ide, életiik végéig ugy jarkéltak a szobakban és a varosban, mint aki nem tudja pontosan,
melyik szekrény tetején dllanak a befSttesiivegek a szederkompéttal, miért nevetnek bizonyos kotds-
zavak hangsulyozésa pillanatdban az éslakok, s milyen panaszokra tud orvossagot a székesegyhdzban
a csodatevd helyi szent.”

Dass die Familie und die Stadt sozusagen parallel leben, wurde auch in der zeitgendssischen Rezep-
tion des Bandes Die Eifersiichtigen hervorgehoben, z. B. von Szerb 1937, 439.

»[E]gy pillanatig sem hitte, hogy barkit is meg tud gyogyitani®, ,,a varos haziorvosa® ,,a varos szerke-
zetét (Mdrai 2006, 140-144).

»A tudat, hogy kapcas ldbakkal ott ténferegnek a varos szobaiban, befekiisznek az agyakba, esznek
a régi szilkékbol, lefekiisznek a régi leinyokkal és asszonyokkal, isznak az artézi kutbdl, s valahogy
mindenbe belenyulnak, belelehelnek, mindent megtapogatnak, s testiségiik nyomat beletorlik
a varosba, e gyaldzat tudata olyasfajta védekezésre késztette a varost, mintha betegség tort volna ki
a kornyéken és a kiilsé kertiletekben, s az idegenek terjesztik a nyavalya csirdit; otthon f6zni kell
a vizet, tandcsos minduntalan kezet mosni“ (50).

Auch Szegedy-Maszék erwihnt die Unbestimmtheit der Bedeutung und eine ,,allgemeine Botschaft
(»den Gegensatz des Kulturstifters und des Eroberers®), vgl. 1991, 156.

»[A] véros [...] fél az ismer6st6l, ami mindig félelmesebb, mint az idegen... pontosabban, mert érzi,
hogy mar az ismerds is idegen.*

Fiir Details zum Aufbau des Zyklus bzw. iiber die Verlegung der thematischen Schwerpunkte des
Romans im Kontext des Zyklus siehe Szegedy-Maszak 1991, 147-150; 2000, 39.

Zwar behauptet Marai 1946 in seinem Tagebuch, dass Die jungen Rebellen frither entstanden ist als
Les enfants terribles (Mdrai 2007b, 53), méglich ist aber, dass er sich dabei ,,falsch erinnert® (vgl. Sze-
gedy-Maszdk 1991, 151-152). Bereits die zeitgendssische Kritik wies auf Ahnlichkeiten zwischen den
beiden Romanen hin, vgl. Sarkozi 1930, 142 (hier wird ferner Ernst Glaesers Roman Jahrgang 1902
von 1928 erwihnt, der 1930 in der Ubersetzung von Gyorgy Boloni auf Ungarisch erschien). Zum
Vergleich von Die jungen Rebellen und Les enfants terribles siehe Olasz 1997; bzw. — mit Ausblick
auf Musils Torlef8 - Szavai 2008, 67. In der gattungsgeschichtlichen oder thematischen Umgebung
von Die jungen Rebellen wurden ferner u. a. Géza Csaths Novelle Anyagyilkossag (1908, Mutter-
mord, Ubersetzung von Hans Skirecki), Alain-Fourniers Le Grand Meaulnes (1913), Hesses Demian
(1919), Dezsé Kosztolanyis Aranysarkdny (1925, Der goldene Drachen, Ubersetzung von Skireckis
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man denke z. B. an die Parallelen der Maifeier der Abiturienten), Werfels Der Abituriententag (1928),
von den nach Die jungen Rebellen entstandenen Werke z. B. Antal Szerbs Utas és holdvilag (1937,
Reise im Mondlicht, Ubersetzung von Christina Viragh; vor allem die Funktionen der Theaterspiele
der Jugendlichen béten sich hier zu einer produktiven vergleichenden Analyse an), Istvan Orleys
A Flocsek bukdsa (1941, Flocseks Fall) oder Géza Ottliks Iskola a hatdron (1959, Die Schule an der
Grenze, Ubersetzung von Charlotte Ujlaky) erwédhnt (Fried 2007d, 17, 92; Poszler 2008b, 674; Rénay
2005, 10, 195).

»Az otthonok hasznalati targyai elindultak egyik lakdsbdl a masikba, helyet cseréltek (Mérai 2005,
80).

16 ,— Gyonyort — mondta a félkard. — Itt mar nem lehet lakni“ (Marai 2005, 82).

»[V]édett és teriileten kiviili helyiség (Mdrai 2005, 83).

»[A]mely fiiggetlen a felndttek hdborjatél* (Mdrai 2005, 101). In Die Fremden vergleicht Abel die
Welt der ,,Erwachsenen mit der der ,Fremden®, vgl. Marai (o. J.) 327; 2006, 117, in Emblem und
Bericht beschreibt Péter Tamds’ Begeisterung fiir den/einen Fiihrer, der in Berlin kurze Zeit zuvor an
die Macht kam, als Rebellion gegen ,die Gesellschaft der Erwachsenen® (,,a felnéttek tarsadalma“ -
Marai 2007a, 128).

¥ ,Das Zimmer ist mit sonderbaren Gegenstidnden vollgestopft. Drei Kronleuchter baumeln von der
Decke herab, aber in keinem ist eine Glithbirne. An der Wand steht eine riesige Photokamera auf drei
Beinen, auf einem Schrank oben verstauben unzahlige Zinnkriige. Die Ansammlung von siebenar-
migen Leuchten fiillt einen ganzen Tisch, mehrere Spieluhren hédngen an der Wand, aber ihre Zeiger
stehen still“ (Mdrai 2001, 225); ,A szobat kiilonos targyakkal zsufoltak tele. Harom csillar logott
a mennyezetrdl, de egyikben sem akadt égd. Hatalmas fényképezdgép dllott haromlabu allvanyon
a fal mellett; egy szekrény tetején onkancsok tomege porosodott. Hétagu eziist gyertyatartok kiallitdsa
sorakozott egy asztalon, tobb zenéléora logott a falon, de a mutatok alltak® (Mdrai 2005, 214).
»[M]ely éppen olyan érthetetlen és valoszintitlen volt, mint az 6vék, éppen oly 6ntudatlan, s hazug is“
(Marai 2005, 165).

Zum Glasmotiv ferner: Der Vater der Garrens sitzt in einem ,,Glaskifig“ in seinem Geschaft (Mdrai
2007a, 220), als symbolisches Gebaude der ,,Fremden® wird ofters das ,,Glashaus (ein modernes
Kaufhaus) erwéhnt, das gegeniiber dem Dom gebaut wurde. In seinem Reisebericht Kassai drjdrat
(1941, Patrouille in Kaschau) schreibt Mérai tiber die Kaschauer Buchhandlung, dass ,,die Schaufens-
ter dieser lindlichen Buchldden die Unendlichkeit der menschlichen Seele widerspiegelten (Marai
1999, 100).

»[E]lttint a dagadt szemhéjak mogott (Marai 2005, 65).

»[Alz egész életet egyetlen széval megmagyarazza“; ,Igy vélik eld néha egy véros a sététbél, dereng,
egyre vilagosabban, minden falevelet ltni, a hazak kapui felnyilnak, emberek 1épnek az utcara és
beszélni kezdenek (Mdrai 2005, 20-21).

»A varos mintegy polyaba és gyolcsba agyazottan pihent a csondben®; ,,hajszalcsovelek keresztiil szi-
vargott at“ (Marai 2005, 49).

»[E]z itt az iidiiléallomads, a vagonok ajtajat egy oOrdra felnyitjak, beliilrél karbolszag és jodoformszag
arad, s igen nagy csend. Ez a szag behatol a varosba is, a palyaudvar kornyékén kiilonosen mard. Nagy
vodrokben mész dll a palyaudvaron; megesik, hogy egyes vagonokbdl ki kell emelni az utasokat és
mésszel hinteni a tetemeket. De ez mar negyedik éve tart, s a varos megszokta“ (Marai 2005, 68).

* ,Néhany tompe és hasas barokk haz fehéren felpuffadt az édeskés csillogasban® (Mdrai 2005, 147).

¥ ,A tavaszi holdnak az a sajatsaga, hogy a targyakat, melyekre fénye esik, felpuffasztja. A targyak,
a hazak, egész terek és varosok teleszivjak magukat a tavaszi holdfénnyel s megdagadnak, mint az
emberi tetemek a vizben“ (Mdrai 2005, 150).

»[Fleldagadt szantofoldek™ (Mdrai 2005, 239).

»[E]lhizott, hasas és tokds ember®; ,,husos ujjan* (Mdrai 2005, 47-48); ,homloka viaszosan fénylett.
Porcelanszer( volt® (63); ,,kovér disznd“ (62); ,,a homloka zsiros csoppekkel fénylett (64) ,,szeme
eltlinik a zsirgyurtk kozott“ (59, 210).

»Ez a néhany haz koros-koriil, meglakkozva a sarga fénnyel, ez volt a gyermekkor szinpadias diszlete.
Minden hézrol tudtak, ki lakik benne, tudtak, az ablakok mogott ki alszik“ (Marai 2005, 148).

! Zur Theatralitdt im Roman siehe Olasz 1997, 67-68. In der deutschen Rezeption von Die jungen
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Rebellen lag einer der wichtigsten Akzente iibrigens gerade auf dieser zentralen Rolle des Theatrali-

schen, vgl. Gyuracz 2005, 153-154.

»[A]z én szamomra taldn az irds volt a jelmez.”

3 Zum ,Tatort“ als einer rdumlichen Variante des kulturellen Gedéchtnisses, deren Herkunft in der

Romantik zu finden ist, siche Assmann 1994, bes. 28-29.

»— Kezdddik az el6adés.

Siehe dazu eine der zahlreichen diesbeziiglichen Selbstkommentare Manns: ,,Und um in beschei-

denere Sphire zuriickzukehren, zu Liibeck als Lebensform —, nun, so sprach ja heute vor Thnen ein

biirgerlicher Erzahler, der eigentlich sein Leben lang nur eine Geschichte erzahlt: die Geschichte der

Entbiirgerlichung — aber nicht zum Bourgeois oder auch zum Marxisten, sondern zum Kiinstler, zur

Ironie und Freiheit ausflug- und aufflugbereiter Kunst“ (Mann 1994, 38). Zum Vergleich zwischen

Mérai und Mann siehe Rénay 2005, 235-243; Fried 2007c, 194-195.

»Nézni érdekesebb, mint csinalni - gondolta®; ,,amig csindl az ember valamit, drtatlan. A btn ott

kezdddik, ha kidllsz a korbél és nézed (Mérai 2005, 172).

»[A] foldrajzi tény, hogy az 6bol és a varos elcstiszott a térképen és az id6ben, mely egy a torténettel,

hazatért valahova.“

% Auch wenn das an die Grenzen der gingigen poetischen Begriffsbestimmungen stoflen wiirde, nach
denen Parodie immer einen anderen Text zum Gegenstand haben muss (siehe Hutcheon 1985, 32; bzw.
Genette 1993, 40. Genette riumt in seinem Uberblick iiber die poetische Begriffsgeschichte immerhin
die Moglichkeit ein, dass ein Text ,,sozusagen standig auf dem Sprung zum ungewollten Pastichieren
oder Parodisieren seiner selbst® sein kann, /27/). In Das Werk der Garrens wire das Parodistische in
der Selbstreflexion der eigenen Darstellungsstrategie zu verorten, z. B. in den Figuren, die die ihnen
vom Text zugeschriebenen biirgerlichen Handlungsmuster quasi nur simulieren oder aber - gat-
tungstheoretisch korrekter — in dem Bezug auf einen virtuellen Text, die Romane von Péter Garren.
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The bourgeois city and fiction of urbanism in Sandor Marai’s novel sequence
”A Garrenek mive”

Bourgeois. City. Parody. Theatricality. Sdndor Marai.

The paper discusses Sandor Marai’s cultural concept of the bourgeois (polgar) from a specific
angle. Represented by the author’s native town of Kosice (Kassa) and carrying an inherent
tendency toward fictionalization, Mdrai’s idealized concept of the bourgeois city appears as
the central issue of his novel series A Garrenek miive (The Garrens’ Work), often considered as
a kind of epopee of the Hungarian bourgeoisie. The paper concentrates on the first volume,
Zendiilok (The Rebels), written in 1930, and focuses on the works fictional topology, which
is governed by the conceptual metaphor city as body, and the concept of theatricality under-
lying the strategies of narrative representation. In conclusion, it raises the question of whether
a culture, in Mdrai’s view, can possess any efficient means to interpret itself in a way that is not
given over to parodistic tendencies.
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Nasreddin Hodja’s foolish wisdom:
Slavic literary adaptations of a Turkish folk hero

CHARLES SABATOS

Cultural icons, whether historical, metaphorical, or fictional, form an essential part
of modern national identity. One common feature of such figures is that they blur the
distinction not only between “high” and “low” culture but between real and imagi-
nary (even historical personalities take on fictionalized elements, such as the popular
American legend of George Washington cutting down a cherry tree and refusing to
lie about it). In Central and Eastern Europe, where relatively recent political borders
cut through shared traditions, icons cross cultural boundaries as well. For example,
Prague is often symbolized by two figures, one German and one Czech: the writer
Franz Kafka (whose modernist alienation has made him an almost mythical figure)
and the “good soldier Svejk” (whose fictional adventures in Jaroslav Hasek’s novel are
so well known that they have taken on a life of their own). In other cases, the same
person or character is claimed by more than one cultural tradition, as in the case of
the real-life but heavily mythologized bandit Juraj Janosik, who is claimed by both
Slovakia and Poland. However, a uniquely transcultural role is played by the Turkish
folk hero Nasreddin Hodja, a supposedly historical character who is the subject of
countless comic anecdotes. While his “foolish wisdom” has become a traditional part
of many societies across the Muslim and former Ottoman world, he has been adapted
as a character in full-length works of fiction and drama not only in South Slavic cul-
tures like Bosnian and Bulgarian, which were under direct Turkish influence, but also
in East Slavic (Russian) and West Slavic (Czech) literatures. What is interesting in
these works is the way that this character which is so strongly identified with Turkish
culture has been domesticated as an icon of resistance for audiences and readers in
Slavic countries (many of which have traditionally seen Turkey as a hostile power).

While Nasreddin Hodja (hodja, written hoca in Turkish, is an honorific meaning
“teacher,” sometimes with religious connotations) was supposedly a real person who
lived in the Anatolian town of Aksehir in the 13th century, the present-day figure is
largely derived from folk tradition. He is usually portrayed as a turbaned old man
riding a donkey, sometimes seated backwards. A typical anecdote featuring Nasred-
din’s combination of foolishness, greed, and wit appears in Nebi Ozdemir’s recent
collection in English, published by the Turkish Ministry of Culture:

One day someone came to the Hodja’s house and asked for the loan of his donkey. “The
donkey’s not at home,” replied the Hodja. Just then the donkey on the roof started braying.
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“Oh,” said the man, “you say the donkey’s not home but what is that braying then?”
“What a strange man you are!” exclaimed the Hodja. “Are you going to believe the don-
key’s words or mine?” (2011, 113)

As Necmi Erdogan has pointed out, Nasreddin’s

alternation between the wise man and the fool, the wit and the numbskull, both within
and among anecdotes, produces a sense of ambivalence. Mostly he occupies an ambivalent
and liminal space betwixt and between folly and wisdom, naiveté and ingenuity, stupidity
and sagacity (2013, 22).

Many of the early anecdotes about Nasreddin Hodja contain obscene, erotic, or
irreverent material, such as the one that Erdogan quotes from Pertev Naili Borat-
av’s collection: “The Hoca sees a minaret and asks people what they call it; when
he is told, “That’s the town’s penis, ‘Do you have a behind to match it?’ he exclaims”
(quoted in Erdogan 2013, 24). Such anecdotes from the oral tradition were eliminated
in later printed collections, as Nasreddin came to be seen as an icon of Islamic or
Turkish culture. Hakki Giirkas emphasizes the significance of the censored material:
“These stories bring back into discourse what the official culture has marginalized
and repressed. These stories are anti-hegemonic. The grotesque imagery deployed
in these stories mocks and ridicules the absolutist morality and degrades the official
culture that relies on it” (2008, 178).

In some of the stories, Nasreddin displays a resistance to political power, particu-
larly toward the conqueror Timur the Lame (known in the West as Tamerlane). For
example, in one anecdote, “when Tamerlane asks Nasreddin whether he would go to
Heaven or Hell, the Hoca says that no sooner than he closes his eyes he will join the
club of great emperors like Nimrod, Pharaoh, Alexander, and Chengiz Khan, alluding
to Hell” (Boratev, quoted in Erdogan 2013, 27). However, as Necmi Erdogan explains,
the hodja uses strategies such as “manipulation, trickery, simulation, disguise, and
repartee” rather than open defiance, representing “the predominantly evasive stance
of the subaltern social classes and groups vis-a-vis the state in the Ottoman Empire”
(2013, 22).

One of the best-known Tamerlane stories illustrates Hodja’s evasive strategy:
Tamerlane sends an elephant to the Hodja’s village for pasture as a form of taxation.
Within a short while it eats all the crops of the villagers. When the people ask the
Hodja to see Tamerlane and to have the elephant sent back, he suggests that they go
and see him all together. But when the Hodja is about to enter into Tamerlane’s tent,
he looks behind him and realizes that all the people have deserted him one by one for
their fear of Tamerlane. Angry with his fellow villagers, the Hodja enters the presence
of Tamerlane and says to the emperor, “I have come to tell you that the elephant you
gave us is lovely. We wish that you would give us a female elephant too” (Boratav,
quoted in Erdogan 2013, 27).

In any case, since the actual Timur (who lived from c. 1330 to 1405) was born
after the supposedly real Nasreddin died (c. 1275-85), these stories represent a “safe”
form of political critique, without any historical basis. According to Oguz Cebeci,
“we can say that Nasreddin Hodja goes beyond social control [...] through ironic
parody” (2008, 106). Cebeci even suggests, following Mikhail Bakhtin’s theory of the
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carnivalesque, that the tradition of folk laughter embodied in Nasreddin generated
the Turkish novel (116). Yet despite his great potential, Nasreddin has rarely appeared
as a character in Turkish fiction. One of the few exceptions is in the pseudonymous
author Giilcemal’s 2012 novel al-Qalandar. In the competition between Nasreddin
Hodja and the poets Yunus Emre and Rumi (Mevlana), which parodies the contest
between Aeschylus and Euripides in The Frogs by Aristophanes, Nasreddin is natu-
rally the winner (Budak 2014, 207).!

Some of the most important research on Nasreddin Hodja has been produced by
scholars from Central and Eastern Europe. In his history of the Ottoman Empire,
published in 1734, the Moldavian prince Dimitrie Cantemir included three of the
anecdotes featuring Nasreddin and Timur. The Bohemian folklorist Albert Wessel-
ski compiled an extensive collection of anecdotes, Der Hodscha Nasreddin (1911), in
which he traced Cantemir’s Nasreddin anecdotes to Arabic and Hebrew sources.” As
Ulrich Marzolph states,

the anecdotes mentioned by Cantemir, rather than supplying reliable historical informa-
tion, testify to the fact that Nasreddin in the seventeenth century had become the point
of crystallization of a number of anecdotes originally not at all connected with him as
a historical or even fictional character (1996, 492).

Marzolph further points out that the “most comprehensive documentation of
Nasreddin Hodja anecdotes ever published” was edited in Russian by M.S. Khar-
itonov (496). Several of the leading Turkish experts on Nasreddin Hodja also had
Balkan connections. Mehmet Fuad Képriilii, whose 1918 monograph was one of
the earliest Turkish scholarly works on this topic, was descended from an influential
Ottoman family of Albanian origin. Pertev Naili Boratav was born in what is now
Bulgaria, and his collection (cited above) includes a chapter on the Nasreddin Hodja
tradition in the Balkan countries (1996, 61-67). As the Bosnian scholar Fehim Bay-
raktarevi¢ has explained,

Nasreddin Hoca became known not only to the Rumanians, Bulgarians, Greeks, Albani-
ans and Jugoslavs but also in Armenia, Georgia, the Caucasus, the Crimea, the Ukraine,
Russia, Turkestan, etc. On these long travels, Nasreddin naturally underwent many chang-
es, distortions and additions were made which are quite foreign to the Turkish text, so that
the number of his [...] stories increased to several hundred (1934, 77).

Velitchko Valtchev notes that “Nasreddin Hodja was popularized [...] by literary
works devoted to him by poets, novelists, playwrights, etc. from different countries,”
offering examples from Serbian, Russian, and Bulgarian (as well as French) literature
(1978, 211). In general, however, scholars have paid little attention to the phenome-
non of Nasreddin Hodja as a transcultural icon in non-Turkish literatures. The pri-
mary aim of the present article is to provide a broad overview of this distinctive (and
perhaps unexpected) aspect of Nasreddin adaptations in twentieth-century Slavic lit-
eratures, particularly focusing on the “changes, distortions and additions” mentioned
above by Bayraktarevic.

Considering Nasreddin Hodja’s origin in the oral tradition of social humor, it is
logical that dramatic works make up the majority of the adaptations of this charac-
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ter into literary works (i.e., full-length written texts composed by a single author).
One of the oldest to survive is a Turkish/Persian manuscript held in the archives
in Poznan, Poland: a nineteenth-century play entitled Nasreddin Hocanin Mansibi
(Nasreddin Hoca’s appointment to an official post). Metin And, who transcribed the
play into modern Turkish (1969), suggests that it was written by a Turkish diplomat
(under the Slavic-sounding pseudonym Johann Lipa) for students at the School of
Foreign Languages in Vienna:

Turkish was [apparently] taught by members of the Turkish Embassy staff. Though they
no doubt wrote these plays, they chose as professional diplomats to remain anonymous.
They probably dictated them as exercises to students, who in turn translated them into the
three major languages of the Austrian Empire (German, French and Italian) (1984, 52).

The fact that Nasreddin Hodja was seen as a suitable topic of translation for Cen-
tral European Orientalists shows his function as a transcultural icon between the
Ottoman and Habsburg Empires. It was in the 20th century, however, that Nasreddin
became a frequent character in Slavic literature. The widespread appeal of this cha-
racter suggests what Mikhail Bakhtin has called the “masks of the clown and the fool”
used by novelists: “They are linked with the folk through the fool’s time-honored
privilege not to participate in life, and by the time-honored bluntness of the fools
language [...] at last specific forms had been found to reflect private life and make
it public” (1981, 161). Leonid Solovyov’s comic novel Povest o Khodzhe Nasreddine
(1935, The Tale of Hodja Nasreddin, 2009) places Nasreddin in Bukhara, whose emir
becomes a parodic replacement for modern forms of repression. The Bosnian Serb
author Branko Copi¢s cycle Nasradin HodZa u Bosni (1939, Nasreddin Hodja in Bos-
nia), part of the short story collection Borci i bjegunci (1939, Fighters and fugitives),
transplants him to a Slavic context with deep Ottoman roots and Veselin Stoyanov’s
opera Hitar Petar (1967, Clever Petar) is based on Nasreddin’s traditional counterpart
in Bulgarian folklore. In Czech drama, both Jifi Mahen’s Nasredin (1928) and Josef
Kainar’s Neboztik Nasredin (1959, The late Nasreddin) feature Nasreddin in his native
Turkish setting.

THE SOVIET NASREDDIN

Among the Slavic literary adaptations of Nasreddin Hodja, Leonid Solovyov’s
two-part novel The Tale of Hodja Nasreddin (1935), has enjoyed the greatest inter-
national popularity, with translations into numerous languages, including Persian
and Hebrew, and two translations into English (in 1956 and 2009). In the first part,
Vozmutitel spokoistviya (The Disturber of the Peace), Nasreddin returns from exile
to Bukhara, whose population is suffering under corrupt leadership. Solovyov drew
upon his own experience with Muslim cultures: He had been born in Ottoman-ruled
Lebanon (where his father taught) and worked as a correspondent in Tashkent. Yet
aside from his donkey and his wit, Solovyov’s Nasreddin is considerably different
from the legendary figure, and the Central Asian setting (distant in both time and
space from modern Russia) gives the author considerable freedom. In fact, this thir-
ty-five-year-old adventurer bears closer resemblance to another trickster protagonist
of early Soviet literature, Ilf and Petrov’s Ostap Bender. What gave the book its great
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popularity was its metaphorical relevance for the political atmosphere of the 1930s.
While this reimagining of Nasreddin won popular acclaim, Solovyov was punished
for the work’s bold political message. The second part, Ocharovannyj prints (The
Enchanted Prince), was written while Solovyov was held in a prison camp under
suspicion of terrorism against the Soviet state. Neither the book’s success nor the
author’s punishment is surprising in a climate of Stalinist purges, but it is striking
that a work openly criticizing an absolute ruler for devastating his nation could be
published at all during such a period of repression.

At the beginning of the first novel, Solovyov’s Nasreddin has penetrated the harem
of an Iranian dignitary and seduced his wife, who does not even know his name: “Lis-
ten, then — you have spent the night with Hodja Nasreddin! I am Hodja Nasreddin,
disturber of the peace and sower of discord, the same one whose name is trumpeted
by the heralds in all the squares and bazaars along with promises of a large reward for
his head” (4). He slips out past the sleeping guard, almost as if by magic: “And once
again, the stony white road would ring and the dust would fly under the brisk hooves
of his donkey” (4).

Despite his subversive ways, Nasreddin is a patriot, even when he arrives after
dark and is locked outside the city gates: “He loved his homeland, and there was no
greater love in the world for this crafty joker with a black beard on his copper-tanned
face and sly sparks in his clear eyes” (7). He immediately realizes that the new emir,
who has been ruling for eight years, has ruined the city and exploited its people. The
greedy tax collector, who strips the wealthy merchants of their goods, even charges
the almost penniless Nasreddin an entrance tax: first as a visitor, then for conduct-
ing business, followed by a donation for the mosque, and finally a “visitor tax” for
his donkey to visit his relatives as well. “You are correct, o wise chief, indeed my ass
has a great many relatives in Bukhara. If he did not, our emir would long have been
booted from the throne with practices like these, while you, o honorable one, would
have been impaled for greed!” (10)

Solovyov’s novel was the basis of the Russian film Nasreddin v Buhare (Nasreddin
in Bukhara, 1943), directed by the Soviet film pioneer Yakov Protazanov, followed by
the Uzbek film Nasriddinning sarguzashtlari (The Adventures of Nasreddin Hodja,
1946) directed by Nabi Ganiyev. The book was later adapted into a highly successful
musical in Tel Aviv, illustrating the power of this comic icon across borders of genre
as well as culture. The humble Nasreddin reached the peaks of Soviet high culture
when the poem Yumor (Humor) by Yevgeny Yevtushenko, which includes Nasreddin
as a personification of humor, was set to music by Dmitri Shostakovich in his Sym-
phony no. 13 (first performed in 1962). In Yevtushenko’s poem, Nasreddin is cele-
brated along with Aesop as a proof of humor’s subversive power: “From houses which
bigots footprinted / with their puny legs like spokes, / all banalities Hodja Nasreddin /
ejected like chessmen with jokes!” (1968, 101) Solovyov further inspired the Bosnian
author Slavko Micanovic¢’s 1971 novel Nasradin-hodza u Stambolu (Nasreddin Hodja
in Istanbul), in which the representation of this Turkish hero was shaped by recipro-
cal literary influence between Slavic cultures (Popovic 2005, 286).
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NASREDDIN HODJA IN THE BALKANS

Of course, Nasreddin Hodja had existed in Balkan oral folklore throughout the
centuries of Turkish rule, but his appearance in South Slavic literature was partly
mediated by the work of Western Orientalists. In 1894, the Serbian satirist Ste-
van Sremac published the collection Nasradin-hodZa, njegove dosetke i budalastine
u pricama (Nasreddin Hodja, His witticisms and foolishness in the tales), which
was based on the German translation (by E. Mullendorf) of a Turkish collection (by
Mehmed Tevfik) from 1883 (Popovic 2005, 283). Ksenia Aykut states that Sremats
drew on the unique lexical similarities between Serbian and Turkish to bring the
anecdotes closer to the original: “Sremats did not restrict himself to translating, but
also used his imagination to create a different narrative style that enriches the anec-
dotes by making them more charming and cloaking them in an Eastern atmosphere”
(2012, 446).> According to Alexandre Popovic (2005, 285), a number of creative and
scholarly works related to Nasreddin Hodja were published after the establishment
of Yugoslavia, including Fehim Bayraktarevi¢’s monograph Nasredin-hodZin problem
(1934, The problem of Nasreddin Hodja).*

The most fully developed adaptation of Nasreddin Hodja in interwar Yugoslav lit-
erature is Branko Copié¢’s series of twelve stories Nasredin Hodza u Bosni (Nasred-
din Hodja in Bosnia), which is set in a timeless (possibly Ottoman) Bosnia and uses
numerous words of Turkish origin. Popovic describes Copié’s Nasreddin as “very
successfully adapted to the local reality and psychology” (2005, 285), but the char-
acter in these stories is melancholy rather than merry, resisting a world that cannot
understand him. This pessimistic representation may reflect the author’s (justified)
fears of ethnic conflict on the verge of the Second World War.’ In the first story, Na
granicama (On the borders), Nasreddin climbs a steep mountain trail and thinks of
the fellow villager who has scolded him for seeing all men as equal:

Nasreddin Hodja, you've been our hodja for a long time and we all respect you, but broth-
er, youre somehow on his own and out of his world - all of Bosnia laughs at you. Well,
they say that [...] you like to drink, which isn’t likely for any believer, much less a hodja,
but, Nasreddin Hodja, poor man, you don’t look at who is what faith, but you act as if the
whole world is your brother, whether Vlach, Sokac, or Civut [i.e. Orthodox, Catholic, or
Jewish] [...] You anger Allah, Nasreddin Hodja, because you don't want to see how great
is the border he has put between us and other faiths (Copi¢ 1964, 138).

Copi¢s hodja lives in a world where happiness is illusory, although he struggles
for something better. The title of the story Sre¢na zemlja (Happy land) is ironic, for
Nasreddin doubts the very existence of such a place: “A happy land, a land where one
can live contentedly and happily. Is there such a land?” (172) Even the beautiful sight
of a seaside city below him brings out the contrast with “his mountainous, dark, and
unhappy Bosnia” (173).

In the final story, Razgovor s covjekom (A talk with a man), Nasreddin sits in
the forest reflecting on his fight for justice in the world: “How much pain and sor-
row there is in this world. And is there no one who will take the Hodja’s place?”
He watches an ant, who “stands and fights against all the powerful and cold forces
around himself” While this seemingly gives him hope for the future, the narrator
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notes that this is “the last and warmest conversation of the strange and funny warrior
Nasreddin Hodja” (202). When he is found lying dead that evening, one old man
mumbles: “He was always like that, his whole life long. Such a strange insan [crea-
ture]” (203). Rather than a man of the people, the Bosnian Nasreddin is an outsider,
his “otherness” emphasized by Copi¢s use of a Turkism (insan) to end his text.®

Both culturally and geographically, Bulgaria is the closest of the Slavic nations to
Turkey, and anecdotes featuring Nasreddin Hodja (known there as Nastradin) were
published as early as 1853. As Valtchev has noted, “it is possible to observe, in the
development of Bulgarian folklore, some phenomena which one does not encounter
in the folklore of other peoples” (1978, 220). The most striking of these is Nastra-
din’s Bulgarian counterpart Hitar Petar, who usually outwits the Hodja.” Yet even
after the liberation of Bulgaria from the Ottomans in 1878, collections of anecdotes
about Nastradin/Nasreddin were published in numerous editions. Stajnova explains
the difference between the Bulgarian and Turkish versions: “The Bulgarian storyteller
tends to join several episodes in a single longer one [...] The Turkish anecdotes on
Nasreddin Hodja, on the other hand, rest above all on dialogue and are characterized
by an almost total lack of description” (1966, 205).

Veselin Stoyanov’s opera Clever Petar, featuring Nasreddin as a supporting char-
acter, premiered in Sofia in 1958.% As Stoyanov stated,

humor freshens, and makes a person livelier and hardier. This is why [...] I have devoted
a great deal of attention to humor [...] Unfortunately, during the development of the plot,
there were no other sources in our literature besides the folktales [... Thus] we were faced
with many challenges during our first attempt to adapt Hitar Petar for the opera (quoted
in Fischer 2001).

Stoyanov’s Nastradin Hodja is essentially a supporting character who is allied with
the greedy chorbadji (village leader) Ignat. In Act One, he confronts Hitar Petar at
a village fair while looking for his debtors. In Act Two, Hitar Petar actually enters
Nastradin’s house and speaks to his wives (although hidden in a well) while Nastra-
din is at the mosque. In Act Three, Nastradin and Ignat are caught in a compromising
position by Hitar Petar, who takes the Hodja’s bag of coins as a wedding gift for his
own daughter. In Communist Bulgaria, Nasreddin is no longer an icon of folk wis-
dom but a symbol of bourgeois hypocrisy.

CZECH ADAPTATIONS OF A TURKISH ICON

The Czech lands (which were never under Ottoman rule but inherited a histori-
cal mistrust of the Turks through the shared cultural tradition of Habsburg Central
Europe) seem like a much less likely setting for the Oriental wisdom of Nasreddin
Hodja. Yet three tales about this comic icon were published in 1834 in the magazine
Ceskd Weela, and several stories from the version by Mehmet Tevfik Fikret (also the
source for Sremac’s collection) were translated into Czech in 1894 (Becka 1984, 174).
In addition to Wesselski’s collection in German (mentioned above), Jan Rypka, one of
the most prominent Czech Orientalists, translated a series of Nasreddin anecdotes in
1909, followed by Richard Hrdli¢ka’s translation Zerty a pfihody Nasredinna Chodzi
(1913, Jokes and adventures of Nasreddin Hodja). Anecdotes were also translated
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into Slovak by the leading Ottoman scholars Josef Blaskovics and Vojtech Kopcan
(Celnarova 2003, 207).

The first of two plays in twentieth-century Czech literature to be based on Nasred-
din was the 1928 comedy Nasreddin ¢ili nedokonald pomsta (Nasreddin or the imper-
fect revenge) by Jiti Mahen, who had previously written about the Slovak hero Janosik
(reflecting his sympathy for the Slovaks while they were still under Hungarian rule).
Mahen’s primary sources on Nasreddin were presumably Wesselski’s (or possibly
Hrdli¢ka’s) collections, but in the introduction, he explains that this “fairytale comedy
from the Orient” was inspired by his travel “in the South” (specifically, Bosnia and
Herzegovina). According to the stage directions, the setting is “Aksehir, Sarajevo and
Mostar combined” (1962, 209-213), so while Mahen does not completely transplant
Nasreddin to a domestic setting as some other authors do, his Orient has a Slavic,
hence partly “domesticated”, influence. His choice of a Turkish theme illuminates the
cultural situation in interwar Czechoslovakia, when the newly independent state was
forging a self-confident national identity engaged with the world.® As Stépan Vlagin
suggests, despite the play’s “optimistic folk humor,” it had the timely political aim of
“uncover[ing] the demagogy of fascism,” presenting Nasreddin (not unlike Janosik)
as a folk hero fighting against injustice, but in this case “not with arms, but with
humor and cunning” (1962, 308).

The first of the three acts opens with an old water-seller sleeping by the side of the
road. Two strangers arrive in Aksehir, and speaking with a native of the town, they
say that they have come to see its famous judge, Nasreddin: “We heard that Nasred-
din actually fell from a ladder, and that’s why he’s crazy, that’s why he has whims.”
The townsman tells them that he was actually “knocked down, when he climbed
up someone else’s tree — to steal fruit!” (Mahen 1962, 221) Although it is forbidden
to discuss the political situation with outsiders, it is later revealed that the Caliph,
the true ruler of the city, has been missing for some time. In the following scenes,
the visitors see Nasreddin resolve a dispute (based on a famous anecdote) between
a kebab-seller and a beggar: The kebab-seller claims that the beggar has “stolen” the
scent of his kebab, and in return the beggar is required by Nasreddin to “pay” with
the sound of rattling coins.

Nasreddin does not appear at all in the second act, which features a “prince”
and “princess” who symbolize the type of modern European bourgeois that Mahen
(with his leftist sympathies) despised. The princess is angry with her husband, who is
unfaithful to her with their servant girls and decides to betray him with the most dis-
gusting man she can find: the garbage collector Abdula. In Act Three, when the prin-
cess and Abdula come before Nasreddin to be judged, he diverts the mob’s demands
for justice by making a surprising announcement: “A woman snatched a man in order
to take revenge, but she had more next to her in bed than she herself knew!” (290) He
claims that the garbage man is actually the missing Caliph, the princess faints from
shame, and everyone follows Abdula away in admiration. However, the final scene
reveals that the true Caliph is the old water-seller from the beginning of the play,
whose identity has been protected by Nasreddin’s clever lie. The Caliph concludes the
play by praising him: “Oh, Nasreddin, what paradise there will be on earth, if every-
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one will have such a talent for fantasy as you and - pardon — me too!” (293) Despite
its inauthentic setting and meandering plot, Mahen’s adaptation offers a social mes-
sage beneath its light humor.

In the late 1950s, Nasreddin Hodja returned to Czech drama with greater polit-
ical significance in The Late Nasreddin by Josef Kainar. In Kainar’s play, the citizens
of Aksehir beg Nasreddin Hodja to save them from the conqueror Timur, who has
planned to plunder the city as a gift for his wife. Nasreddin rides his donkey to
Timur’s camp, entertains him with his jokes, and even creates a miracle: The donkey
is able to produce pearls. When he returns to Aksehir, having spared the city from the
conqueror, he gives the pearls to its citizens, only to be attacked and beaten to death
by those who think he is hiding still more pearls from them. In the final scene, Azrael,
the angel of death, comes to take him away:

NASREDDIN: Leave me here, at least for a little while...

ANGEL: The order is, to heaven, and in one piece...

NASREDDIN: And I'll run away. And I'll come back. Heaven is not for me.

ANGEL: And what if hell isn’t - where will you go? Ha!

NASREDDIN: Here. I like it here. Isn’t it possible to divide me somehow among the peo-
ple, so I can live on longer here? (1959, 115)

Milan Jari$, in his afterword to the play, proposes an anti-imperialist message:
Kainar “destroys the legend of the conqueror Timur by confronting the conqueror
with the free, thus wise, Nasreddin” (Jari§ 1959, 118). Xenia Celnarova has suggested
that Nasreddin’s “intelligence, courage, and lower-class outspokenness” is a self-por-
trait of Kainar, and notes that the successful revival of the play two decades later
(in 1979) had only a short run before being removed from the stage: “Perhaps the
statesmen and political leaders of the time recognized themselves in Timur and the
foolish citizens of Aksehir!” (1996, 72-73) Like both Mahen’s and Solovyov’s versions
of Nasreddin Hodja, Kainar’s play has only a distant connection to its source mate-
rial, and the greed of the city’s citizens reflects a very personal outlook on society’s
ingratitude toward its artists. Kainar’s use of this transcultural icon was a cautious
first step towards questioning the socialist regime that he had fervently supported in
his poetry earlier in the 1950s.

In 1990, Milo$ Mendel published a collection of stories related to Nasreddin
Hodja and his Central Asian and Middle Eastern variants in Czech translation. Men-
del’s afterword specifically highlights the relevance of this Turkish figure by relating
it to the Czech tradition of passive resistance embodied in Jaroslav Hasek’s “good
soldier Svejk™:

Ordinary people tried to overcome the narrow and rigid framework for these values [...]

by their own cunning, inventiveness, and the originality of their behavior and reasoning,

or at least simulated “Svejkian” stupidity, which was actually meant to serve as a mirror
held up to the mindless despotic power, or ordinary but dangerous human stupidity and

pettiness (163).

Mendel also refers to specific episodes from Svejk, stating that “these scenes have
the same value of testimony as when Nasreddin carries out a nonsensical order to
the letter, or flatters the arrogant Timur Khan” (172). By comparing this Turkish folk
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hero to a Czech literary icon, Mendel creates a point of comparison for the domestic
reader to appreciate these stories from distant contexts.

CONCLUSION

The metamorphoses that can be seen in the cross-cultural circulation of Nasred-
din Hodja anecdotes become even more visible in these dramatic and fictional adap-
tations. In Bakhtin’s terms, Solovyov’s use of the Central Asian setting allows the
“bluntness” that would not have been acceptable in a modern Russian context, while
Kainar’s ultimately tragic Nasreddin “reflects the private life” of the artist constrained
by socialist realism. Despite their very different approaches, all of these writers
attempt to transform Nasreddin Hodja’s medieval Islamic spirit into something suit-
able for modern national literatures while preserving his essential comic qualities.
Whether seen as exotic and remote (as in the Czech case) or as an integral part of the
national culture (from the Bosnian perspective), this Turkish clown has given Slavic
writers the freedom, often in times of extraordinary repression, to examine and cri-
tique contemporary society.

NOTES

The pseudo-archaic title al-Qalandar refers to the sects of wandering Sufi dervishes known as Kalen-
dars.

Wesselski was Bohemian German rather than “Czech,” as he is sometimes described, but was none-
theless based for much of his career in Prague.

> As Aykut notes, the Turkish lexical elements used by Sremac include both words still commonly used
in Serbian today, such as komsu (neighbor), sokak (street), fincan (cup), mahalle (district), kahvehane
(cofteehouse), etc., but also words supposedly less familiar to the contemporary reader, such as avci
(hunter), dostluk (friendship), canim (my dear), toprak (land), etc. (445).

Popovic also mentions an unpublished comedy by Milan Curéi¢, Nasrudin hodzina ¢udesa (The won-
ders of Nasreddin Hodja), performed in Sarajevo in 1928, and the Bosnian novelist Mesa Selimovi¢’s
introduction to a collection of Nasreddin Hodja anecdotes by Ahmet Halit Yasaroglu (1953), which
was the first edition in Yugoslavia translated directly from Turkish. Among later works, Popovic rec-
ommends the study by Ivan Sop (1973). On Bosnian sources, see also Mufti¢ (1994).

> My acknowledgments to Dr. Srdjan Jovanovi¢ for his help with the original Bosnian (Serbo-Croatian)
text.

In Balkan languages, words of Turkish origin often take on negative connotations: the term insan
(which simply means “person” in Turkish) implies an “odd creature” in Serbian/Bosnian (as opposed
to the standard Serbian covjek, “man/person,” in the title of the story).

7 Proof of Hitar Petar’s status as a Bulgarian icon is a hill on Trinity Peninsula, the northernmost point
of Anarctica, that was named Hitar Petar Nunatak (indirectly extending Nasreddin Hodja’s cultural
influence almost to the South Pole).

See Sagaev 1964 (my thanks to Dr. Nadezhda Alexandrova for this reference). Stoyanov also wrote
an orchestral suite based on another Bulgarian national icon: the antihero Bai Ganyo, the satirical
literary figure created by Aleko Konstantinov in the 1890s.

° See Chapter 3 of my previous work (Sabatos 2014) for a more thorough discussion of Turkish themes
among the multiethnic writers of interwar Czechoslovakia.
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Nasreddin Hodja's foolish wisdom: Slavic literary adaptations
of a Turkish folk hero

Nasreddin Hodja. Slavic literature. Comparative literature. Turkish culture.

The Turkish comic folk hero Nasreddin Hodja is known across the Muslim and former Otto-
man world, but he also has a unique place in modern Slavic literatures (Russian, Bosnian/
Serbian, Bulgarian, and Czech). What is interesting in each of these works is the way that this
character has been adapted as a transcultural icon, transforming his medieval Islamic spirit
into something suitable for modern national literatures while preserving his essential comic
qualities. Nasreddin’s Slavic “afterlife” is not simply a forerunner of literary globalization, it
also shows how exotic figures allow expanded freedom of expression under various forms of
cultural repression.

Charles Sabatos

Yeditepe University

Faculty of Arts and Sciences, no. 811
Department of English Literature
26 Agustos Yerlesimi

34755 Kayisdagi

Istanbul

Turkey

charles.sabatos@gmail.com

46 CHARLES SABATOS



World Literature Studies 4 wvyol. 8 =2016 (47 - 63)
STUDIE / ARTICLES

Political input in making poets cultural icons*
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In July 2007, the Polish Parliament declared 2008 the Year of Zbigniew Herbert,'
commemorating the tenth anniversary of his death in 1998. Four years later, the
same political body declared 2011 the Year of Czestaw Milosz,” commemorating the
centennial of the poet’s birth. In contrast, in 1984 the Slovak Ministry of Culture and
the Communist Party of Slovakia did not formally devote a year to Laco Novomesky,’
yet a series of conferences, monographs, the production of a fictionalized biopic, and
the inauguration of a museum in the town where the poet had spent his youth cer-
tainly created a similar aura. These three literary personalities, each well known in
their homelands and abroad, achieved an iconic cultural status that is, paradoxically,
not only the result of mere artistic achievement but was also, in part, the result of
political motivation.

This article examines the cases of poets who, in the course of time, became cul-
tural icons in East-Central Europe in the late twentieth and early twenty-first cen-
turies. While this paper’s primary examples are drawn from a handful of Polish and
Slovak writers, these cases are supplemented with those of other poets to provide
more examples of how complex the creation of cultural icons is, especially when
considered from three frameworks: cultural semiotics, national literatures, and
transculturality. The choice of two neighboring literatures is made to compare the
situation in a larger language area (Polish) with the smaller language community
of Slovak literature to broaden the research area and reveal, on the one hand, the
common history of Eastern Bloc countries and, on the other, the distinctive differ-
ences that every nation and individual author possess. There is also a visible trace
of the influence of Polish poetry on Slovak literature coming from geographical
and linguistic, as well as spiritual, religious, and cultural, proximity. The case study
focuses namely on Zbigniew Herbert and Laco Novomesky; however, other Pol-
ish (Czestaw Mitosz, Wistawa Szymborska) and Slovak (Jan Ondrus, Ivan Strpka)
poets are mentioned because they provide valuable insights the genesis and trans-
cultural transformation of cultural icons in East-Central Europe at present and in
the recent past.

* This work was supported by the grant, “Contemporary Slovak literature and culture and their Euro-
pean art contexts,” of the Slovak Scientific Grant Agency VEGA, project number 1/0048/13.
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Research into cultural icons leaves investigators in a rather awkward situation as
analyses and interpretations cannot always rely on verified facts. Research must take
into consideration myths, mystifications, and hearsay, which are not often available
in written form. Even if there is a written document - since 2000, something most
frequently found on the Internet and blogs - its credibility is often questionable. Sec-
ondly, the field of culture is to be seen as a semiosphere in which study material
consists of professional research accompanied by an equally large range of opinions
of rather variable competence. Over time, even the order of signs ranges from a first
order iconic form to second and third orders (indices and symbols), and it is not
uncommon for cultural icons to simultaneously appear in different iconic orders.
In the particular case of poets as cultural icons, there is still a non-iconic reception
when poets and their works are read in a narrow, aesthetic way. However, the impor-
tance of their work and general appeal transcends literature and becomes instead
arepresentation of features, values, or notions of the work or the person who created it.

WHY DO POETS MAKE GOOD CULTURAL ICONS?

Not many contemporary poets become cultural icons; yet when we briefly survey
the Polish and Slovak poetry of the twentieth century, we can find a number of suit-
able examples. The process of “iconization” takes time and is a result of an “exponen-
tial accretion of meaning” (Tomaselli — Scott 2009, 20), which means that research of
cultural icons always sets a point of time, the vantage point, and takes into consider-
ation the dynamic character of such icons. It also means that contemporary living
poets may later become cultural icons, although the iconization process will differ
from what contemporary icons might have experienced. To simplify, based on com-
mon cultural practice, we could label each poet to indicate, conveniently, the result of
their representative or even symbolic function, which is an outcome of accretion in
the process of iconization. Herbert is seen as both “Antaeus” and “the figure of Atlas™:
“with all the strengths of an Antaeus, yet he finally merges more like the figure of
Atlas. Refreshed time and again by being thrown back upon his native earth, stand-
ing his ground determinedly in the local plight, he nevertheless shoulders the whole
sky and scope of human dignity and responsibility” (Heaney 1988, 70). For Joseph
Brodsky (1978, 364), Milosz is “a severe and relentless mind of such intensity that the
only parallel one is able to think of is that of the biblical characters, most likely Job.”
Szymborska has often been called the first lady of Polish or world poetry, and sym-
bolic labeling has sometimes taken a rather peculiar form, with her being designated
the “Greta Garbo of poetry” according to Swedish writer Gabi Gleichmann (1996) or,
more seriously, “a Mozart of poetry” with “the fury of Beethoven™:

She has been described as the Mozart of poetry, not without justice in view of the wealth
of her inspiration and the veritable ease with which her words seem to fall into place. But,
as can be seen from the quotation, there is also something of the fury of Beethoven in her
creative work (Nobel Prize Press release, 1996).

Novomesky was seen as “a humanist” (Kucera 2004) and Ondrus “an absolute
poet” (Hamada 1996).
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Despite all the efforts of schools and cultural organizations, the reading of poetry
never spreads beyond a limited number of enthusiasts, yet poets often gain general
and wide recognition. The asymmetry between the declared importance of poets and
their lack of presence in society is the source of numerous investigations without
clear conclusions. This situation is also a part of the examination of poets as cultural
icons carried out in this study. In the beginning, every process of iconization in cul-
ture has a point of initiation leading to an increase of a person’s — here, a poet’s — pop-
ularity (Macura 2008, Williams 1983). Literary history at the beginning of the twen-
tieth century consisted of quite a diversity of poets, though this diversity was mostly
expressed aesthetically, in a range of decadent, modern, visionary, avant-garde, and
other styles. Especially in East-Central European (namely Polish, Czech, and Slovak)
literature, there was the very important image of a poet being “the conscience of the
nation,” a notion which had survived from the times of national revival movements
in the previous century. Later, this supposedly prestigious position of national poets
was often ridiculed or challenged as archaic;* however, some poets were able to hold
such a position, maintaining it mostly by means of their personal heroism in the
difficult times of the Second World War, Cold War or reformatory years of the 1960s.

Literature in East-Central Europe in the twentieth century always had a polit-
ical subtext: Journals kept their profiles cultural-social or cultural-political (under-
stood as one homogenous sphere), and thoughts that could not be uttered in public
through the press were often successfully encrypted in messages within literature.
The political involvement of literature throughout the eastern regions of Europe has
shifted over the years due to changing circumstances (fights for national independ-
ence, establishment of democracy, pro- versus anti-fascist actions), but never seems
to cease. During the Communist period in East-Central Europe (1948-1989/1991),
the importance of literature’s political involvement would even rise, declining again
only in the 1990s, in a decade defined as “years of transition” or “transformation.” The
true character of the phenomenon of politics and art has been illustrated by West-
ern observers who have made a number of comments on the aforementioned rela-
tionship during the political division into Eastern and Western “blocs.” Such artistic
involvement in politics was seen as odd and unlike anything in the Western countries.
Tom Paulin, editor of The Faber Book of Political Verse, highlights that “in Eastern
Europe, the poet has a responsibility both to art and society, and that this responsibil-
ity is single and indivisible” (1986, 17). The critic Alfred Alvarez adds another useful
comment: “In Western Europe we take for granted that there is a fundamental split
between poetry and politics. The problem is not that the twain can never meet, but
that they can do so only at a great cost” (1968, 9). Alvarez also lists the possible flaws
of political verse, citing its “vague rhetoric,” “dependence on clichés,” and tendency to
be “debilitatingly simple-minded,” only to point out that although Herbert’s poetry is
“unremittingly political,” he is “an exception” to all of these faults (9).

Political activity in the East took many forms, the worst of them being open
support for nationalist (before and during the Second World War), fascist (during
the war), and Communist (since the 1920s and vigorously after 1948) agendas by
authors who thought it no shame “to serve” political ideology. Authors such as Her-
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bert, Mitosz, Ondrus, and Novomesky cared for aesthetic values, and their political
content always remained rather indirect: It was just a part of something larger, often
called “humanism” (Herbert and Novomesky) or the “existential situation” (Mitosz
and Ondrus) ex post. In private letters and occasionally in literary journals, all of
them criticized political verse, especially when it placed politics above aesthetics. The
so-called “public order” (an offer made by political officials to artists to meet desired
needs) attracted many semi-talented authors to include political content in their
works in order to improve their positions in literature or in lucrative institutions.

Of the aforementioned poets, Novomesky found himself in the most peculiar
position. He was involved in politics as a high-ranking member of the Central Com-
mittee of the Communist Party of Slovakia, yet he had to defend the independence of
art: “We would look ridiculous (and we would certainly deserve that scorn), if we in
the name of anything - Marxism, modernism, or art progress — admired works un-
sanctioned by talent, creative passion, or the ability of an artist,” he claimed in 1937.
He would repeat this sentiment in different words on many later occasions (1970,
319). A political journalist and a poet, Novomesky solved his dilemma by a clear dis-
tinction: Direct political matters are a subject for journalism, whereas poetry func-
tions independently of such matters. The pragmatic idea of changing the world that
he identified with the idealistic doctrine of Communism was acted upon through his
news articles and his acts as a politician, but his deep and universal beliefs and poetic
vocation were preserved in poetry. Novomesky marked this impenetrable difference
by using two different forms of his first name: When he spoke as a journalist or a pol-
itician, he signed with his formal citizen’s name, Ladislav Novomesky. All his poetic
works were, by contrast, signed with the informal version, Laco Novomesky. In the
1920s and 1930s, he was known for following the leftist literary model of “aesthetics
from Paris, ideas from Moscow” which later, in the worst era of Communist perse-
cution in the beginning of the 1950s, was interpreted as reluctance and negligence
and was added to other accusations (of bourgeois nationalism and treason) at the
show trial ending with Novomesky’s ten-year sentence. Novomesky’s solitary effort
to make a clear distinction between politics and art did not bring any recogniza-
ble improvement; however, his journalistic articles were available as a kind of proof
of the political and cultural competition between the democratic and conservative
wings of the Communist Party. The pro-democratic content of Novomesky’s articles
also led to the repeated cancellation of planned publication of the poet’s collected
articles and essays written in the 1960s in the subsequent decade, both when the
author was seriously ill (1971-1976) and after his death.

Even notable authors such as Herbert, Milosz, Szymborska, Novomesky, and
Ondrus are not immune to the general hesitation towards poetry; they have been
recognized as “the best that the culture brings” but never read on a mass scale. Their
poetry triggered their recognition beyond the literary context, but examples of other
equally notable poets reveal that to become a cultural icon, other factors come into
play as well. Poetry in the process of iconization is an initial factor, and an extraor-
dinary poetic quality constantly remains a hallmark for the authors. Furthermore,
other literary activities expand the worldview of and impact on the audience, and
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finally, it is the poets’ personal lives that show accordance with their actions in a
time of crisis. All three aspects were built more or less simultaneously, though poetry
was at the beginning of it all. Among these poets, three of them (Herbert, Mitosz,
and Novomesky) also have extensive work in the form of essays, journalism, and
academic articles, but Szymborska and Ondrus$ also created prose writings that
help to reveal their worldview in detail. Szymborska provided this in her book of
reviews Lektury nadobowigzkowe (translated as Non-required reading) and Ondrus
in a rather private form of notes and letters about the founding of the literary group
Trnavska skupina (Trnava Group) from 1957 to 1959; these texts were published in
the 1990s when Ondrus was rediscovered by critics and readers.”

The impact of essays and articles in newspapers and journals was similar to the
impact of poetry, yet even extensive literary activity would not have been enough to
move a figure beyond mere popularity and on to becoming a cultural icon. The third
important factor, viewing these poets as personal examples, demonstrated that their
poetry, essays, articles, and letters were more than just words. The high moral stand-
ard expressed in their work was equally shown in their lives, as they took part in the
resistance during the Second World War (Milosz, Herbert, Novomesky) or against
Communism (Milosz, Ondrus, Rufus) and acted in the name of humanism, to which
they often gave voice. Each of these three conditions had great significance and just
two without the third, it seems, would not have been enough. Only after “exceptional
poets” change into “exceptional personalities who happen to be poets” does a person
achieve transcendence and demonstrate a representational ability which eventually
result in his or her transformation into a cultural icon separate and distinct from
other popular personalities.

CULTURAL ICONS AND POLARIZED SOCIETY (POLISH REALITY

IN THE 2010s)

It has been asserted that the process of “iconization eliminates contradiction, cel-
ebrates the unity of surface appearance, and denies history” (Tomaselli - Scott 2009,
20) and, with the cultural icons of East-Central Europe as our study, these functions
can be seen in actions such as the commemorations of poets that occurred in 2008
(Herbert) and 2011 (Mitosz). On the other hand, counter to such elimination and
unification, there have been great regime changes, such as those before and after
1989, as well as a number smaller changes (political, social, and literary) that, when
taken all together, have significantly shifted the depiction of these icons. In light of
the previous observation, the cultural icons were examined and questioned by both
experts and common readers who wanted to correct a constructed “surface” (20)
appearance.

The initiative behind these commemorations came from a political body, the
Polish Parliament, which - as will be shown later - had its own reason to support
such gestures. As an important aside, it is worth noting that in the case of Milosz,
the Lithuanian Parliament made the same commemorative declaration for him as he
was a Vilnius-born poet. In all three resolutions on Herbert and Milosz, the attend-
ing committees placed emphasis on transcendent features, underlining the mostly
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pro-European character of the poets, their patriotism, and their humanistic values.
The resolution on Herbert reads:

On the 10th anniversary of the death of the poet Zbigniew Herbert, one of the most out-
standing writers of our times, the Sejm (Parliament) of the Republic of Poland has decided
to pay tribute to the artist, who — creatively referring to the great tradition of European
culture - enriched and strengthened it. In times of a crisis of values and painful despond-
ency, he stood firmly on the side of values: in arts — the canon of beauty, hierarchy and
craft, in life — ethical codes, clearly separating the notions of good and evil (Zagajewski
2008, 47).

The political bodies and their cultural partners - for Herbert, the National
Library (Biblioteka Narodowa) in Warsaw; for Mitosz, the Book Institute (Instytut
Ksigzki) in Krakéw - made cultural commodities out of both icons. Special web
pages (on the domain name www.culture.pl) were launched for the commemoratory
years and included their complete program of events, texts of the declarations, and
leaflets and “catalogues” presenting the lives and works of the poets in a nutshell. The
polished surface of perfectly organized events, however, could not conceal contra-
dictory attitudes and feelings towards particular details and even the whole idea. As
soon as the idea of declaring a commemorative year to Mitosz was posed, numerous
voices were raised in opposition. In October 2010, a dispute began in parliament and
the leader of the anti-Milosz faction, Anna Sobecka, claimed:

Czestaw Milosz insulted the Poles. His books are full of various kinds of contempt directed
at Poles. He sneers at all social strata. His insinuation that in Poland illiteracy prevailed
and that peasants were awful, smelly fools who should be taught to think, is a great insult.
This is in Captive Mind, the Cracow edition of 1990 (quoted in Secler 2014, 113-114).

Despite the dispute, which was just a prologue of what was to come in the press and
Internet, the declaration of the year in honor of Milosz went through. It was explicitly
connected with political reality, and the press release announcing it explained that
it was an accompaniment to the Polish presidency of the European Union planned
for 2011; the motto for the Mitosz commemorative year, “Rodzinna Europa,”® was
“excerpted from the work of the Nobel winner” and could be translated as “native
Europe Both sides of the dispute continued in their arguments so eventually the
word “controversial” became one of the unintended attributes of the Year of Mitosz.

It is not difficult to find political bodies inspired to profit from the generally pos-
itive image of poets such as Herbert and Milosz (or Szymborska, Rézewicz, and oth-
ers) and present them as such to majority of the public that is usually oblivious to
such cultural values. Reintroducing the legacy of the poets is an act of education and
cultural revival, and the poets were chosen by the parliament in order for citizens to
identify themselves with icons of international significance. This is commensurate
with the Saussurean notion of differences that at the same time preserve specific refer-
ence, which in this case references ethics, artistic talent, and the notion of Polishness.

The unity of the icons, as engineered by the Parliament, was not convincing in
a polarized society in which even a slight comparison of the two poets, Herbert and
Milosz, whether seen as representations in and of themselves or just as an “idea” of
something they stood for, triggered arguments. An answer to the question which of
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these two good poets was the better resulted in seriously emotional reactions, accu-
sations, sources of mystiﬁcation, misread situations, or exaggerations. In this dispute,
the arguing sides questioned whether Mitosz deserved to win the Nobel Prize, why
Herbert did not, and what Milosz’s involvement in the matter was. Other issues that
are repeatedly brought up in the ongoing argument about the two poets’ (respec-
tive) worthiness are Herberts and Milosz’s actions in wartime Poland, underground
activities in the postwar period, and stances towards Russia, as well as more general
arguments regarding the life of an emigré, literary prizes, Solidarno$¢, Communism,
and anti-Communism. The long list of aspects reveals that this is an argument that
has been going for a long time (since the late 1960s) and has influenced the character
of these cultural icons.

Views on Herberts and Milosz’s deeds, whether those deeds were true or not, are
inseparable; sometimes they are simply overinterpretations made by keen followers
eager to prove either the positive or the negative side of their beloved or hated icon.
An example of such exaggeration is an image from the early Solidarno$¢ years in
which Herbert is photographed with Lech Walesa® and Adam Michnik® during their
declamatory gesture. In Herbert’s biography, the snapshot is explained with explicit
pathos: “in the Gdansk Church of St Brigit [he] stretched up his two fingers with Lech
Walesa and Adam Michnik, but not - like the other two — with his fingers apart as
a sign of victory but together as if for an oath” (Lukasiewicz 2002, 192). An apparent
glorification of the poet (in a tone that ran through the entire biography) highlighted
an ethical approach that Herbert allegedly never abandoned.

Another “mysterious” event that has gained multiple meanings over time was
a dinner party in the summer of 1968 at the Berkeley, California house of John and
Bogdana Carpenter, the co-translators of both Polish poets’ writings. During the din-
ner, “Poland’s biggest post-war literary fight” (Haven 2011) broke out and abruptly
ended the long-term friendship of Milosz and Herbert, with many sad consequences.
In distorted versions of the dinner, the question has always turned on who attacked
whom and why. Accounts have varied, and each time, the other poet was to blame
for starting the painful falling-out. Cynthia L. Haven, a literary and cultural journal-
ist, took a statement from Bogdana Carpenter, the host of this “worst dinner party
ever” (2011). Carpenter broke her silence and corrected what was believed to have
happened. According to her, the quarrel started after both poets had drunk too much
wine. The fight was provoked and inflamed by the aggressive behavior of the drunken
Herbert. First, he accused Mitosz for being idle during the Polish resistance in the
Second World War, and the quarrel then culminated when the two poets argued over
the duties one has to his homeland and the acceptance of an absolute sacrifice. All
in all, the harsh words broke the bond between them and Mitosz’s wife, Janina, for-
bade Herbert to ever come close to them again (2011). Since that moment, even their
readers have followed the life paths of both poets separately or in opposition. The
rumors around this dinner party have caused continuous accusations from one side
or the other of malicious behavior. For example, Milosz was suspected of having, out
of jealousy, caused Szymborska to be preferred over Herbert when both Polish poets
were in the running to win the 1996 Nobel Prize in Literature.
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A basic division into a left- or right-wing political orientation is connected with
the two icons, with Herbert seen as a representative of the right whilst Milosz and
Szymborska are considered leftists. It is not uncommon that in the most heated
exchanges of opinions the latter are labeled as “collaborators” or, in an anonymous
blogosphere, as “red pigs,” which clearly contradicts their iconic positive image in an
official narrative that, as quoted earlier, “eliminates contradiction, celebrates the unity
of surface appearance, and denies history” (Tomaselli — Scott 2009, 20).

When in 2011 the renowned American neo-conceptual artist Jenny Holzer pre-
pared a performance in Poznan in cooperation with Szymborska, members of “the
anonymous group of artists The Krasnals™® decided to disrupt the event. Holzer’s
art is based on large-scale projections of texts onto the sides of buildings, city halls,
and town landmarks, and Holzer and Szymborska selected excerpts from twelve
of Szymborska’s poems to use as text for this collaboration. Holzer’s performance
had a political subtext, and for the Poznan projection, the authors prepared verses
with topical motifs such as torture, terrorism, and guilt in the contemporary world.
The event was disrupted by thousands of white paper leaflets with an excerpt from
a poem by Szymborska from the 1950s which adored Stalin in a cult-of-personality
style (Moskalewicz 2011, Niziotek, 2015). On their blog, the activists commented on
and explained their action:

Another problem - Holzer’s action had a political meaning which was right and empty. In
distinction from artist we didn’t choose most popular and known poems of Szymborska.
We chose a poem that had been written before she recived a Nobel prize award and which
was showing communistic inclinations of Szymborska. We added to the poem a provoc-
ative question, which was forcing to giving thought to what were the reasons of giving to
Wislawa Szymborska Noble prize award: Nobel prize winner? Red communistic pig? (The
Krasnals 2011)"

Later, as an outcome of this action, the Krasnals and Holzer met and the Pol-
ish activists explained that long before Szymborska achieved her elevated status as
a Nobel Laureate she had had a past of sympathizing with the Communist Party.
Eventually, the members of The Krasnals and Holzer agreed on cooperation during
the next performance and prepared a banner with the provocative sign “Szymborska
is COOL!!!” showing a hammer and a sickle to the left and right sides of the text. The
explanation from The Krasnals tried to describe the feeling'? that resulted from the
unpleasant treatment of the “commune,” which was also one of their reasons to take
action against the “very expensive, snobbish projections, based on special effects”
(2011) that were Holzer’s political statement turned into art.

This was not the first finger-pointing at Szymborska by The Krasnals, the anon-
ymous collective who, in their own words, describe themselves as “culture provo-
cateurs” and who “track hypocrisy and mechanisms of rules in the field of art” and
who “track also crucial dependences of art, culture, economy, politics and are frag-
ile to all of their unfair tricks” (2011). In 2010, Szymborska’s image was painted as
part of a transcultural representation on a large-scale canvas entitled The Battle of
Grunwald/Ship of Fools and signed under the name Whielki Krasnal. In a mocking
symbolic position, her figure is positioned amid a group of foreign political figures,
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holding a megaphone in one hand and a long pole with the Polish flag in the other.
The depiction unites two opposite views of Szymborska: one as “an icon in a country
that takes great pride in its poets” (Hopkin 2000) and one as critical of the poet’s
political involvements in the past.

The political background of the cultural icons of the late twentieth century remains
intriguing to older generations who share the life experience that the icons repre-
sent. Younger Polish generations tend to overlook or ignore the political layers of
this iconic order and discover the poets instead for their poetic qualities. Their gen-
erations tend to appreciate different values and features, an observation which is also
explained theoretically by Tomaselli and Scott (2009, 22-23), who distinguish post-
modern from modern cultural icons: The former are hailed as “sensual” and “sexual”
whilst the latter (for instance, the poets in this study) are seen as “moral” and “social”
Long before postmodern ideas had been taken up in East-Central Europe, poets such
as Herbert and Novomesky were critiqued by a younger generation of poets includ-
ing Adam Zagajewski, Julian Kornhauser, and their “Pokolenie 1968, a “new wave”
of the 1960s and rebuke of acclaimed authors (Baranczak 2001, 16-17). The situa-
tion in Polish culture of the 2010s shows that the distance between Herbert, Milosz,
and Szymborska and the younger generations is growing and that young poets and
readers have started to look for new icons' - very much in the sense suggested by
Tomaselli and Scott.

CULTURAL ICONS AND TOTALITY (SLOVAK PAST)

The peak of incentives for a symbolic third order in the 1980s came after Mitosz’s
Nobel Prize and Herbert’s political involvement in Solidarno$¢. Paradoxically, the
culmination is also seen in the iconic status of Novomesky who - unlike the Polish
poets — was already dead (since 1976). Whereas the living writers could still shape
their new impact, the legacy of Novomesky was at the disposal of official Communist
political advisors who took advantage of the opportunity to make him into an exem-
plary Communist icon. Novomesky’s journalistic works were censored, selected for
circulation only when they supported Communist cultural politics; the author’s arti-
cles in which he supported the reformist wing in the political confrontation before
and during the Prague Spring (1964-1968) were concealed. Between 1969 and 1971,
Novomesky’s collected articles were chronologically published in five volumes. Pub-
lication of what would be the sixth and final volume, with articles from 1963 to 1970,
was cancelled in 1972 and then repeatedly banned on several later occasions. It would
only be printed after the political change of 1989, under the title Spldtka velkého dlhu
(Payment of a great debt, 1993, edited by Karol Rosenbaum).

The dramatic events of 1967 to 1972, the liberalization of socialism up until
1969 and, subsequently, “the restoration of order” (also the title of Milan Simecka’s
in-depth analytical collection of essays of the era, first published as samizdat in 1978
and in English in 1984), led Czechoslovak Communist Party leaders to look for new
cultural icons and Novomesky fit their desired profile. His poetic works were superb
and his personal life and articles offered repeated proof of his loyalty to Communism.
Novomesky became the subject of a cynical manipulation that even took advantage
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of the fact that after a stroke (in July 1971) the author never recovered, withdrew
from public life, and was unable to object to any public events. It was not very diffi-
cult to interpret Novomesky’s words and actions in a way that could suit Communist
propaganda purposes in the 1970s and 1980s. He was one of the most loyal followers
of the Communist doctrine, which he accepted as a young idealist in the 1920s when
the Communist Party offered the most direct social program for classes on the social
periphery. As a journalist for the Communist press, he willingly underwent more
than twenty-seven incarcerations between 1926-1938 (usually of four to eight days
at a time, for press infractions). Novomesky followed doctrine on its idealist level,
overlooking individual or systematic failures, even those of the 1950s and after Com-
munism became the hegemonic power of the Eastern Bloc countries. His loyalty to
the ideas of Communism was not open to question; he was even a “prisoner of his
own comrades” (as declared in the title of a book by Stefan Drug about Novomesky’s
incarceration between 1951 and 1955 and probation until 1960, Vizert viastnych
sudruhov), and yet, after his rehabilitation in 1963, Novomesky was a keen supporter
of a reform wing within the Communist Party, hoping to reach a new form - “social-
ism with a human face” (Novomesky 1993).

The symbolic representation of Novomesky as a loyal supporter of Communism,
constructed in the 1970s and 1980s, has endured and even nowadays it is one of two
main perspectives on Novomesky (the other brings about a more nuanced view and
is based on unbiased historical research). The poet’s years of being alive but not active
(1971-1976) helped to create an image of a loyal artist and cultural journalist for
the “restoration” years in the 1970s. The manipulations were multiple: exaggerating
Novomesky’s role in the Slovak National Uprising (1944), the most important his-
torical event for Slovaks during the Second World War, yet concealing Novomesky’s
incarceration (1951-1955) by the Communist prosecution on false accusations of
treason and bourgeois nationalism (originally the sentence was ten years, and capital
punishment was also a real possibility), as well as covering up other facts such as the
visit of the American poet Allen Ginsberg'* to Novomesky in his flat in Bratislava in
1965.

Both the 1944 Uprising and Ginsberg’s visit to Bratislava were important for
Slovak culture, and both were subject to transcultural and intermedial transforma-
tions, with Novomesky playing a direct part in the former event. The character of
Novomesky appeared in a historical film about the Uprising called Poéma o svedomi
(An Epic about Conscience) produced in 1977-1978, shortly after Novomesky’s
death in 1976, and premiered on 24 August 1979 (the thirty-fifth anniversary of
the Uprising). The film was produced in a docudrama style, focusing mostly on
Karol Smidke,” Gustdv Husdk,' and Ladislav Novomesky as the alleged leading
protagonists of the Uprising. It was a reconstruction and popularization of a biased
interpretation of historical wartime events in which the Uprising was a military
action depicted mostly as the sole exploit of the Communists (the subtitle of the
film was “Communists in a decisive fight for saving the Slovak nation™"). The film
was a prequel to a new wave of films about the war, followed by a considerably bigger
project, an eight-part series, Povstaleckd historia (The Uprising History), released
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in 1984, the fortieth anniversary of the Uprising and the eightieth anniversary of
Novomesky’s birth. To secure acclaim for the films, their producers, working under
the supervision of the Politburo casted star actors (Novomesky was played by Leo-
pold Haverl, Gustav Husak by the popular actor Michal Do¢olomansky) and hired
notable Slovak directors (Zoroslav Zdhon and Vladimir Bahna). One of the reasons
for the media reconstruction of cultural icons such as the Uprising protagonists was
that younger generations were no longer aware of the connection between the gov-
ernment of the 1970s and the key historical event of 1944. Novomesky’s reconstruc-
tion in the film Poéma o svedomi (An Epic about Conscience) resulted in an image of
a witty, selfless, and politically loyal activist, and his poem Analyza (Analysis, 1964)
was used in the film’s opening and closing scenes, also highlighting the poetic side
of Novomesky’s personality.

While official political advisors constructed a cult tone around the Uprising and
its alleged leaders, to the generation of liberal artists, a different event was of great
importance. Allen Ginsberg’s three-month visit to Czechoslovakia in the spring of
1965 was considered “a miracle;” as “the young people could suddenly touch their
icon,” “somebody who they would never believe they could ever see and hear alive”
(Klimacek 2014, 218). During his stay in Czechoslovakia, Ginsberg also visited Bra-
tislava for about three days; the main purpose of his journey to the Slovak capital
was to support a performance of the young poetic group, Osameli bezci (the Lonely
Runners), composed of Ivan Strpka, Peter Repka, and Ivan Laucik, who shared some
of the beliefs of the beat generation (such as an ethical approach to literature). Gins-
berg also wished to see Novomesky, “a poet who was in prison and returned with an
unshakeable belief in socialism” (Novomeskda-Butorova 2012, 2).

Ginsbergs visit to Slovakia had great symbolic meaning and later became the cat-
alyst for a number of transcultural transformations. The most important of these are
the characters of Ginsberg and a symbolic figure of “the Poet” (based on the poet
Ivan Strpka) from the play Ginsberg v Bratislave (Ginsberg in Bratislava, 2008) by the
Slovak playwright Viliam Klimacek.'® The play uses a fictional plot based on real facts
that Klimécek obtained from evidence from Ivan Strpka (the Poet) and from micro-
fiche copies of records taken by the state security following Ginsberg during his entire
stay in Czechoslovakia (Klimacek 2014, 218). The play’s central point is to depict the
difference of everyday life without inspiration, as lived in “grey socialism” (grey being
both the color of concrete blocks of flats and a descriptor for the dull mood of peo-
ple) against the uplifting feeling after being inspired by freedom. Klimacek builds the
contrast in a dialogue between a girl who wishes to drown and the Poet trying to talk
her out of it, the girl being disillusioned with her life in socialism and the Poet filled
with elation after spending time with Ginsberg.

Ginsberg’s participation in the Lonely Runners’ reading is depicted in the memoirs
of the literary group and in Klimacek’s play. Ginsberg’s visit to Novomesky remained
quite a mystery. Ginsberg was under the impression that Novomesky was something
of a Slovak Pablo Neruda (Blazek 2012, 37) and wanted to understand the aging poet
and his reasons for loyalty to Communism. For the official Party advisors, the event
was an “unpleasant” episode that was to be wiped out from cultural memory - a scan-
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dalous meeting of an American writer with their recently-decorated “national artist”
(the highest artistic honor in socialist Czechoslovakia, which Novomesky was given
in December 1964). Only in 2012 during research on Novomesky was a statement
taken from Novomesky’s daughter, Elena, who was present at the meeting with Gins-
berg. Her entire testimony is quoted here, made public for the first time. In response
to my request, she wrote:

You ask about meeting Allen Ginsberg.

I was there.

My Dad wanted me by his side, quite probably in case something unexpected might occur,
of whatever kind, which he, at his age, with illness and previous jail isolation, might have
not understood or seen because he used to often ask about what was “normal,” regarding,
for example, technical developments.

And this was a situation where I was to be present, because of my English or to serve coffee
or just in case he did not get what was meant. And I was glad because I was very curious
about the beatnik.

I think Ginsberg got himself into trouble in Prague. I don’t know if he had stripped his
clothes off or something like that in his limitless independence, and in May in Prague he
became King Majales, an annual ritual of students on the first of May and afterwards he
was deported by the police state.

But this all had happened before.

At the door stood a man, in a long denim coat to the floor, a red scarf around his neck long
enough to also reach the floor, in white tennis sneakers and something knitted under his
coat, hirsute, hair to his shoulders, beard halfway down his chest so only his expressively
black, smart, Picasso-like eyes were to be seen.

Even that was enough.

Luckily, a translator had come along too, a lady who accompanied Ginsberg his whole
time in Czechoslovakia. She not only translated exquisitely but also added more to his
every question of what the poet meant and wanted to say.

Because all thinking was different and everything was different.

The two worlds met, two opposite peaks.

The beatnik didn’t understand how somebody could be locked up when he thought about
something differently, the beatnik didn’t understand why our poet wouldn’t take a chair
and go to Hyde Park to explain his ideas, the beatnik, simply, didn’t get our system.

My Dad didn’t understand how come he [Ginsberg] didn’t get it; he had been there for
a week already and had met some writers in Prague, why hadn’t they explained to him that
not everything is allowed.

The beatnik behaved freely because he was free, smoked some drugs, told my father that
he had a beautiful wife, that was somehow me, and asked when there was going to be a po-
etry festival. It was simply an utterly different world, freedom, he knew no prohibitions,
didn't get, didn’t understand the system.

His smartness was hard to deny but he was here in an era when our young people had
never been to the West, never mind to America’s west coast. He was a product of his era
of hippies, just as we were, especially my Dad, a product of absolutely different closed,
bound, disciplined values that were represented by our police system.

Everything was cheerful, and they said their farewells cheerfully, but the latitude and free-
dom left and at home remained the pain of an old man and a life weary and hard-tested.
This is why he always felt closer to the Russians, to Pasternak, and all this just confirmed
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that our lives intertwined with pain are more valuable, but also that everything Ginsber-
gian felt so strange, because he did not know it. Ginsberg wanted to see a poet who was in
prison and went back with an unshakeable belief in socialism, knowing what to think over
his whole visit (Novomeska-Butorova 2012, 2).

Slovak newspapers (Smena, Pravda, Lud, Vecernik Bratislava) and journals
(Kulturny Zivot) briefly reported Ginsberg’s participation in a literary event (Theatre
of Poetry, Bratislava, 6 March 1965) with the Lonely Runners. However, no press
mentioned his private visit to the Novomesky’s. Then, after years of concealment, it
was almost as if it had never happened. Given the character of the meeting between
the American and Slovak poets, the carefully constructed iconic status of Novomesky
as a keen Communist would have not suffered. Yet it was always safer not to give
any incentive for later speculation. When Klimacek collected material for the play
Ginsberg in Bratislava in 2008, he had difficulty in obtaining information except from
old newspaper cuttings. The information on Novomesky’s and Ginsberg’s encounter
remained only with a couple of people who were present during the visit and with the
secret police. A systematic and persevering control over information was eventually
successful and Novomesky remained an intact symbol of loyalty to Communism,
someone who was able to maintain the idea of “revolution of poetry and poetry of
revolution,” appealing still to both readers and politicians.

The dynamic character of cultural icons, as Tomaselli and Scott (2009) observe,
eventually leads to re-semantization, which also could be understood as a process in
which some of the layers of symbolic representation vanish over time or rearrange
their importance in the hierarchy of meanings. Another factor that has an impact
on the status of cultural icons such as the poets Herbert, Milosz, and Novomesky
is a change of expectations: Cultural icons, once “moral” and “social,” have been
replaced by the postmodern “sensual” and “sexual” icons (Tomaselli — Scott 2009,
22-23). What we may witness is not a complete replacement but, rather, a plurality of
icons and a plurality of views of the same icon, plurality coming mostly from genera-
tional differences in society. The icons of Zbigniew Herbert and Czestaw Milosz have
preserved a number of their potential symbolic representations (patriotism, human-
istic values, pro-European orientation), whereas other layers have lost their validity
(activities during the war, participation in resistance, leftist or rightist political orien-
tation, stance on Russia, etc.).

Novomesky’s status as a cultural icon in the 1970s and 1980s was not the result of
a loose and gradual accretion but was purposefully constructed in order to serve as
a role model for the purposes of propaganda. The icon of Novomesky was a media
construction based on half-truths; the massive campaign, taking almost twenty years
(1970-1989), made sure the symbolic representations of Novomesky stayed intact,
even after the fall of Communism in East-Central Europe (1989/1991). Even without
any formal changes in semantic content, all of a sudden the positive icon became
quite the opposite: a representation of a regime that was considered criminal, con-
demned the same way as other totalitarian regimes. For a couple of years after 1989
the aversion to Communism in Czechoslovakia was so strong that bookshops refused
to sell books by Communist writers, and other forms of cultural retribution, such as
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the removal and replacement of compromised individuals at schools and at cultural
and writers’ organizations, were also present.

Comparison of the differing cases of Herbert and Mitosz, and even Novomesky,
show that despite the obvious political input in making the poets cultural icons there
is a core in their iconic status that has never been questioned (Juhasova 2015, 84).
All three of them have always been considered notable poets with an appeal to both
older and younger generations. Even though generations born after 1989 lost the
sense of importance of an author’s political representation, aesthetic values, alongside
humanist ones, do not change abruptly or do not change at all. Poets as cultural icons
in East-Central Europe have never been the icons that made the most important
historical differences. Yet they seem to show a long-term appeal, and their seductive
power is often the beginning of an accretion of layers that lead to the construction of
cultural icons.

NOTES

! Zbigniew Herbert (1924-1998) was a prominent Polish poet, essayist, and playwright. He came from
the intelligentsia and his adolescent years were affected by the war and the fact that his native town,
Lwow, later became a part of the Soviet Union. During WWII, Herbert joined the underground
resistance movement and in the years directly after the war he kept a low profile, taking low-paying
jobs until the political change of 1956. With his first collection, Struna swiatta (1956, Chord of Light),
he immediately became a well-known writer and his fame grew in subsequent years with significant
collections of poetry and essays. In the 1980s he also became active in the political movement Soli-
darnos¢. Herbert was a poet of international acclaim honoured with a number of prestigious prizes

(the Herder Prize in 1973, Petrarca-Preis in 1979, and others).

Czestaw Milosz (1911-2004) was a prominent Polish writer, translator, and university lecturer. He

began writing his poetry in the 1930s in the avant-garde literary group Zagary. During WWII, Mitosz

worked for the underground press and after the war he had a short career as a diplomat for Com-
munist Poland but defected and received political asylum in France. His nonfiction book Zniewo-
lony umyst (1953, The Captive Mind) became a classic of anti-Stalinism. From 1961 to 1998 he was

a professor of Slavic Languages and Literatures at the University of California, Berkeley. His poetry

and essays earned much acclaim, though his works were banned in Poland until 1980 when Mitosz

received the Nobel Prize in Literature.

* Laco Novomesky (1904-1976) was a leading Slovak poet and cultural journalist of the twentieth
century, also a prominent member of the Communist Party of Slovakia. He began as a journalist for
Communist presses, also alongside Klement Gottwald who would later be the country’s first Com-
munist president (1948-1953). Novomesky’s poetic work is rather slim but considered vital for Slo-
vak poetry. He was involved in organizing the Slovak National Uprising (1944), the most important
Slovak war action during WWII and was a member of the negotiating party with the Czechoslovak
government-in-exile in England (1944). Between 1951-1955 he was incarcerated after a show trial
and upon release he spent five years on probation. Later, in the 1960s he became one of the leading
journalists and poets who tried to democratize socialism, but his efforts — as well as those of others
- were crushed by the military intervention of the Warsaw Pact armies (August 1968). In 1971 he
suffered a stroke and never fully recovered. In 1964 he was awarded the title “national artist”

* The notion of “a poet on pedestal” was systematically challenged in the Czech avant-garde movement
of Poetism in the works of Jaroslav Seifert and Vitézslav Nezval; in Slovak literature, this is particu-
larly notable in the Dadaistic poetry of Rudolf Fabry in his collection Utaté ruky (Severed hands,
1935), where in the poem, A Poet, he demystifies the character of a poet from a position of a prophet
to the level of a perverted “coachman.” A similar critical approach, based on other motivations, is
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found in the works of the Polish writer Witold Gombrowicz, for example in his work Against Poets,
in which he sums up almost all the negative associations that the wide privileging of poets brought
about: “And thus in poets not only their piety irritates us, that complete surrender to Poetry, but also
their ostrich politics in relation to reality: for they defend themselves against reality, they don’t want
to see or acknowledge it, they intentionally work themselves into a stupor which is not strength but
weakness” (1988, 218).

° The essays and documents are published in collections of studies by literary critics Krizu je ¢clovek
lahky (1996), S dlatiou v ohni (2002) and in his collected poems Jdn Ondrus Bdsnické dielo (2012)
edited by Milan Hamada.

¢ The resolution in Polish reads: “W roku 2011 mija 100. rocznica urodzin Czestawa Milosza. Uch-

walony przez Sejm Rok Milosza bedzie okazja do przypomnienia poety i jego dziela, a takze szansa

glebszej refleksji na temat zwigzkow jego zycia i literatury w zagmatwanym XX wieku. W tym samym
roku przypada tez moment objecia przez Polske przywodztwa w Unii Europejskiej. Mottem polskiej
prezydencji w Unii bedzie haslo zaczerpnigte z twdrczo$ci Noblisty: ‘Rodzinna Europa™ (Schetyna

2010).

The official translation of the book title Rodzinna Europa into English as Native Realm (1968) is much

more abstract and totally misses the European connection.

Lech Walesa (1943) is a Polish politician, co-founder and a head of Solidarno$¢, and later, President

of Poland (1990-1995). He won the Nobel Peace Prize in 1983.

® Adam Michnik (1946) is a Polish journalist, essayist, dissident, and the editor-in-chief of Gazeta
Wyborcza, the largest newspaper in Poland.

' More on The Krasnals can be read in Katarzyna Niziolek Sztuka spoleczna: koncepcje, dyskursy, prak-
tyki (2015).

! The quote is given in its original uncorrected English.

“Cool - as all the symbols of commune, for youth generation are COOL, trendy, they awake pleasant,

warm and almost sexy — overly emotional feelings. But only when there will come to sexual inter-

course with commune, even with a great commitment, there will be no orgasm. The only thing that
will be is hangover and disgust” (2011; The quote is given in its original uncorrected English).

¥ The loudest generational dispute was initiated by Andrzej Franaszek’s article, Why nobody likes new
poetry? (in Polish original Dlaczego nikt nie lubi nowej poezji? 2014 ) that dwelled on an observation
that the last decades of Polish poetry went through a process of contraction and barrenness, a point
that the author demonstrated in a contrast between poetry by notable great world and Polish poets
and new poetic production after 2000. The fiery discussions reveal the distance between the new
generations born without experience of Communism and wars (neither the World Wars nor the Cold
War). In the simple comparison, Franaszek tried to prove that the new skimped poetry aiming just
to play with language will never reach the level of poetry by moral authorities such as Milosz. The
most complex response (also regarding responses published in FranaszeK’s article) has been given by
a representative of the upcoming generation of artists, Krzysztof Sztafa (born 1991), in his manifesto
article Poetry, you fool! Report of a dilettante (in Polish original Poezja, glupcze! Raport dyletanta):
“A model of reading, suggested by Milosz’s biographer [Franaszek], is wrong when he favours the
profound anachronism of the strong belief that poetry is lucid, timeless, and universal and that poets
are moral authorities — all this from a contemporary postmodern perspective simply does not work”
(Translated by J. Gavura). Sztafa contradicts Franaszek and explains in detail that “incomprehensible”
poetry still has validity for readers as “signs” are not longer based on “faith” but rather on “constant
verification” (2015). All in all, the concept of new poetry also affects the acceptance of cultural icons,
and giving precedence to “great masters” (Franaszek 2014) provokes a sharp response from a critical
young generation.

' Allen Ginsberg (1926-1997), an American poet, was a leading figure of the Beat Generation and the
antiestablishment phenomenon known as the counterculture of the 1960s.

15 Karol Smidke (1897-1952) was a Slovak politician and Co-President of the Presidium of the Slovak
National Council.

¢ Gustav Husdk (1913-1991), President of Czechoslovakia (1975-1989), was a person who shared
much of Novomesky’s fate, including illegal Communist work in the 1940s, imprisonment in the
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1950s, and political rise a decade later. Husék is also the author of a 600-page memoir, Svedectvo

o Slovenskom ndrodnom povstani (Testimony of the Slovak national uprising, 1964), which was the

subject of a fiery dispute among Communist and non-Communist historians.

In the Slovak original, “Komunisti v rozhodujicom boji o zachranu slovenského naroda” (distribu-

tion letter, available at http://www.skcinema.sk/arl-sfu/sk/csg/?repo=sfurepo&key=50912250038).

' Viliam Klimacek (1958) is a Slovak playwright and writer and co-founder of the theatre GUnaGu,
one of the most important theatres dating from the late Communist era (1985) which later turned
into a professional theatre company. Klimacek is known for using historical and political motifs and
messages in his works (e.g., in his Obciansky cyklus, /Civil cycle/, about Gustav Husak and other pol-
iticians in Slovak history).
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Political input in making poets cultural icons

Cultural icons. Polish literature. Slovak literature. 20th century poetry. Politics and poetry.
Transcultural transformations.

This study analyzes the role and degree of political involvement in the process of constructing
poets as cultural icons in Polish and Slovak literature in the late twentieth and early twen-
ty-first centuries. The main focus is on the Polish poets Zbigniew Herbert and Czestaw Mitosz
and the Slovak poet Laco Novomesky, but research also takes other Polish and Slovak poets
into consideration (Wistawa Szymborska, Jan Ondrus, and Ivan Strpka). This examination
reveals an important political input behind constructing these poets as cultural icons using
the symbolic potential that the poets accrued over the years and were able to represent. The
dynamic character of icons (accelerated by great geopolitical and social changes in East-Cen-
tral Europe), however, causes a constant re-semantization and partially diminishes their
iconic status, especially for upcoming generations. Despite a rearrangement of the hierarchy
of layers in their iconic status, the poets are always associated with their poetic work, and the
notable quality of this work keeps their potential for remaining or becoming cultural icons
regardless of political circumstances.
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In 1934 the leaders of the Budapest Theater Directors’ Association decided to deter-
mine a maximum daily payment of actors and actresses.! Why was such an agree-
ment necessary? Because the managers of the competing private theaters were
willing to pay ruinous sums for those stars who could guarantee the profitability of
their theaters or save them from bankruptcy. After a debate, the directors agreed
on a daily maximum of 70 peng6® for actors and 120 pengd for actresses. However,
they permitted an exceptional category for “actors and actresses with international
value” for whom no pay limit was established. Among the six stars listed by name in
this category, I intend to examine three actresses in respect of their status as cultural
icons: Sari Fedak (“Zsazsa”) (1879-1955), Marika Rokk (1913-2004), and Franciska
(“Franci”) Gaal (1904-1973). These actresses were chosen both because their main
province was entertainment (operetta and musical comedy) and because, of those
listed, they had the longest and most remarkable international careers across very
different sociocultural settings. The transcultural trajectories of their careers will be
analyzed from two aspects. I will examine how their cross-border popularity was
facilitated by particular agents of the international theater and film industry network.
Then, looking at the wider cultural context, I will discuss how the Hungarian press
(and more closely, the extremely popular and widely distributed theater weekly, Szin-
hdzi Elet) mediated their fame and contributed to the construction of their personae
as transnational icons. The most important mediator between Hungarian and for-
eign entertainment to be mentioned in this essay is Imre Roboz, managing director
of Vigszinhdz (Comedy Theatre) and president of the Budapest Theater Directors’
Association. During their careers, all three star prima donnas had professional rela-
tionships with Roboz, and his intense activity within the international business net-
work greatly shaped their international careers. This process will be illustrated with
documents retrieved from the records of Vigszinhaz held in the Theatre Collection of
the National Széchényi Library.

* Research on this paper was supported by the Crisis History Research Group of MTA-ELTE (Hunga-
rian Academy of Sciences and E6tvos Lorand University) Budapest.
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METHODS AND CULTURAL CONTEXT

Up until the 1990s, the transcultural business relations of commercial theaters
were not considered an important research topic in Hungary. This is because after the
nationalization of theaters in 1949, Budapest’s cosmopolitan entertainment indus-
try was, from the perspective of the state-sponsored and -controlled cultural politics
introduced in the new socialist society, viewed as a negative counterexample. For the
record, however, the topic of “theatrical commodification” was not in the forefront
of theater studies anywhere. This subject field was introduced by newer scholarship
on cultural history and has only recently become popular. Christopher Balme pro-
poses to study the dynamics of theatrical commodification because:

It is possible to observe the passage of theatrical goods across time and space and the
changes they undergo. The term “theatrical goods” encompasses any aspect of a produc-
tion that might enter economic circulation: texts, production concepts, songs, dance rou-
tines, costumes, and of course, the performers themselves. It is important to stress that
theatrical goods be understood as a wider concept than just the run of the play, although
this is invariably the beginning of the commodification process (2005, 4).

Within this perspective I will interpret famous prima donnas as “theatrical goods”
marketable abroad. Drawing on Imre Roboz’s English-language business correspond-
ence, I aim to explore the recognition of these stars within international business cir-
cles by focusing on a group of professionals — composed of both Hungarians and for-
eigners — whose prior interest was selling theatrical items, including actresses, in an
open market. For understanding the intensely international relations of Vigszinhaz
in the 1920-1944 period, it is indispensable to consider that it was the only theater in
Budapest under foreign (here, American) ownership. Ben Blumenthal, president of
the New York-based United Play Corporation and Central-European representative
of the Paramount Corporation, bought Vigszinhaz after the First World War. In 1921,
he appointed Imre Roboz - a young businessman socialized in the Hungarian silent
film industry — managing director of Vigszinhdz. The man behind all the theater’s
transcultural relations was Adolph Zukor, the Hungarian-born president of Par-
amount, who wanted access to the Central and East European market, where the
Germans had long-established distributor contacts and where the Americans were
still relatively weak. The ties to Paramount enlarged Vigszinhdz artists’ international
career chances, as Zukor and his colleagues attended their performances several
times. Zukor came to Pest in 1930 to prepare a new Paramount European business
strategy related to the appearance of the talkie. He assigned Imre Roboz to coordinate
the shooting of the Hungarian versions of some Paramount talkies in the Paris studio
of the company. Since then, Roboz became a broker of ideas, a driving force behind
collaborations between the Budapest theater market and the talking film industry. In
1932 he was commissioned by Paramount to send a synopsis of all plays opening in
Budapest theaters and assess their performances (Heltai 2015). His correspondence
reveals the argumentation by which Hungarian stars were promoted to the decision
makers of cosmopolitan show business.

For describing the special attractiveness of the three prima donnas, I find the the-
atrological model constructed by Marco de Marinis the most convincing. He stated
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that “traditional comic acting” represents an alternative to the realistic-imitative
acting style. It is linked to special popular genres (revue, variety and operetta) and
emphasizes the unique expressive personality of an actress. Stars sporting this acting
style have a different attitude to the dramatic material, a special performance tech-
nique, and a very intense relationship with the audience (De Marinis 1994, 175).

The above-mentioned characteristics are applicable to the star prima donnas.
Originally, the sopranos of opera were called prima donnas but later, and especially
in Hungary, the leading ladies of operettas monopolized the name. The first oper-
etta prima donna who could be seen as transcultural icon was Hortense Schneider,
the star of Jacques Offenbach’s Théatre des Bouffes-Parisiens. Thanks to their char-
ismatic on-stage presence and “eternal youth,” the celebrated prima donnas became
meaningful, and sometimes contested, elements of cultural memory in different soci-
ocultural contexts. They were objects of desire for men, role models for women. Their
seductive personalities inspired novels, articles, operettas, and further plays. Due to
their status as cultural icons, their stage appearances often inspired politicized inter-
pretations and sometimes had political consequences.

In my earlier discussions on the topic (Heltai 2004, 2014), I found that in the
second half of the nineteenth century, in the period of Hungarian nation building,
there were two competing types of prima donna images in the country. Lujza Blaha
(1850-1926) was the first national prima donna and in this capacity, she can certainly
be regarded a cultural icon: a personality whose importance is recognized by a con-
siderable number of members of a culture, to whom positive values are attached, and
who represents shared cultural experience. Blaha, who was called the “nightingale
of the nation,” embodied desired cultural characteristics mainly in folk-type musical
plays (népszinmii) but also in operettas. She was the star of Népszinhaz (“popular the-
atre”/“Volkstheater”), which had been opened in Pest in 1875 first and foremost for
staging musical entertainment genres. On the other hand, in the less privileged field
of show business (variety, revues) the “cosmopolitan prima donna” fascinated male
audiences. Opposed to the dignified “national prima donna,” she ignored taboos: she
was sexually provocative both on stage and in her private life. An archetype of the
latter was Carola Cecilia, the star of Somossy Orfeum. These differing prima donna
characters often reappeared in operetta librettos as fictional figures, this practice
further strengthening the cult around real-life prima donnas. The net of references
related to the history of Pest show business became even richer by the convention
that new star prima donnas (Hanna Honthy, Sari Feddk) usually performed as their
predecessors on stage. In doing so, they accumulated and perpetuated cultural mean-
ings associated to their elder colleagues. These plays were very popular and finan-
cially rewarding in the Pest theater market. In the twentieth century, the sharp differ-
entiation between national and cosmopolitan prima donnas no longer existed.

SARI FEDAK (“ZSAZSA”) (1879-1955)

Sari Fedak’s cultural icon status originated from her very long and successful stage
career and was closely linked to regime changes in twentieth-century Hungarian his-
tory. She began her career during the Austro-Hungarian monarchy, in the theater
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of Pozsony (now Bratislava) in 1899. However, around the turn of the century she
was already the number one operetta star of the capital, playing leading roles in new
Hungarian operettas (Jdnos vitéz and Bob herceg) performed in the two legendary
operetta theaters of Pest (Kiraly Szinhaz and Népszinhdz). Her exceptional popular-
ity continued even after 1920; she was able to save theaters from bankruptcy because
her audiences followed her anywhere. Her status as a cultural icon can be substan-
tiated by the fact that the boulevard press has covered the events of her personal life
for decades. The transcultural trajectories of her career were connected to the fact
that her professional activity coincided with the most successful export period of the
Budapest cosmopolite theater market:

By the end of the nineteenth century, Paris, Vienna, and London were the capitals of op-
eretta, with hundreds of operetta troupes playing other cities throughout the world. After
World War I, Berlin, Budapest, and New York increased their exports to such an extent
that they joined the list of principal operetta cities (Traubner 1983).

STRELISKY
BUDAPEST.

Fig. 1. Sari Feddk as Kukoricza Jancsi.
Photo: Strelisky

Although FedaK’s career was mainly based in Hungary, she had a parallel inter-
national career. Encouraged by Max Reinhardt, since 1908 she regularly performed
in German in Vienna and Berlin. After the dissolution of the Habsburg monarchy,
Fedak was not only the number one entertainer in Hungary, but also a cultural icon
of a politically insecure and economically shrunken nation-state. The society and
political class of Hungary struggled with the consequences of the Trianon Peace
Treaty that reduced the country’s territory by two thirds and its population by one
third. Significant numbers of Hungarians found themselves as minorities within
neighboring countries. Being personally affected by these border changes (Fedak was
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born in Beregszasz, now Beregovo, Ukraine), she often tackled questions related to
the Trianon Treaty in her memoir (Fedak 1928) and articles. She considered it her
mission to perform regularly for Hungarian minorities abroad. What is more, the
theater weekly Szinhdzi Elet represented Feddk’s 1922 tour in the United States as
an event linked to Hungarian cultural diplomacy fighting against the decisions of
the Trianon Peace Treaty despite the fact that Fedak’s tour was not related to any
state organization or institution.” From December 1926 until January 1927 Fedak
made another tour of the US, one which already had less politicized interpretations
in the theatrical press. With her own company, she played the title role of Anténia by
Melhior Lengyel in New York, Pert Amboy, South Bethlehem, Philadelphia, Newark,
Passaic, Buftalo, Pittsburg, and McKeesport (Bod6 2001). She had already performed
the role in German in Vienna and Berlin. Based on Fedak’s domestic cult and her
international experiences, it was a logical decision that Imre Roboz wanted to enlist
Feddk for a Paramount movie. His letter reveals the kind of financial and symbolic
importance Roboz attributed to Fedak’s presence in the Hungarian version of the film
Paramount Parade:

On basis of my discussion with Mr. Féldes I cabled you today that I gave orders by tele-
phone to Mr. Hegediis who is still staying in Paris to take up communication with Mrs.
Fedak whom I should propose as the best for this role. Mrs. Fedak is not a young woman,
but she is one of the most popular and finest actresses of our country who gets the greatest
salary on stage here in Budapest. This summer she visited several times our studio and has
shown an extraordinary interest for the talkie. I hope that Mr. Hegediis will succeed to win
Mrs. Fedak for our matter.*

Fedak did not accept the role in the talkie. However, in 1933 she co-financed Iza
néni (Miss Iza) and played its title role. The plot touched on the sensitive question of
Hungarian minorities abroad, but the film was not a hit. Nevertheless, Miss Iza al-
ready anticipated Fedak’s new stage and screen image. It was connected to revision-
ism, the main intention of the Hungarian interwar governments, as they worked for
the revision of the Trianon Treaty conditions, especially its frontier clauses. Fedak had
inspired and encouraged the writing of new operettas whose leading parts no longer
belonged to the conventional prima donna type (a young, beautiful soprano) but to
a wise and still-attractive middle-aged lady of the Hungarian gentry (Fedak). These
plots generally referred nostalgically to those regions that, after the Trianon Treaty,
did not belong to Hungary. Although they were not propaganda plays, their popular-
ity surely owed a lot to their political context. In 1938, Germany concluded treaties in
Munich and Vienna according to which Southern Slovakia and Northern Transylva-
nia were returned to Hungary. While Fedak’s new operettas were big hits in Budapest,
these plays — and Fedak’s Hungarian status as a cultural icon - got an especially emo-
tional and cultural meaning when she performed these roles in cities that once again
belonged to Hungary (Kolozsvar/Cluj and Szabadka/Subotica, for example). The the-
atrical press regularly depicted the emotional reaction of local Hungarian audiences
while it kept silent about the reaction of Romanian, Serbian, and other communities.
The entanglement of Fedak’s image with political issues tainted by nationalism was the
main reason why she could not continue her career in the changed political context
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after 1945, when even nostalgic longing for the lost territories - which now belonged
to “friendly states” in the socialist Bloc — came to be a taboo. Also during that time,
the locally and internationally recognized Hungarian boulevard theater tradition of
the 1920-1944 period was forcefully discredited as “bourgeois” Hungary became
part of the Soviet Bloc and socialist realist aesthetics invaded even the practice of
musical theater. It was precisely for her status as lieu de mémoire that the Communist
political campaign of counter-propaganda could chose Séri ,,Zsazsa” Feddk as a sym-
bolic figure of the cultural heritage of the interwar Horthy era, stigmatized as fascist
(Heltai 2011). The Communist press ridiculed the boulevard tradition in order to
undermine Fedak’s popularity. Well-known lines taken from her legendary operetta
songs were very often parodied with an ideological tinge in the Communists’ humor
magazine Ludas Matyi (Mattie the Goose-Boy) between 1945 and 1947 in an effort to
alienate audiences from the actress. Furthermore, Fedak was condemned to prison
in 1946 by the people’s tribunal, subsequently banned from the socialist stage forever,
and forcefully displaced from Budapest. Fedak did not commit any crime; she was
sentenced because of the cultural and political meanings connected with her image;
in 1995 a court posthumously cleared her of all charges. Three detailed secret ser-
vice reports from 1955 reveal how, despite the deliberate erasure of the actress from
public view, the Communist Party was afraid of the reactivation of her memory, even
nearly ten years after her banning from the stage (Heltai 2004). On the other hand,
the actors and spectators who organized her 1955 funeral used its occasion for con-
testing the official depreciation of Fedak and emphasizing her lieu de mémoire status.

MARIKA ROKK (1913-2004)

Marika Rokk started to perform on the stages of Paris and Broadway as a child
revue dancer. She returned to Hungary in 1929 with skills and experiences acquired
in international show business. Not surprisingly, she almost immediately became
a very successful, in-demand and demanding, prima donna in Pest. Very quickly,
she also became an international movie star via German musical films made by Uni-
versum Film AG (UFA)® during the Nazi period. Unsurprisingly, her German movie
star image acquired a range of meanings before and after the fall of the Nazi regime.
After the war, Rokk was attacked as a propagandist of Nazi ideas, banned from her
profession in Germany, but later rehabilitated in 1947; she then had a long and very
successful prima donna career in Viennese musical theater and the German film
industry. However, her image remained forever tainted by her career ties to the Third
Reich. Rokk did not live in Hungary during the Communist period, but her acting
style and pronunciation preserved some Hungarian flavor.

I do not intend to discuss the meanings or consequences of Rokk’s presence in
the UFA films or her responsibility as an entertainer for the crimes of the dictato-
rial regime. (As their countries suffered under different types of dictatorships dur-
ing the twentieth century, Central European celebrities of the time often faced the
danger of cultural appropriation.) I would rather offer some documents for better
understanding the dynamics of theatrical commodification and the decisive role that
theater and film business networks may have played in determining the direction of
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a career abroad. Using archive material related to Rokk’s planned engagement by the
Paramount Publix Corporation, I want to point to the fact that Marika Rokk could
have easily become an American film star. The association of her image with the UFA
comedy musicals was paradoxically due to the financial troubles of Paramount. Imre
Roboz was also involved in the Paramount’s search for “new feminine personalities”
His instinct worked well, and immediately after RokK’s first stage success in Budapest,
Roboz proposed her for the company in one of his letters addressed to Frank Farley,
the Paris representative of Paramount:

Yesterday was the general dress rehearsal of the operetta Katze im Sack in one of the minor
theatres. In this play a new actress earned a great success: Marika Rokk. She is quite young,
20 years old, very pretty, can dance excellently, and has also a pretty good voice, which
could be properly developed. As I understood, the girl, lived for years in New York, and is
speaking English exceedingly well. I do not know whether she has abilities for the screen,
but after her success of yesterday it is undoubtful, that she is the new prima donna candi-
date. Under the hands of a good director she will become the first star in 1-2 years. I feel
it to be my duty to call your attention to her. Next time, when you or Mr. Ike Blumenthal
will stay in Budapest, I shall introduce her to you.®

Farley’s answer reveals the cautiousness of the company that had endured a con-
siderable financial loss in 1932:’

Will you please find out how much money Marika Rékk would want to go to Hollywood?
We are, as you know, looking for screen personalities who speak English well and who
would not want too much money for the first year or so in Hollywood. If Marika Rokk
would go to Hollywood to say 100.00 $ a week for the first six month, $ 200.00 a week for
the next six months, etc. we should like you to have an English speaking motion picture
test made in one of the Studios in Budapest.®

Fig. 2. Marika R6kk. Photo: Baumann
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Roboz’s proposition seems to have interested Paramount because, only one day
later, he got a new assignment: Roboz became the Budapest coordinator of the “new
screen personalities for Hollywood” program. From the written instruction he
received, it is clear that for the studio the female body was a commodity and the
actresses were treated as theatrical goods:

At the present time the Hollywood Studio is more in need of women than men, and the
“sex-appeal” type of women is more in demand than the ‘Janet Gaynor’ type. The artist to
be tested must, of course, have youth, good-looks, proved ability and, above all, person-
ality. In your best judgment she should be definitely of Hollywood caliber. The artist must
speak English well. This is absolutely essential. We are searching particularly for young
artists who have not yet become well enough known to be able to demand large salaries
and who will be willing to go to Hollywood for a reasonable amount of money.’

Marika Rokk did not accept the low-cost offer of Paramount. Roboz warned Far-
ley in vain:

In my opinion it is quite impossible that she would be willing to leave for Hollywood for
the proposed 100 dollars — a week. As I informed you, she has now a great success here and
in fact she is the first young star on the field of musical theatres. She receives now in a little
theatre, where she is playing now, a fee of pengé6 80 a night, about 100 dollars - for a week.
With her new contract, she will be engaged by the Févarosi Operetta Theatre, where she
will get P 120 a night, that is 50% more. I do not think she would be contented even with
this amount."

The company hesitated, despite the fact that a famous Hollywood director also
realized RokK’s talent, and her potential market value. Thereupon Farley replied:

Mr. Lubitsch told me that he liked Marika Rokk when he saw her in Budapest. As I un-
derstand, she wants at least 500 dollars to go to Hollywood. Do you know of any picture,
either Hungarian or German in which she had appeared?”!!

Besides higher pay, Rokk also had other stipulations, as Roboz reported:

Mr. Tke Blumenthal rang me up today in this matter and told me that in his opinion it is
impossible to accept the two conditions made by her besides the financial terms, namely
that the contract is to be made merely for one year and secondly, that she would undertake
main roles only."?

Although a test was made in Budapest, Rokk finally accepted the offer of UFA,
which probably was more rewarding financially and professionally. RokK’s interna-
tional success in the 1930s and 1940s was appreciated in Hungary, but her German
musical films never turned her into a prima donna icon comparable to Fedak. In
an article published in Szinhdzi Elet, Rokk is represented as a facilitator of cultural
exchange between Hungary and Germany. In a public-relations type of promotional
event, Rokk taught modern dances to the members of a village dance group who, in
return, taught her Hungarian folk dances and songs. The last sentence of the article
says:

Finally, a chap taught Marika original, beautiful Hungarian songs. The prima donna noted

down the text of some of them. Who knows, perhaps we will meet some of these songs in
one of Marika’s future German films."
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In the article, Rokk was not represented as a traitor of traditional Hungarian val-
ues, but rather someone who enriches the cosmopolitan culture by Hungarian folk-
songs. As this was a period of Hungarian politics having an increasingly German
orientation, R6kk’s growing popularity in German-speaking films fit into the general
trends of that period.

FRANCISKA GAAL (1904-1973)

The third prima donna icon with a transcultural career trajectory was Franciska
Gaal. She rarely played in operettas, rather in comedies and musical comedies. Oth-
erwise, she possessed all characteristics attributed to prima donnas: very intense
on-stage presence, “Hungarian temperament,” capricious personality, and scandals
during rehearsals. She was demanding, talented, and very popular. In the 1920s she
played leading roles in Vigszinhaz where, because of the “long runs” she had made,
her extravagant behavior was tolerated. Her most admired stage character was the
teenage boyish girl, often in drag. Gaal was a star, and the agents of Vigszinhdz were
looking for plays suitable for her. As Adolph Zukor and other Paramount bosses reg-
ularly saw the shows of Vigszinhdz, they discovered Gaal’s star potential and wanted
to recruit her in 1927. She was an unkind negotiator and did not accept the offer. Later
it was a rival US company, the Berlin branch of Universal Studios, that next discov-
ered Gaal. The production manager of Deutsche Universal-Film AG, Joe Pasternak,
had Hungarian origins and was persuaded by Gaal’s talent, but his decision to hire
her was not welcomed at first. Gaal did not speak German (or any foreign language),
was very small, and wasn’t particularly young. However, she had extremely strong
willpower and her very first German language comedy, Paprika (1932), produced by
the Berlin unit of Universal, would make her a star not only in Germany but in many
countries where the Universal sold the movie. Before Hitler came to power, a whole
group of Hungarian entertainers worked in the German capital. Unfortunately, Gaal
did not have a long time to enjoy her international fame. As she was Jewish, her films
were banned and she had to leave Berlin. She continued shooting German-language
comedies in Wien and Budapest. After the Anschluss, Gadl had to move again. In
the summer of 1938, she accepted the offer of Paramount. Roboz, as in the cases of
Feddk and Rokk, spoke well of Gadl, pointing out her high commodity value on the
Hungarian entertainment market:

I was glad to learn from your letter that Franciscka Gaal is leaving for Hollywood through
Paris. I hope that Paramount’s expectations in connection with her contract will come
true. Undoubtedly, for the Budapest office, i.e. for the Hungarian Distribution a Gaal Pic-
ture will be a big hit. She is very talented actress, and though not quite young, I wouldn't
be surprised if she would make a big career in Hollywood.'*

Although Gaal’s Paramount movies were not particularly successful, Roboz con-
tinued to back her career in Hollywood by proposing plays suitable for her: “George
Marton handed me over a book by Ludwig Hirschfeld, Das ist nicht fiir Kinder. Mar-
ton thinks this would be a very good vehicle for Franziska Gaal”"> He reassured the
company that its plans related to Gaal would be financially rewarding:
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I presume it will be of interest for you to learn that the opening of Jacques Deval’s Sou-
brette took place last Saturday in the Vigszinhaz. I understand this story has been pur-
chased some time ago for Franciska Gaal by Paramount. I think it is my duty to inform
you that the play is a very great success here and the press as well as the public is enthusi-
astic about it.'®

Fig. 3. Franciska Gaal. From the artist’s
personal collection. Courtesy: Anna Geréb

However, as it can be seen from Farley’s letter on 27 October 1938, Gaal’s position
became insecure at Paramount: “Incidentally, we are now making the play [Soubrette
- G. H.] into a picture and the title will be said in French. Olympe Bradna is going
to play the girl’s part instead of Franziska Gaal” Gaal’s contract was not prolonged at
Paramount so, because of her professional disillusionment and her mother’s illness,
Gaal returned to Budapest in 1939. It was a bad decision. Due to the new anti-Jewish
laws,'” she had few professional possibilities. Later, when the German army invaded
Hungary on 19 March 1944, Gaal and her husband had to hide in the Balaton region.
When, roughly a year later, the Soviet Army reached Balatonf6ldvar and freed them
from hiding, it happened that the Soviet soldiers knew and appreciated her. They had
seen Peter (1934) and Kleine Mutti (1935, Little Mother) that were extremely popular
in the Soviet Union. (Under Stalin, very few films were shot and even fewer imported
from the West.) Some of Gaal’s musical comedies were evaluated as progressive art
in the USSR: in Peter, for example, a young woman masquerades as man in order to
find work. Anna Geréb, a Hungarian film historian, writing in her book published in
Russian on Franciska Gaal, reveals that a Soviet politician participating in the 1934
Venice film festival saw and liked one of Gadl’s films (Geréb 2014, 100). Later, three
of these movies would be bought by the USSR. Their extreme popularity arose from
the fact that these were the first Western-type musical comedies shown there. Gaal
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was the first Hungarian actress invited to the Soviet Union in 1945. She spent three
months there, visited Moscow, Leningrad, Kiev and Odessa, and met many artists
and the enthusiastic audience of her films. Returning to Budapest, she received a film
assignment presumably because of her Soviet connections. But the movie (Renee XIV)
remained uncompleted. Although she played two roles in Vigszinhdz, she wanted to
return to the US. For Fedak, the Soviet Army and Communist rule meant the end of
her career, while Gaal’s unanticipated popularity in the Soviet Union brought about
a new artistic start for her in Communist Hungary. The always-helpful Imre Roboz
could no longer give Gaal his professional advice as, at the end of 1944, he was killed
by the Arrow Cross (the Hungarian fascist party). In 1947, Gaal chose the capitalist
theater and film industry. Although members of the Hungarian community of artists
in New York tried to help her, she only got one role on Broadway, and had one cab-
aret show for the Hungarian émigré audience in 1951 in New York."® Her film hopes
disappeared, and she died in isolation.

CONCLUSION

In all three cases discussed here, there seem to have been different relations
between the prima donnas’ home popularity and the transcultural trajectories of their
careers. This becomes even more obvious if we examine their afterlives. Although her
popularity on the German and US stages was emphasized in the Hungarian press of
the first half of the twentieth century, Fedak appears to have remained first and fore-
most a Hungarian cultural icon. She has almost been forgotten outside Hungary, her
cult abroad only active in her native city Beregszasz/Beregovo. On the other hand,
Feddk’s cult was reborn in Hungary after 1990. She is now remembered as a promi-
nent representative of boulevard culture and as a victim of Communism. Her secret
memoir, Te csak most aludjdl, Liliom (Please sleep, Liliom) was published in 2009.
Based on its text, a monodrama entitled Feddk has been written and is on the pro-
gram of the National Theatre. Fedak has become a legendary prima donna on par
with Lujza Blaha.

Marika RokK’s Hungarian carrier was shorter than her German and Austrian pop-
ularity. In Germany she got the Bambi prize in 1948, 1968, 1987, 1990 and 1998, the
Deutscher Filmpreis in 1981, and the Bavarian Film Award in 1987. However, her
German language films are not shown in Hungary, and there is no Hungarian book
dedicated to her career.

Franciska Gadl’s afterlife is most surprising. As I have already mentioned the
boulevard tradition of the 1920-1944 period was depreciated for decades. So the
exceptionally talented actress and prima donna Franciska Gadl has been forgotten
is Hungary. Her German and US films are not shown. However, Gaal still has found
continuous popularity in Russia. In addition to Russians keeping her memory alive
through fan clubs, Russian theater scholars also examine and appreciate her, and an
exhibition commemorated her in the prestigious A. A. Bakhrushin State Central The-
atre Museum in Moscow (I Am Here! Relics, Documents, Photos, 2014). Hungarian
film historian Anna Geréb curated the exhibition and she also published, in Russian,
an award-winning first book on Gaal’s career (Geréb 2014). This long-lasting linkage
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has been unique, because despite fifty years of common history in the Soviet Bloc, we
know of few common interests in the field of mass culture.

NOTES

OSZK SZT Irattar Budapesti Szinigazgatok Szovetsége (Theatre Collection of National Széchényi

Library, Papers of the Budapest Theater Directors’ Association) 219 2594 - June 1, 1934.

2 Peng6 was the monetary unit of Hungary between 1927 and 1946. In 1937, 1 dollar equaled 5.40
pengds. The average monthly payment for an employee was about 200 pengds.

* She performed in popular Hungarian plays in New York, Bridgeport, Philadelphia, South Bethlehem,
Trenton, New Brunswick, Passaic, Pittsburg, Duquesne, Detroit, Lorain, Cleveland, Milwaukee, and
Chicago. For a full list of her US repertoire, consult Bod6 2001.

* OSZK SZT Irattar Vigszinhaz 374, Roboz to Robert T. Kane — August 26, 1931. I am citing here the

original English-language correspondence.

For example Hallo Janine! (1939), Frauen sind doch bessere Diplomaten (1941).

¢ OSZK SZT Irattar Vigszinhaz 374, Roboz to Farley, November 2, 1932.

7 In the period of the Great Depression, “[t]he loss [...] was a staggering $21,000,000. Paramount-Pub-
lix stock dropped rapidly. This was particularly embarrassing because in purchasing many of the
theaters we had paid with stock which we had agreed to repurchase at a liked high sum” (Zukor -
Kramer 1953, 262).

8 OSZK SZT Irattar Vigszinhdz 374, Farley to Roboz, November 17, 1932.

® OSZK SZT Irattar Vigszinhdz 374, Farley to Roboz, November 18, 1932.

12 OSZK SZT Irattar Vigszinhdz 374, Roboz to Farley, November 21, 1932.

" OSZK SZT Irattar Vigszinhaz 374, Farley to Roboz, December 30, 1935. Ernst Lubitsch (1892-1947)
German American film director and producer. In 1935 he was the head of production at Paramount.
His most famous movies were: Monte Carlo (1930), The Merry Widow (1934), Bluebeard’s Eighth Wife
(1938), Ninotchka (1939), The Shop Around the Corner (1940), and To Be or Not to Be (1942).

2. OSZK SZT Irattar Vigszinhaz 374, Roboz to Farley, January 14, 1933.

13 N. N.: Naponta kindlnak kiilfoldi szerzédéseket a Gydngydsbokrétinak. In Szinhdzi Elet, 25 (1935),
35, 10-15. (Translation G. H.)

" OSZK SZT Irattar Vigszinhaz 374, Roboz to Farley, October 10, 1936.

5 OSZK SZT Irattar Vigszinhaz 374, Roboz to Farley, December 31, 1937.

16 OSZK SZT Irattar Vigszinhaz 374, Roboz to Farley, October 19, 1938.

'7 The second anti-Jewish law (May 5, 1939) defined Jews racially and restricted their numbers to six
percent of theater and movie actors.

18 April 14, 1951 - New York, Kaufmann room (Bod¢ 2001, 228).
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This paper examines the changing cultural meanings attached to three Hungarian prima don-
nas: Sari Fedak, Marika Rokk, and Franciska Gaal. All of them were locally and internation-
ally recognized and reached the status of cultural icons during their long careers. Due to
their charismatic personality and “eternal youth,” legendary prima donnas carried particular
meanings and sometime became contested elements of cultural memory in changing socio-
cultural contexts. Given their national/ized icon status, their stage appearances abroad often
inspired politicized interpretations or had political consequences.
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Angela Davis goes east? White skin and black masks
in the art of socialist Hungary *

KRISTOF NAGY

The 1960s and 1970s witnessed a wave of black insurgencies in both the First and the
Third Worlds and saw the emergence of several revolutionary iconic figures, such
as Patrice Lumumba, Malcolm X, and Angela Davis. Their struggles were strongly
supported by the Eastern European state-socialist regimes, and the iconic leaders of
these movements also had a powerful presence in the popular imagination of East-
ern European societies. In recent years, a new body of literature has been produced
on the links between these regimes and the postwar anticolonial and Black Power
movements' (Mark — Apor 2015, Slobodian 2015). However, the domain of the visual
arts has largely gone unnoticed in this literature, although artworks are oftentimes
the most pronounced bearers of cultural icons (Leypoldt — Engler 2010, 5). In order
to describe the way black cultural icons fared in the state-socialist context, Giinter
Leypoldt and Bernd Engler’s concept of floating signifiers may be successfully applied
(25). These icons were both appropriated by the state-socialist regimes, as in the offi-
cial reception of Angela Davis by Erich Honecker, and used to express dissident polit-
ical positions, as when Erika Havemann, the East German dissident Robert Have-
mann’s daughter-in-law, welcomed Angela Davis to East Berlin with a hug (Lorenz
2013, 55). These multiple and competing expressions of solidarity towards black cul-
tural icons, and the struggles to control the meaning of these floating signifiers, con-
stitute another under-researched area in the literature. This article aims to address
these gaps in scholarship by examining both the representation and the conflictual
interpretations of “revolutionary black subjects” in Hungarian art of the 1960s and
1970s, giving particular attention to the figure of Angela Davis. Through the study of
works by artists Gyoérgy Kemény, Béla Kondor, Anna Karpati, the Orfeo Group, and
Tamas Szentjoby, I will investigate the spectrum of constructions of the postcolonial,
yet still oppressed, revolutionary black subject in state-socialist Hungary. In doing so,
I will examine both the ideological frontiers between the different appropriations of
black cultural icons and the common denominators that unite them.

* I started working on this topic while studying with Klara Kemp-Welch at The Courtauld Institute
of Art, developed it further at the Central European University in Prem Kumar Rajaram’s class, and
completed it with Julia Klaniczay’s support while I have been working at the Artpool Art Research
Center in Budapest. I am grateful for all of them. I would also like to show my gratitude to the editors
of the current issue of the WLS and to the two reviewers for their advice.
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In the 1960s and 1970s, not only did Hungarian artistic production address the
struggles of Africans and black Americans, it also focused on the tribulations of an
entire range of Third World countries, including Cuba and Vietnam.> This article
focuses on cases in which the objects of solidarity or self-identification were black
individuals in order to propose that Hungarian artists found the kind of “otherness”
associated with black subjects to be appropriate for both the visual representation of
struggles of the Third World and oppressed groups in the First World. Solidarity with
other freedom movements, such as with Cuba or Vietnam, was also strongly present
in governmental propaganda, but these movements were much less thematized by
artists, whereas in the case of black struggles, the dialectics of otherness and similar-
ity were more direct.*

Decolonization and the expression of solidarity with its heroes played important
roles in the politics of the Eastern Bloc in the 1960s and 1970s. The state apparatus
hoped that the unceasing struggles of the Third World and its own solidarity actions
with those struggles would encourage a commitment to socialism from younger gen-
erations who had never experienced the exploitative economic system of capitalism
or the class conflict within it. The ideal socialist youth were to be neither hot-headed
revolutionaries nor politically unaware consumers (Mark — Apor 2015, 861-868).
In state-fabricated narratives, parallels were drawn between the current liberation of
Third World countries and the Hungarian liberation movements of the past. How-
ever, any analogies between the present-time political subjugation found in both
were to be avoided.

Solidarity with decolonizing countries and with the Black Power movement in
the United States arose simultaneously in state-socialist countries and within the
Western New Left (Ross 2004, 80-86). The Western New Left recognized that con-
cerns present in the Third World’s struggles were similar to their own political agenda
within the core countries of the world system. This agenda “seemed to suggest revo-
lution everywhere in the Third World, while First World revolutionary movements
promised an overthrow of the imperialist system from within ‘the belly of the beast™
(Shohat — Stam 1994, 260). While the Western New Left and the states of the East-
ern Bloc were similar in their acts of solidarity, the meanings of these solidarities
were rather different. State-socialist regimes had a contentious attitude towards the
Western New Left. Some merits of the Western New Leftist movements were recog-
nized, as shown, for instance, by the East German acknowledgement of the notion
of a subjugated, left-leaning “other America” (Hohn - Klimke 2010, 4). Positive atti-
tudes towards the Western New Left would appear in the solidarity campaigns with
Angela Davis, and in the writing of the Hungarian art historian Laszlé Beke, who
was balancing between the official and unofficial art scenes. Beke (1976) wrote an
article on the challenge the North American counterculture leveled at the imperialist
hegemony without mentioning the countercultures of the Eastern Bloc. However, his
essay raised similar issues to those found in the American debates on the reconcila-
bility of countercultural movements and the Communist Party (Brown 2010, 130). At
the same time, the position of Herbert Marcuse constituted a breaking point between
state-socialist and New Leftist vistas of solidarity. Marcuse — who was not only a key
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theorist of the Western anti-systemic movements towards the Third World but also
a mentor of Angela Davis — had been highly criticized in the Eastern Bloc since the
release of his book Soviet Marxism: A Critical Analysis (Bence 1968). In his mani-
festo-like piece An Essay on Liberation (1969), he emphasized the emergence of the
black minorities of the United States and the people of the Third World as revolution-
ary subjects. Moreover, the rising solidarity between the Third World and the First
World’s racial minorities developed in the foreground of the growing importance
of a politics of recognition and was not necessarily in the context of the traditional
leftist focus on material redistribution. Marcuse proposed an aesthetic revolution,
a “new sensibility” that would be able to include new aesthetic principles such as
“black is beautiful” (36). For the state-socialist regimes, however, Marcuse’s approach
was obnoxious because it questioned not only the position of the proletariat as revo-
lutionary subject, but also the revolutionary nature of those very regimes.

My argument is that both the Eastern Bloc’s government-led solidarity with black
and Third Worldist movements and the Western New Left’s view of these movements
as revolutionary role models informed Hungarian underground artists who not only
tried to gain autonomy from a centrally authorized artistic sphere but many times
even tried to counter it. Both the New Left and the Eastern European governments
relied on their respective Marxist idioms about decolonization and, at the turn of the
1960s and 1970s, Hungarian cultural dissidents also criticized their own regime from
a Marxist viewpoint. I propose that the crucial difference between these approaches
lay not in their philosophical variations of Marxist vocabulary, but in their goals.
State-socialist regimes, similarly to Western countercultural movements, radically
opposed the crimes of colonialism and in this way confronted Western capitalist
regimes, the active oppressors in times of colonialism and neo-imperialism.

However, regimes of the Eastern Bloc used anticolonialist idioms to acquire the
image of developed societies and to express solidarity in a calm way, just as a consol-
idated society would do. Therefore, state-socialist regimes estranged these struggles
from the lived reality of their countries, displaying their own societies as normal ones.
For the Western New Left, anticolonialism and the liberation of oppressed nations and
racial minorities offered important vehicles to articulate and reinforce their own revo-
lutionary activism and potential. Socialist dissidents interpreted these fights similarly
to their Western comrades; however, from their angle, the heroes of the Third World
and the First World’s racial minorities articulated not only the critique of imperial-
ism as a highest stage of capitalism, but also a critique of actually existing socialism.

Interpretations of blackness and black revolutionary icons in Hungarian under-
ground art appeared in a context where these subjects were widely thematized but
where done so in profoundly different accents. In their position taking, Hungarian
underground artists were closer to the New Leftist approach and meant to confront
local official discourses whose aim was to dim the relevance of black insurgencies and
liberation struggles for the Hungarian public. At this point, I propose to introduce
the term of mimicry for the understanding of these artistic attitudes. I use mimicry in
accordance with Homi Bhabha (2004, 123), who argued it is at the same time resem-
blance and menace for dominant discourses. In the given examples, mimicry worked
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to threaten dominant local discourses by turning the black cultural icons” anti-sys-
temic and revolutionary meaning against the consolidated but oppressive realities
of the state-socialist regime. By dissident artists using state-promoted cultural icons
such as Angela Davis as floating signifiers, but reinterpreting them in subversive
ways, it was not easy for the state power to determine whether underground expres-
sions of solidarity were stabilizing or subverting the state’s own desired narrative. At
the same time, even when the official standpoint shaped particular visual products,
as the cases of Béla Kondor and Anna Karpati will demonstrate below, it would not
be correct to oversimplify these as direct reflections of a party line.

BELA KONDOR: AWAKENING AFRICA (1961)

Béla Kondor’s woodcut series was created in 1961 as illustrations for an anthol-
ogy entitled Ebredd Africa (Awakening Africa; Belia ed. 1961). The anthology was
published in a relatively small print run and included poems by Sub-Saharan African
poets. The format of the anthology clearly echoes the Anthologie de la nouvelle poé-
sie négre et malgache de langue frangaise that was edited by Léopold Sédar Senghor
(1948) and prefaced by Jean-Paul Sartre with the essay Orphée Noir (Black Orpheus).
The hardback volume contains nine woodcuts by Kondor. All illustrations are directly
linked to individual poems, but not all of them communicate direct anticolonial mes-
sages. Endorsing the volume’s aspirations, Kondor’s illustrations were to give intel-
lectual and political support for the African anti-imperialist struggle. Nevertheless,
these woodcuts were by no means mere visualizations of the party line: Kondor’s
own insatiable interests in sacral and revolutionary subject matter are revealed in
his illustrations depicting an encounter of black and white martyrs and an African
Christmas march. In these pictorials, sacral content is interwoven with colonial vio-

Fig. 1: Béla Kondor: Awakening Africa,
Table I. 1961. Courtesy of Pet6fi Literary
Museum
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lence manifest for instance, in the forced Christianization of the indigenous people of
Africa and other continents. There are many more direct manifestations of colonial
violence in the woodcuts: One depicts the imprisonment of Jacques Rabemananjara
after the Malagasy Uprising of 1947 using imagery fused with an existential distress
(fig. 1). The violent nature of colonialism is represented even more clearly in the
graphics portraying the exploitation of colonized people in the military industry and
the hanging of a black man after a failed insurgency.

Even while Kondor’s woodcuts express solidarity, they hardly offer white behold-
ers a vantage point from which they can identify with the subjugated figures depicted.
As the images invariably show white people as oppressors and offer no visual way to
distinguish the capitalist exploiter from the compassionate socialist, the moment of
self-identification is denied, which may also prevent identification with the oppressed
colonial subject. In addition, Kondor turns to the most widespread official trope for
the understanding of anticolonial movements; namely, he likens them through visual
devices to the Hungarian and European past (Mark - Apor 2015, 863-864). The
genre of woodcut had commonly been used to express political meanings as far back
as early modern Europe, and with its revival in the twentieth century, it regained
a political significance, oftentimes acquiring leftist connotations (Hung 1997). The
most important predecessor of the Awakening Africa illustrations in Hungarian art
history is Gyula Derkovits's woodcut series from the interwar years on Gyorgy Dozsa,
a peasant revolt leader from the sixteenth century (Mark — Apor 2015, 865). Kondor’s
series directly recalls Derkovits’s style, although Kondor himself also created a series
of etchings on the Ddzsa Rebellion in 1956. By linking anticolonial struggles to a
wider history of resistance to oppression, Kondor’s Awakening Africa illustrations
elevate the anticolonial movements as a progressive battle, though one that has only
just begun. The series features only one individual hero (Jacques Rabemananjara)
and there is no victorious revolutionary action: Black people are invariably portrayed
as subjugated. However, since class conflict had already been eliminated in the social-
ist world, African revolutions are represented as deserving support but having little
immediate relevance for the socialist present.

ANNA KARPATI: NEGRO BOY (1967)

While I argued that Béla Kondor’s woodcut series provides a solemn visual rep-
resentation of the party rhetoric on colonial struggles, Negro Boy (Néger fiti), a sculp-
ture by Anna Karpati - likewise state-commissioned - has a much more personal
and tangible relation to the presence of blackness in 1960s Hungary (fig. 2). Karpati’s
husband, Gyula Kallai, was the prime minister of Hungary at the time the statue was
created and erected. According to information given by family, Karpati adored Afri-
can culture and people: She would spend time socializing with African students in
Budapest and organized so-called African séances, in which her African friends made
music and danced, and this is how she came to know a Guinean youth, Alfa, studying
in Budapest during those years (Antal - Hathazi 2014).

Alfa became the model for this statue, and from their professional relationship,
a love affair began between the sculptor and her model.® The relationship ended
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when Alfa temporarily returned to Guinea where he planned to organize a move-
ment against the then-president, Ahmed Sékou Touré. The movement was thwarted;
Alfa fled to Ivory Coast, and it was, instead, his brother who travelled with his return
ticket to Budapest. Alfa died shortly thereafter.® The statue was only erected in 1972,
after Alfa’s death, and consequently, for Anna Karpati this sculpture in a public space
functioned as a private memorial. The artist did not sculpt the figure as a revolution-
ary or a martyr of the Guinean liberation struggle, but as a naked boy, whose name
is not even given.

Fig. 2: Anna Karpati: Negro Boy, 1967.
©Fortepan/TM

The sculpture has two conspicuous characteristics. The first is the otherness of
the body composition when compared to the sculptural tradition, and the second
is the perfection of the body. As the sculpture was made of bronze which, despite
its naturally dark shade, does not indicate any particular skin color, it is only the
seemingly exotic and somewhat unfamiliar body composition (the long neck, the
characteristically African lips and nose) that renders the figure’s otherness recog-
nizable. Therefore, when regarded as a statue in public space — and not as a personal
monument for a lover - the statue objectifies blackness by the lack of contextualiza-
tion and the emphasis placed on racial markers and nudity. The statue foregrounds
the boy’s aesthetic otherness and beauty but does not appear to reflect anything of
his personality. Therefore, the statue perpetuates colonial practices of representation:
It deprives the represented from his name and replaces it with his race and gender
while offering him up for the beholder’s gaze as a noble savage. At the same time, the
sculpture inverts the customary gender duality between artist and model. In this case,
the racial layer overwrites the gendered one, making the white artist dominant over
the black model in a way that evokes Leni Riefenstahl’s admiration of the bodies and
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spirit of the Nuba people, a kind of fascination that Susan Sontag was harshly crit-
icizing in exactly those years when Anna Karpati was creating and installing Negro
Boy (Sontag 1975).

There is no certitude about the relation of the statue to the party line on anti-
colonial struggles; however, among the artworks examined in this essay, it is only the
making of this statue which does not appear to be related to official discourses on
anti-imperialism and decolonization, although it is easily possible that Alfa’s death
was not unrelated to his direct political engagement. Karpati’s Negro Boy statue was
motivated by private love and put up as a public demonstration of objectification
and othering. This statue can be compared to another work of Karpati, her statue
of Dominique Kembe, a Congolese youth who studied in Budapest. The statue of
Kembe, which was made of wood and never exhibited, expresses Karpati’s persistent
interest in the composition of the black body, just as the statue of Alfa does. Thus,
the above-analyzed statue fits much more to Karpati’s statues on naked youths and
“exotic curiosities” (such as her statues from the 1970s of elephants, giraffes, and
penguins) than to her statues on socialist heroes (such as Gyérgy Dézsa or Endre
Sagviri). Notwithstanding the fact that the Negro Boy statue was commissioned and
paid for by the Construction Company of the Ministry of Interior, there is no hint of
any political motivation behind the commission in documentation about the work,
which is preserved in the archives of the Fine and Applied Arts Lectorate. The Con-
struction Company of the Ministry of Interior had ordered a figurative statue for the
small park between its two new housing blocks. The commission was made only after
Karpati created the maquette on Alfa, but throughout the bureaucratic process the
statue was always referred to as “Sitting Man.” The blackness of the figure was men-
tioned only once, when the representative of the Construction Company declared
that it did not oppose the black nude, while the artist and art historian members of
the jury had only stylistic remarks on it (Lectorate 1967). Although, as the jury chose
the maquette of this statue from a number of potential works of Karpati, political
motivations behind ordering a statue of a black figure over other options cannot be
excluded, it is more feasible that the public version of the statue had only a coinci-
dental link to socialist solidarity with the anticolonial movements of the Third World.
The creation of Karpati’s Negro Boy statue was neither interwoven with the official
discourse (in contrast with the series of Kondor) nor critical of it (in contrast with
the examples that follow).

ANGELA DAVIS AND THE ORFEO GROUP

The Orfeo Group was active from 1969 to 1972, idolized many prominent radical
figures, and held African-American protest icons such as Angela Davis and George
Jackson up as role models to be followed by the Hungarian youth (Szarvas 2016).
Angela Davis became a public figure, after Ronald Reagan fired her from her uni-
versity position in 1969 because of her membership in the Communist Party of the
United States. She gained worldwide fame during her trial between 1970 and 1972
when, after a courthouse shooting in which the gunman used shotguns purchased
by Davis, she was held in prison on kidnapping and murder charges before eventu-
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ally being acquitted. To oppose her controversial imprisonment, several solidarity
actions took place in the Eastern Bloc. These were organized by the local Communist
parties, though popular solidarity was equally strong. These demonstrations widely
displayed portraits of Davis, whose unique and striking looks greatly contributed to
her quickly becoming an iconic image. Although Davis continuously struggled to
keep her representation under her own control, these efforts remained unsuccessful
(Brown 2010, 114); she had little agency over the use of her own image in the United
States (Davis 1994, 39) and practically no control over how she was represented in the
Eastern Bloc. The construction of a cultural icon is always a purpose-governed pro-
cess (Leypoldt - Engler 2010, 10), and both Socialist and Western countries strategi-
cally exoticized and glamorized the figure of Angela Davis in order to diminish the
threat of her revolutionary ideas (Hagen 2015, 159) and to direct attention away from
her political agenda. In the Western world, this threat was her communist ideology,
whereas state-socialist authorities feared her Marcusian “deviation” and race-focused
analysis of capitalism (164-165; Leypoldt — Engler 2010, 18). Thus, despite Davis’s
attempt to prevent the sexualization of her portrayal, her blackness and exotic beauty
became central elements in her representation (Brown 2010, 113-120).

In the context of the Hungarian thaw of the late 1960s it was counter-hegemonic,
and for the neo-avant-garde art scene it was counter-intuitive (Szarvas 2016, 42), that
the Orfeo Group glorified the political prisoner Davis by foregrounding her critique
instead of sexualizing her or emphasizing her womanhood. The group named their
club after her, and they produced at least three artworks portraying Angela Davis.
A linocut by Anna Komjathy served as the poster of an assembly of the Hungarian
Young Communist League (KISZ) and portrayed the handcuffed but determined
Davis looking into the eyes of the viewer. Another poster, presumably also made
for a protest, featured Angela Davis, George Jackson, and Martin Luther King as the
victims of global reactionary terror. Finally, a statue, by its solid form, expressed the
unwavering ideological position of Davis. These works emphasized much more the
misery of the imprisoned Davis than her sexual attractiveness.

The Orfeo Group, indebted to the wave of the Western movements of 1968, prop-
agated radical realism in art that was accompanied by theoretical radicalism. For the
group, Angela Davis was a positive example of the combination of militant activism
and theoretically grounded Marxism. Thus, they found Davis to be not only an exem-
plary icon in the struggle against Western capitalism, but also in the revolutionizing
of bureaucratized Eastern Bloc socialism. The Orfeo Group castigated the estrange-
ment of the local regime and its art, and they aimed to produce a much more directly
socialist and critical art (Szarvas 2016).

The Orfeo Group saw Angela Davis’s blackness inseparable from her oppression
and revolutionary response to it. However, it was Davis’s radical political praxis,
and not her racial identity, which was more adaptable to local struggles for a more
socialist socialism, and this was the aspect of Davis the group put greater empha-
sis on. Moreover, Third Worldist anti-imperialist ideologies were more than veils
for the group, as besides their constant evoking of Che Guevara and Angela Davis,
they were also inspired by Maoism and Hoxhaism (Szarvas 2016) and were trying to
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adapt these revolutionary practices to their local context. The Orfeo Group’s interest
in leftist movements in the Third World and in the United States involved a kind of
non-colonial exoticization in which Angela Davis’s blackness indicated her isolation
from the dominant political-cultural bloc. Her racial difference, militant activism,
womanhood, incisive Marxism, and young age were all iconic traits that clearly set
her apart from the (male) politicians in actually-existing socialist governments that
the Orfeo Group disdained.

Although Angela Davis was generally considered acceptable by those in power
in Hungary, for the Orfeo Group she symbolized a double-edged radical critique
directed against both the capitalist system and a bureaucratic and authoritarian
socialism. The figures of a handcuffed (fig. 3) and crying Davis in works produced by
Orfeo members did not so much evoke events from a distant continent appropriated
and actualized a particular cultural icon (Hagen 2015, 171) in an attempt to picture
the shared fate of revolutionaries across the world.

SZABADSAGOT
Angela Davisnek!

Nagygyiilés a Sportcsarnokban -
november 3-an 16"- XIV.KISZ - HNF ©Komjathy Anna

Fig. 3: Anna Komjathy: Angela Davis. 1972.

ANGELA DAVIS IN A BOX ROOM MURAL

The mural analyzed below was painted in the box room in Ferenc Készeg’s apart-
ment between 1970 and 1971 (fig. 4). Using a fresco secco technique, where paint is
applied to dry plaster on a wall, pop artist Gyorgy Kemény outlined all the walls and
ceiling of the room, which were then painted collaboratively by a group of friends;
even this iconographic program was a collective work, created by the current lodgers
and their social circle. Not long after, this group became the core of Budapest-based
dissident intellectuals and this secco painting represented their value system at a cer-
tain moment where two major elements intersected (K6szeg 2014): the up-to-date
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reception of international cultural tendencies on the one hand and, on the other,
the thoughts of the Budapest School philosophers. Members of the Budapest School
were former students of Gyorgy Lukdcs, and their Marxist humanist position harshly
criticized actually-existing socialism.

The mural has a complex and chaotic iconography featuring Marx, Duchamp,
Buster Keaton, Monica Vitti, and Solzhenitsyn, among others. Angela Davis, too, has
a strong presence, and the mural was produced during Davis’s trial, which received
great attention in Hungary. In it, Davis faces Gyorgy Lukacs, the Hungarian phi-
losopher and key thinker of international Marxism, at a diagonal angle, with red
lightning bolts clashing between their heads. Around Lukdacs’s head is the caption
Klassenbewusstsein (class consciousness) while around Davis’s head the term Ras-
senbewusstsein (racial consciousness) is written (fig. 4). Apparently, Angela Davis’s
presence in this mural is defined by her relation to Lukacs,® whose portrait is posi-
tioned right above the head of Gyoérgy Bence, one of the lodgers in the apartment and
a Lukdcs disciple himself. While the word Klassenbewusstsein around Lukacs’s head

Fig. 4: Gyorgy Kemény: Secco mural (detail). 1970-1971. Photograph by Krisztian Bodis
©Gyorgy Kemény, Ferenc Készeg

is a direct reference to the philosopher’s early seminal work History and Class Con-
sciousness (Lukdcs 1923), Rassenbewusstsein over Davis’s head is not a reference to
any written work of her own. It mirrors Lukacs’s term, and the German word of Ras-
senbewusstsein just overemphasizes the secondary nature of Davis being compared
to the German-speaking Lukacs and to the German philosophical tradition to which
he belonged. Despite the fact that Davis studied in Germany and was connected to
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the Frankfurt School by being a pupil of Marcuse and Adorno (Jeffries 2016), she was
not as inherently a part of this heritage. Therefore the German captions highlight the
hidden hierarchy of the mural’s iconographic program beneath its seeming parity:
the primacy of Lukdcs and the secondary nature of Davis. Nevertheless, “racial con-
sciousness” is a fairly appropriate clue: Davis did use the term in commenting on her
racial awakening, although not after Lukacs but after Frantz Fanon (Davis 1998, 289).
Also, as Davis related in an interview (translated into Hungarian in 1971), she shared
the idea that communism was a valuable tool to defeat racial oppression (1971, 30).

According to Készeg, the owner of the apartment, Angela Davis earned a place in
the mural also because of her womanhood and despite the government-sanctioned
solidarity campaigns in her support (Készeg 2014, 3-4). The image of Angela Davis
portrayed here, when compared to representations of her made by the Orfeo Group,
is much more intellectual and ironic and does not share the group’s militant opti-
mism. Although Davis has a prestigious position in the mural, one from which she
can confront Gyorgy Lukécs, she, as an attractive militant-philosopher, is ordered
into a secondary place in relation to the philosopher-militant Lukacs, who thus
defines her place. As one of the participants recalls, the painting was almost finished
but there was a lack of female intellectuals in the mural and all the women portrayed
were mere sex symbols (Készeg 2014, 3—-4). Davis’s status as a cultural icon is clearly
indicated by the fact that when the participants decided that they need a female intel-
lectual figure in their painting, Angela Davis came to mind as the most appropriate
candidate. “It was a pro argument,” recalled Kdszeg, “that with her enormous afro and
serious baby-girl face, she was exotically sexy” (4). Thus the original motivation to
feature Davis was to supplement a group of sex symbols with a figure who had both
intellectual and sexual allure. Davis was therefore captured at the intersection of pop
culture and social theory, being the single figure connecting these domains. Davis
was included to balance the gender proportions in the mural, but by confronting her
with Lukdcs, her representation received additional meanings. The image of Lukacs
embodies orthodox and old-school Marxism in contrast to Davis, who is pictured
as young, colored, sexually attractive, and American; all in all, as someone who is
not only intellectually, but also physically interesting. Therefore the clashing thun-
derclouds might be seen as showing the philosophical distance between an old and
a new Left while not disavowing a shared ideological universe, such as Communist
Party membership or link to the Frankfurt School. In this iconographic program,
Davis is only in a relational position to Lukacs, although at first sight her figure seems
to be more magnetic. Lukdcs’s presence in the mural stems from his intellectual posi-
tion while Davis was painted there not only due to her political position but also due
to her racial exoticism and sexual charm, just as Davis’s cultural icon was constructed
more generally. Therefore, this mural partly reconstitutes the body-mind dualism,
also delineated by Fanon, in which the black woman is much more determined by
her body than the white man is by his (Fanon 2008, 82-108), revitalizing a colonial
representational scheme (as described by Brown 2010, 113) while, at the same time,
rejecting European ideals of beauty.
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TAMAS SZENTJOBY: THE HIGHEST STAGE

OF SELF-IDENTIFICATION WITH BLACK SUBJECTIVITY

While the above-examined artists and collectives only made a few artworks
related to the African anticolonial or American Black Power movements, Tamas
Szentjoby developed, in the late 1960s and early 1970s, a complete iconography of
African-American revolutionaries. Whereas the Orfeo Group embedded Angela
Davis in the entirety of the Third World’s struggles, and the spare room mural rep-
resented Davis first of all as a sexualized woman whose militancy and philosophy
was only secondary, Szentjoby focused on the outcast nature of blackness. His works
feature a pantheon of black activists, from H. Rap Brown to Bobby Seale, George
Jackson, and Angela Davis. I propose that these works of Szentjoby not only express
solidarity, but also are cases of self-identification’ in which the artist identifies his
own battles with those of his back heroes. This scheme of self-identification was pres-
ent to a certain extent in the works of the Orfeo Group as well, though they looked
to prominent revolutionaries firstly as comrades. Szentjoby’s related actions, by con-
trast, followed the rationale of mimicry, with its dominant rhetoric of resemblance
and menace (Bhabha 2004, 123). Though Szentjoby’s actions resembled the govern-
mental narratives of solidarity with the anticolonial and Black Power movements,
I suggest he performed an appropriation and actualization of these struggles, as he
entirely identified himself with their revolutionaries.

Szentjoby’s art had already begun to operate with blackness and self-identification
in 1968, before party-organized solidarity campaigns began, and reached their peak
from 1970 to 1972, during Angela Davis’s trial. In 1968, Szentjoby made the art object
Rap Brown’s Letter to Jeanne d’Arc and started an intense correspondence with the
Novi Sad-based experimental poet Katalin Ladik (Kemp-Welch 2014, 114), whom
he invited, in his introductory letter, to come to Hungary and “search for the white
Negro” (Szentjoby 2016). This quote clearly reveals Szentjoby’s thinking: his self-iden-
tification with the subjugated black person who is almost inevitably in opposition
with the hierarchies of the society she or he inhabits. In this way the artist twisted the
party propaganda and showed that a society’s “others” are not only oppressed in the
United States, but also in Hungary, even if local “others” are not visually identifiable
because they are “white Negroes.”

In the wake of the party-organized solidarity campaign for Angela Davis, Szent-
joby participated in and subverted a “Free Angela Davis” event at the E6tvos Klub
in Budapest on 29 March 1971," reading aloud the African-American writer James
Baldwin’s letter to Angela Davis (a letter which had been published in the daily news-
paper Magyar Nemzet earlier that year). As Szentjoby was reading, a girl repeatedly
knocked the paper from his hands with a broom, stuffed his mouth with stockings,
tickled his nose, and pressed against his crotch with cotton wool, tied up his bent
knees, and poured cola on his head. While Szentjoby was hopping on one leg, the
girl knocked him over with the broom; she then put a table on top of the artist, who
by that point was lying on the ground. All the while, Szentjoby continued reading
the letter until he finally could finish it (fig. 5) (E6rsi 2002, 8). The performance was
described in detail in a secret service report that also commented on audience reac-
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tions. According to agent Sardi’s report, at the beginning of the performance the
audience interpreted it as an anti-American piece and appeared to be unsatisfied
with it, while later, when they started to interpret it as a critique of actually-existing
socialism, they became enthusiastic (8). Although the accuracy of this description
cannot be assumed, it demonstrates that the agent’s indirect interpretation under-
stands Szentjoby’s action as a political critique, and his failure to recognize that this
critique was multi-layered, and was not only the critique of socialism or capitalism.
I would argue that Szentjoby’s action criticized both state socialism and the United
States, eroding the common one-directional nature of political critique and display-
ing that the oppression of people is an integral element of both regimes. Through this
action, he went beyond the popular strategy of doublespeak by masking the critique
of socialism as that of capitalism or vice versa. This confused the audience of the
performance by disturbing the common interpretative schemes of the Cold War in
which socialist and capitalist regimes seemed to be antagonistic.

Fig. 5. Tamas Szentjoby: Free Angela Davis, 1971. ©IPUTNPU-Archives

Also in 1971, Szentjoby spontaneously recited his poem on George Jackson,
Angela Davis’s partner, using verse inspired by Buddhist poetry; Jackson had just
been shot dead by a prison guard." Then, a year later, Szentjoby performed the action
Sit Out™ in a public space by evoking and reenacting elements from the trial of the
Black Panther Party co-founder Bobby Seale, in which Seale was bound and gagged
after his numerous courtroom outbursts. During the action, the bound and gagged
Szentjoby sat in the street for twenty minutes while his friend documented the scene
from a nearby flat. Although the action aimed to provoke the regime, the police
arrived after the twenty minutes had passed, when Szentjoby had already left, and the
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action was not followed by any later police retaliation. The fact that a brutal Ameri-
can trial was reenacted, and that the action took place in front of the Intercontinental,
the most prestigious hotel in Budapest, confirms that from Szentjoby’s viewpoint,
critiques of socialism and the imperialist West were interlaced and thus inseparable
from each other.

Szentjoby stands out among Hungarian artists by his conscious use of self-iden-
tification as a creative strategy. His self-identification with black struggles was deep-
ened by the genre of performance, where both the presence and personal risk-taking
of the performer allow ample space for self-positioning. In these works, Szentjoby
had not depicted the revolutionary black subjects visually, but reenacted them, there-
fore activating the character of cultural icons that Leypoldt and Engler define as
embodying rather than representational (Kiirti 2010, 112). By this device, Szentjoby
positioned himself as a local embodiment of Bobby Seale or Angela Davis, avoiding
the possible traps of sexualization and exoticization. Szentjoby’s actions transposed
the resistance efforts of the Black Power movement onto the local scene while in
turn internationalizing his own struggles against Hungary’s aesthetically conserva-
tive and politically censored art scene by merging them with the struggles of Afri-
can-American revolutionaries. These actions are consistent with the claim argued
by Emese Kiirti when analyzing other works of Szentjoby from the same period: His
“opposition is an extended, practically global opposition, which cannot be limited to
the period and scope of the ‘three Ps’ (Permit, Promote, Prohibit)” (2010)." Hence,
Szentjoby interpreted oppression not as an individual phenomenon but as a systemic
one, an interpretation consistent with the ideas of Jackson and Davis, as outlined by
Dylan Rodriguez (2005, 113-144).

CONCLUSIONS

This article analyzed the interpretations of the cultural icons of the anticolonial
and Black Power movements in the visual arts, but solidarity appeared also in popu-
lar culture, and the appropriation of these icons have a wider history in the Eastern
Bloc (Tomaselli - Scott 2009, 20). Besides the strategy of adapting these icons into
the local context, at least once, in the case of the Chapel Exhibitions at Balatonboglar,
the name of Angela Davis was used by artists to prove their loyalty to state socialism
(Klaniczay - Sasvari 2003, 239). The solidarity with and mimicry of black cultural
icons appeared in popular culture too, from public protests, such as the siege of the
Belgian embassy in Belgrade by enraged protestors after Patrice Lumumba’s murder,
to the football pitches where, in the 1960s, the right-wing ultras of the Hungarian
Ferencvaros Football Club associated their repressed status'* with the situation of
the black people of the United States and among themselves used the greeting “Hello
negro — How do you do black man?” (Takacs 2014, 140)

Through the analysis of the artistic products of Béla Kondor, Anna Karpati, the
Orfeo Group, Gyorgy Kemény, and Tamas Szentjoby, I argued that the appearance of
blackness, black social movements, and black cultural icons in the Hungarian art of
the 1960s and 1970s was strongly determined by the party line on decolonization and
on the racial question. As the reception of cultural icons is typically dynamic, chang-
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ing according to context (Tomaselli - Scott 2009, 18), the cultural icons of black rev-
olutionaries appeared in a wide variety of distinct artistic narratives, although these
always had to relate to the party line in some way.

However, even in the reinterpretations of these cultural icons within the progres-
sive art scene, a colonialist representational model of gender and race occasionally
survived. In the case of Anna Karpati’s statue, the commission, rather than the artist,
was directly connected to the party line, while Béla Kondor’s woodcut series refor-
mulated the governmental position by embedding colonial battles into the visual lan-
guage of the class struggle, and the Orfeo Group criticized the bureaucratization of
state-socialist societies by stretching official discourses and symbols into a radical,
militant standpoint. In the fresco secco painting of Gyoérgy Kemény, Angela Davis
was visualized among the challengers of the current system, but first of all as a sexu-
alized militant and only secondarily as a critical philosopher. Thus in a highly ironic
and intellectualized way, the mural slightly re-positioned Davis from her status in the
party line and placed her at the intersection of pop culture and critical theory. In the
actions of Tamds Szentjoby, his self-identification with Davis and Seale, rather than
representation of them, held primacy, and their politics were merged with his own;
in this way his actions showed solidarity with the militant American activists while
their aura also legitimated Szentjoby’s radical, anti-systemic critique and juxtaposed
the oppressive traits of both the capitalist and socialist regimes. The mural outlined
by Gyorgy Kemény, as well as the works by the Orfeo Group and Szentjoby, reflect the
rapid process through which Angela Davis became a cultural icon in the Eastern Bloc
in the early 1970s. These artworks were not fundamental factors that led to Davis’s
becoming a cultural icon, and the artistic depictions of her tell us more about the
value systems of their artists and the local cultural meanings of her as an icon than
about Davis herself because, as she so clearly realized, her image became used to fuel
countless social activities that were far from her own goals (Davis 1998, 292).

Angela Davis’s icon holds multiple subject positions (Brown 2010, 127), and the
works analyzed here focused on different aspects of this icon, decontextualizing and
detaching it from Angela Davis’s lived reality, in part because of the distance between
the Hungarian artists and the American battleground of Davis’s primary conflicts
(Reed 1999, 201). Davis expressed her concern several times about the ahistorical
and apolitical reinterpretations of her figure (1994, 38). Nonetheless, while Hungar-
ian artistic interpretations of her and the Black Power and anticolonial movements
were often ahistorical, they were consistently political, even as they, as is often seen in
the politics of cultural icons (Tomaselli — Scott 2009, 23), frequently used the morally
and sexually seductive qualities of her icon.

To conclude, it can be argued that the state-directed solidarity campaigns sup-
porting Angela Davis were among the reasons why she, and not any other comrade
of color, became the idol of some Hungarian artists of the early 1970s. Governmental
agitation made her a widely celebrated cultural icon in state-socialist regimes, while
at the same time she was a role model for uniting militant activism and intellectual
radicalism. Davis was an internal enemy in the United States, just as many under-
ground artists in Hungary were or felt themselves to be in their own country; they
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were thus faced with common conditions, in the sense that they all tried to make rev-
olution from within, from “the belly of the beast” But aside from such political and
ideological reasons, it is unquestionable that Davis’s blackness, her racial and visual
difference, was central in her becoming a transcultural icon. This otherness was ideal
for Hungarian underground artists, who appropriated Davis in their subversive pro-
jects against the local regime and used both her political and racial otherness for their
distinction making that allowed for their own critique of state socialism.

NOTES

In the state-socialist countries of Eastern Europe, the African-American Civil Rights Movement was
far less present than the Black Power movement, possibly as a consequence of Martin Luther King’s
religious beliefs at the core of his philosophy.

I thank Bedta Hock for drawing my attention to the work of Sophie Lorenz.

Third Worldism was a liberationist and insurrectionary ideology that flourished between the 1940s
and 1970s and focused on the self-determination of Third World countries. It proposed a global polit-
ical approach, focusing on the relations produced by capitalist imperialism between the core and the
periphery of the global economy. In this sense, Third Worldism aimed to go beyond the First/Second
World rupture of the Cold War (Lazarus 2013).

However, there were also those who had artistic interests in non-African anticolonial and anti-im-
perialist struggles, including some of the artists in this article, such as Tamds Szentjoby, who created
an action in 1972 entitled Educational Movie in the Memory of “IThe Battle of Algiers,” or the Orfeo
Group, which also gave attention to Cuba and Vietnam.

> Kembe, Dominique and Irene Kembe. Interview by Baldzs Antal, Laszl6 Hathazi and the author,
Budapest, 13 September, 2016.

Kembe, Dominique and Irene Kembe. 2016. Interview by Baldzs Antal, Laszl6 Hathdzi and the
author, 13 September, Budapest.

A practice of racial characterization of the racial characterization is still present: The author of a
recent article identified Karpéti’s Negro Boy as being of the Nuba people by comparing his traits to
the photos of George Rodger and Leni. Riefenstahl. http://cink.hu/budapest-egyik-legszebb-szobra-
titokban-egy-egesz-terke-1678528781.

In June of 1971, just before his death, even Lukdcs (1971) himself formulated a petition in the defense
of Angela Davis.

Self-identification with subjugated black people and the recognition of them as revolutionary sub-
jects were not the innovation of the 1970s. In his essay The White Negro (1957), Norman Mailer ana-
lyzed the adaptation of black culture by a white youth as a counter-movement of conformist culture.
E6tvos Klub was the cultural club of the E6tvos Lorand University that gave space for numerous
semi-official cultural events in the 1970s.

Szentjoby, Tamas. 2016. Interview by the author, 22 January, Budapest.

The title is a pun on the protest form called “sit-in” that was widely used by the Civil Rights movement
in the United States.

The three Ps, or in Hungarian, the three Ts, was a logic of censorship introduced by communist cul-
tural politician Gyorgy Aczél.

! In state socialism, the Ferencvéros Football Club and their supporters were marginalized and were
labeled as fascists or Nazis (Hadas 2000, 52).
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This essay examines the meanings of blackness in the Hungarian art of the 1960s and 1970s,
primarily through the trajectory of Angela Davis. In this period the artistic representation
of blackness was widespread in socialist Hungary due to state-initiated solidarity campaigns
with the subjugated subjects of the First and the Third World. Through the analysis of works
by Béla Kondor, Anna Kérpati, Gyorgy Kemény, Tamas Szentjoby and the Orfeo Group the
article argues that these artists held different attitudes towards the black liberation struggles,
but they were not isolated from the party-line on these insurgencies. Moreover, in certain
cases the representation of the subjugated black cultural icons undermined the politics of the
state-solidarity, and served as the expression of the artists’ own struggles.
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Koncepcie slovenského romantizmu

PETER ZAJAC

V zborniku Romantizmus v slovenskej literatiire, ktory vysiel v rade Litteraria roku
1974 a ukoncil prvi, povojnovi etapu vyskumu tohto obdobia, je priznacny prispe-
vok Alexandra Matusku O romantizme. Autor nim neotvara nové problémy sloven-
ského romantizmu, a to ani tie, o vo fragmentarnej podobe nacrtol v rovnakom
¢ase na inych miestach, ale uzatvara neplodné povojnové diskusie, polemiky a spory,
vrcholiace panrealistickou koncepciou Viktora Kochola, ktory vychadzal z toho, ze
$turovsky romantizmus je ,,spdty so spolocenskou diskusiou a vyznacuje sa vyraz-
nymi realistickymi prvkami® (1960, 355) a v stvislosti s romantickym mesianizmom
v ramci postuldtu o $turovskej jednote ,,ducha s predmetnostou” napisal, ze ,,menej
talentovani basnici uspokojuju sa bud s ,predmetnostou, s deskrip¢nostou a pasiv-
nou ponaskovostou (napr. Matdska), bud vybocuji od ,predmetnosti‘ k ,duchu’, od
objektivnej reality k vlastnému subjektu (napr. Hodza, Hrobon, Hostinsky) a stavaju
sa z hladiska $tarovskej estetiky neredlnymi ,romantikmi (356). Tieto dobové spory
boli vedené s velkou vasnou, ale dnes st uz ako mnohé iné z 50. rokov 20. storocia
nezrozumitelné. Ich stopou ostali pojmy ,,duch a predmetnost®, ktoré pouzil Oskar
Cepan, aby ukdzal, Ze $tirovska jednota ,,ducha s predmetnostou, ako toto spojenie
prevzal Kochol od Georga Wilhelma Friedricha Hegela, je iluziou. Hegel sa napokon
ostro vymedzil vo¢i nemeckej romantike, jej filozofii u Augusta Wilhelma a Friedricha
Schlegela aj voc¢i Novalisovej literarnej poetike. Tradované chapanie slovenskych
romantikov ako hegelovcov je v tomto zmysle contradictio in adiecto. Z dne$ného
hladiska ma tato neskora Matuskova tivaha vyznam skor preto, ze uzatvara obdobie
povojnového literarnohistorického bludenia v uvazovani o slovenskom romantizme.

Myslenie Alexandra Matusku tvori prechod medzi ,,starym® a ,,novym® chdpanim
romantizmu. Na jednej strane je este v plnej miere zaviazané tradi¢cnému konceptu
romantizmu ako literatire pokolenia stiirovcov, ktoré tvori os literarnohistorického
vyskumu romantizmu od Jaroslava VIcka cez Milana Piuta az po Mikulasa Bakosa,
ktory rozsiril pojem skoly zo Starovej $koly na Hviezdoslavovu, Kraskovu, ba dokonca
aj nadrealisticku Skolu, hoci avantgarda sa programovo hlasila k radikalnej antisys-
témovosti a subverzivnosti (1964, 141 - 143). Sem spada aj Matuskovo hodnotenie
Sttrovho politického traktétu Slovanstvo a svet budiicnosti, ktorym nadlho ovplyv-
nil charakterizovanie tohto spisu ako prejavu Stiirovho demokratizmu ,,v socidlnom
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a socialistickom zmysle“ (2011, 268).! Na druhej strane vSak Matuska zaciatkom 70.
rokov sformuloval svoju predstavu apokryfnej linie slovenského romantizmu, v ktorej
monolitné chapanie slovenského romantizmu rozrusil. Urobil to na najpriznakovej-
Som romantickom autorovi Jankovi Kralovi:

Janko Krél Zije a basni to isté, ¢o jeho pokolenie, len — inak. Nie kdnonickej, dalo by sa
povedat, ale apokryfickej linie nasej poézie a literatury je reprezentantom. Po pravde ju
zaklada. Nevydeluje sa z obce, pretoze jej chce slizit po svojom, odlisne, tak, Ze ju svojou
sluzbou presiahne (1972, 12).

Alexander Matuska piSe v tejto suvislosti nielen o apokryfnej linii slovenského
romantizmu, ale o celej ,,démonickej“ linii slovenskej literattry, do ktorej zaradil
Bozenu Slané¢ikovi-Timravu, Janka Kréla, Stefana Launera a Jonasa Zaborského
(1990, 380). Medzi ,,apokryfnych autorov® zaradil aj ,,kritikov slovenskej skuto¢nosti,
ako boli J. M. Hurban (viacej v sposobe ako vo veci), Jan Lajc¢iak (viacej vo veci ako
v spdsobe), Launer (aj v spdsobe aj vo veci)“ (394). Napokon Matuska platnost pojmu
apokryfnd linia pre slovenska literatiru zovseobecnuje:

Aj u nas existuje kdnonickd a apokryfnd linia v literature, aj u nas boli basnici a spisovatelia
oficidlnejsi, uradnejsi, ale aj basnici a spisovatelia menej oficialni, zvlastnejsi, vymykajaci
sa. Literarna histdria poslusne zdoraznovala tie — oficidlne - stranky u literarnych tvorcov,
ktoré sa ziadalo zdoraziovat, literdrna historia poslusne fedrovala zjavy konformnejsie, ne-
odlisujuce sa od zjavov, ktoré sa vychylovali z linie, totiz z tej kdnonickej. Objektivny mo-
ment spoloéenskej potreby prichodil tu na pomoc subjektivnym sklonom literarnych histo-
rikov; vladnuca doktrina nechcela byt rusena; a literdrna histéria nevyrusovala (1973, 23).

Pojem apokryfnej linie je u Matusku podvojny. Je subverzivny voci predstave
o monolitnosti $turovského pokolenia, a to nielen v literarnohistorickom, ale aj v kul-
tarnohistorickom a politickom zmysle - apokryfna linia sa ,vymyka®“ z oficialnej
linie. Zaroven vsak chape apokryfnu liniu inkluzivne, lebo ako kanon chape ,,ofici-
alnu literataru®, hoci si uvedomuje aj originalny prinos ,,démonickych autorov*

Formulacie Alexandra Matusku o apokryfnej linii slovenského romantizmu
si v§imol Oskar Cepan a este pred nim polski slovakisti. Mozno predpokladat, ze
Matuskove tvahy vniesla do polského slovakistického kontextu Halina Janaszek-Iva-
nickova (1978), ktora poznala celt diskusiu o romantizme v slovenskej literarnej histo-
riografii, aj tichi polemiku medzi Matuskom a Minacom. Protikladnost Matuskovho
uvazovania a plebejského konceptu Vladimira Minaca vystupnovala Maria Bobrow-
nicka (1995), ktora sa stala aj jednou z najostrejsich kriti¢iek Sturovho Slovanstva
a sveta budiicnosti. Jacek Kolbuszewski (2003) pisal v stvislosti s Matuskovym kon-
ceptom apokryfnej linie slovenského romantizmu o podzemnej literatiire, ¢o je akysi
prechodny termin medzi apokryfnou a latentnou literatirou. Otvoril tym nevdojak
iny problém slovenského romantizmu, tykajuci sa jeho disensualnej povahy, o ktorej
sa s ohladom na narodné hnutie prvykrat zmienil Daniel Rapant. Od akcentovania
disensu ako jednej z vlastnosti narodného hnutia v rokoch 1848 — 1849 vedie priama
cesta k uvedomeniu si problému latentnosti ako trvalého priznaku novodobej sloven-
skej literatury (Zajac 2016a).? Napdtie medzi manifestovanou a latentnou povahou

i

literatury sa podiela na aktualnej rekonfiguracii fakticky vsetkych klucovych dobo-
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vych uzlov a udalosti novodobej slovenskej literatury - klasicizmu, romantizmu, rea-
lizmu, moderny, avantgardy;, literattry existencidlnej imaginacie.’

Nie nahodou upozornila na Kolbuszewského pojem podzemnej literatiry Joanna
Goszczynska (2008, 20). Aj ona vychddzala z protikladnosti konceptov slovenského
narodného hnutia u Matusku a Minaca. Na rozdiel od Haliny Janaszek-Ivanickovej,
Marie Bobrownickej a Jacka Kolbuszewského vsak Joanna Goszczynska reflektovala
prace Oskéra Cepana zo 70. a 80. rokov, v ktorych podrobil zakladnej revizii svoj kon-
cept romantizmu zhrnuty v Dejindch slovenskej literatiiry III (1965).* Goszczynska vo
vyskume romantického mesianizmu, a to predovsetkym v Matore a Vieroslavinovi
Michala Miloslava Hodzu, kriticky nadviazala na zistenia Oskara Cepana. Ani ona
nechdpe mesianizmus ako ,,novotvar® na zdravom organizme literatiry narodného
obrodenia, nechdpe ho ani ako Cyril Kraus, ktory ho vnima len ako sprievodny pri-
znak romantizmu, lebo mesianizmus podla neho ,fungoval v ¢asovo vymedzenom
useku, v tlaci sa objavoval zriedkavo, jeho posobnost bola obmedzena a vyraznejsie
neovplyvnil vyvin literatary“ (1999, 13). Goszczynska rovnako ako Cepan pokladd
mesianizmus za ,,integralneho ¢initela romantizmu® (2008, 20). Na rozdiel od Cepana
vsak neprijala opoziciu pragmatického ¢i narodného a mesianistického romantizmu
a mesianizmus na zdklade polského milenaristického modelu, ktory rozpracoval
Andrzej Walicki (1970, 288), situovala len do obdobia po roku 1848. Goszczynska
zaroven rozliSila soteriologicky mesianizmus spdsy a misionizmus poslania.

Vyskum Oskdra Cepana, Lubice Schmarcovej a Petra Zajaca vsak ukazuje, Ze
mesianizmus je v slovenskom romantizme pritomny od jeho zaciatku, hoci casto
v zarodo¢nej alebo latentnej podobe, ¢i ako klzavy prechod k mesianizmu vnitri
jednotlivych textov, ako na to u Janka Krala poukazala Lubica Schmarcova (2014)
a u Jana Bottu Peter Zajac (2016), Irena Biliniska (2011) a Lubomir Kovacik (2006).

Paradoxny chiazmus mesianizmu a misionizmu je markantny v politickej publi-
cistike Ludovita Stira. Ak mozno v jeho ¢lankoch a avahéch v Slovenskych ndrodnych
novindch pred rokom 1848 hovorit o politickom mesianizme, spojenom s mystickym
vytrzenim a so soteriologickou vierou v spasenie slovenského naroda, Slovanstvo
a svet budiicnosti z prvej polovice 50. rokov nie je prejavom mesianizmu, lebo mu
celkom chyba soteriologicky rozmer, zato je viak v politickom zmysle podla kritérii
Iwony Massaky (2003) misionistické, pricom jeho misionizmus m4 zvlastnu podobu,
kedze slovenské poslanie vidi v splynuti s ruskou misiou.

Vyskum Oskara Cepana v 70., 80. a zaciatkom 90. rokov znamenal zékladny prie-
lom v chépani slovenského romantizmu. K jeho pluralitnej koncepcii ho priviedlo uva-
7ovanie o vztahu romantizmu a mesianizmu. Cepan sa prvy raz pristavil pri charak-
teristike mesianizmu ako ,,patologického javu“ a ,novotvaru® a striktne ju odmietol:

Mesianizmus nie je vylu¢ne vyplodom depresivnych nalad po porazke revolucie rokov 1848
— 1849, hoci tato skuto¢nost zaktivizovala niektoré jeho polohy. Rovnako nie je ,,patologic-
ky“ t.j. iba mysticky, mytologicky a historicky novotvar na ,,zdravom tele“ romantizmu -
hoci, tak ako v prvom pripade - aj tieto momenty v ilom hraja dolezita tlohu (1972, 154).

Uz v tomto skorom variante vlastnej revizie romantizmu pomentva Cepan
zakladny problém vztahu mesianizmu a romantizmu:
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Nejde o prevratenie pojmu ,slovensky romantizmus® z hlavy na nohy alebo naopak, ani
o jeho ¢ire premenovanie. Ide o to, aby sa mesianizmu priznal iniciatorsky podiel na kon-
$tituovani slovenského romantizmu a najma aby sa mu neupierala funkcia, ktort skuto¢ne
ma - byt zdkladnou vysvetlovacou bazou pre pojem ,,romantizmus® (1972, 155).

Oskér Cepan tu viak predsa len prevracia chipanie romantizmu v slovenskej lite-
ratdre z hlavy na nohy. Mesianizmu totiz pripisuje iniciatorsku a dalo by sa pove-
dat aj iniciacnu rolu pri konstituovani slovenského romantizmu. Mesianizmus sa
prenho stava jeho zakladnou vysvetlovacou bazou. To sa uz dnes v literarnej vede
vSeobecne prijima. Neoc¢akavane to vSak umoznuje pochopit aj mesianisticka situa-
ciu prechodu medzi klasicizmom a romantizmom, pozriet sa na vSeslovansku ideu
Jana Kollara ako na utopicko-myticku viziu spasy, a situovat tak mesianizmus este
hlbsie ako do 40. rokov 19. storocia. Uz Kollar totiz porusuje klasicistickil univerza-
listicki normu a nahradza ju romanticko-mytickou ideou Slovanstva. Pre slovensky
literarny romantizmus potom plati model, ktory podla Victora Turnera uplatnil na
proces vzniku slovenského narodného hnutia Jozsef Demmel (2016, 45 - 64). Kon-
Stituovanie slovenského narodného hnutia rozdelil do $tyroch faz: prvu tvori poru-
$enie noriem, druhu ich kriza, tretiu urovnanie, §tvrtd reintegracia a definitivny
rozkol (Turner, 1966). KIacové pojmy celého procesu prechodu st podla neho limi-
nalita a communitas, prechod a prechodna spolo¢nost (Demmel 2016, 46). Kolla-
rova vseslovanska idea patri pritom do fazy porusenia noriem a nastavajtcej krizy.

Ide o procesy odohravajuce sa na hraniciach. Hranice vSak podla Miroslava
Petricka nie st abstraktné linie, ale zvlastne polia, miesta vznikania a zanikania (Fila
— Petticek 2003, 77). Ako upozornuje René Bilik (2016), nejde o situacie medzi jed-
nou a druhou udalostou, ale o miesto, ktoré ,,nepatri jednej ani druhej strane®. Uda-
losti, prebiehajtice na hraniciach, sa pritom ,vyklanaju“ na jednu aj druh stranu, sg,
ako upozornuje Bilik spolu s Turnerom, ,,zaroven hrobem i délohou® (Turner 2004,
96) a ,,J6zkom pre vznik novych estetickych a filozofickych principov® (Bilik 2016).

V stadii Ideové rozpory slovenského romantizmu (1979, 359) skonstituoval Oskar
Cepan svoj novy model romantizmu:

Ideové rozpory vo vyvoji slovanského romantizmu viedli na jednej strane k jeho vnutornej
diferencidcii, na druhej zase k redukcii zdkladnych postojov. Zo $iestich variantov troch
elementarnych postojov (liberalizmus, pragmatizmus, mesianizmus) najstalejsiu zivot-
nost v premendch cias preukdzali dve koncepcie — romanticky pragmatizmus a romantic-
ky mesianizmus. Obe treba preto pokladat za invariantné prvky genera¢ného programu,
modifikujiceho sa vo viacnasobnych metamorfézach vztahu ,,ducha a predmetnosti®

V tejto koncepcii sa ukazuje Cepanov sklon uvazovat v $trukturalistickych
dichotémiach, ¢o ho vedie k redukcii romantickych konfiguracii, zalozenych na
mnohopocetnych vztahoch a vdzbach, charakterizovanych emergentnostou, sucin-
nostou mnohych uzlovych bodov a trajektdrii, na dichotémiu ,,ducha a predmet-
nosti“ a ,romantizmu a mesianizmu® V tom spociva slabina jeho uvazovania.

Podstatny krok k formulovaniu vnutorne diferencovanej, pluralitnej koncep-
cie romantizmu znamend na pojmovej trovni Cepanovo kritické vysporiadanie sa
s »hmlistym, konfuznym a dodato¢nym terminom Stirovci sugerujicim cosi sku-
pinové, a preto neindividudlne®, ¢o ma vsak ,,dlhua zivotnost® V stadii Stur, Sturovci
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a slovensky realizmus (1982, 67 - 70) sa Cepan ostro vymedzil proti tomuto pojmu,
ktory povodne plnil obrannt funkciu, ale neskor ,nendpadne presiel do slovnika
publicistov, historikov a kritikov uz ako celkovo nepriznakova vineta, ktorej povodny
vyznam sa dokonale o$tichal® a ,,nahradil ho celkovo bezfarebny obsah, naznacujuci
Zosi vnutorne nediferencované, skupinové a jednomyselné“ (67). Cepan sa ohradil
najma proti predstave, ktora ,vSestrannu aktivitu romantickej generacie zviedla na
jedného spoloéného menovatela -~ na Ludovita Stara“ (67). Tito koncepcia impli-
kuje podlIa neho ,,dojem jednopradovosti vo vyvine slovenského romantizmu podla
meravého vztahu medzi ucitelom a ziakmi“ a ,zuzuje mnohostranny proces for-
movania romantizmu na jednosmerny vztah medzi zdimermi zakladatelskej osob-
nosti a ¢innostou jej oddanych stupencov® (67). Pavol Kristof pise v tejto suvislosti
dokonca o Stirovej monopolizacii narodnej reprezentacie (2011, 147). Oskér Cepan
pritom vyhradil pojem $tirovci len dvom vztahom - vztahu medzi ucitelom a Ziakmi
a medzi povodnymi autormi a epigénmi. V literarnej vede sa uz Cepanov nézor
vseobecne presadil. V publicistike, historiografii, dejinach slovenského myslenia, ale
aj vjazykovede sa vSak doteraz pouziva ako neotazny termin Sturovci, hoci na zaklade
star$ieho a novsieho empirického vyskumu mozno konstatovat, Ze aj ndrodné hnutie
je vnutorne diferencované.

Co sa tyka Cepanovej koncepcie slovenského romantizmu, zhrnul ju v $tudii
Razdelia romantizmu. Bola publikovana v casopiseckej verzii (1993, 60 - 80) a je
Gvodnou kapitolou rovnomennej kniznej monografie. V nej prezentoval Cepan
komplexnt podobu svojej koncepcie slovenského romantizmu a obohatil ju o dalsie
momenty. Predovsetkym zdoraznil premenlivy vztah a ,rozpadavost® ducha a pred-
metnosti, ¢ize fragmentarnost slovenského romantizmu, ako to zodpoveda ranoro-
mantickej koncepcii Friedricha Schlegela. Okrem toho upozornil na to, Ze ,skryté
vyznamové vztahy javov a faktov treba hladat najmd na pomedzi (a rdzdeli) ich
vnutornej ,dvojdomosti, ktora ako staly schizofrenicky syndrém sprevadzala vetky
etapy vyvoja slovenského romantizmu® (80). Formulacia o skrytych vyznamovych
faktoch smeruje k rozlideniu manifestovanych a latentnych vlastnosti slovenského
romantizmu, ktoré st jeho klticovou vlastnostou. Z toho vsak potom vyplyva aj
potreba ,niekolkokrat preskupit celkovo zname, ale aj zabudnuté ¢i zamerne obcha-
dzané udaje“ (80). Ono preskupovanie neznaci vak ni¢ iné ako potrebu rekonfigu-
rdcie slovenského romantizmu, ktord méa od Cepanovej smrti v roku 1992 procesu-
dlnu povahu raz rychlejsieho, inokedy meandrovito spomaleného toku, ale aj tvar
nehybnych, slepych ramien. Rdzdelia romantizmu v$ak znamenaju prinos este v jed-
nej, metodologicky nedeklarovanej podobe. Cepan v nich pracuje s neomytologickou
rozpravkovou topikou, predovsetkym s toposmi Popolvéra a Zakliatej hory ako ste-
lesneneniami slovenského osudu. Neomytologickd romanticka literarna rozpravka tak
v slovenskom romantizme plni funkciu substiticie pévodnych, v slovenskej literatire
nepritomnych mytov a v tomto ohlade ma v nom zakladatelsku funkciu.

V uvedenom bode tivahy je namieste otazka jednoliatosti alebo vnutornej dife-
rencovanosti narodného hnutia. E$te predtym vsak treba dokonc¢it inventtru klico-
vych koncepcif romantizmu kniznou monografiou Dalibora Turecka Ceské literdrni
romanticno (2012). Turecek sa sice zaobera ¢eskym romantizmom, ale jeho prepoje-
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nie na vyskum slovenského romantizmu je neprehliadnutelné. Doélezitym spojova-
cim ¢lankom je pri Tureckovom uréovani romantickych markerov, klucovych pri-
znakov & vyznaceni ¢eského romantizmu Cepanovo névestie. Turecek to formuluje
tak, Ze ,neni nutné vytvorit ptili§ $iroky katalog markert, ktery by v disledku ved]
k ptilisnému rozmélnéni thlu pohledu® (100) a opiera sa o Cepanov ,,zakon roman-
tického minima“ (Cepan 1993, 69). V tomto zmysle navrhuje pouzivat vyznacenia
romantizmu v troch zakladnych rovinach: v myslienkovom svete s akcentom na sub-
jekt a mohutnost citu; v charakteristickej obraznosti, v ikonografii civiliza¢ne nedot-
knutej prirody, v motivoch noci, v priklone k stredoveku; v sposobe utvérania textov,
v poetike, v zanrovom a tvarovom synkretizme, vo vyuzivani tvarovych postupov
stredovekej hrdinskej epiky (Turecek a kol. 2012, 100). Tieto tri markery mozu byt
dobrym navestim aj pre hladanie zakladnych priznakov slovenského romantizmu.

Turecek sa vo svojej koncepcii ¢eského romantizmu opiera o pulza¢no-synop-
ticky princip (Zajac 2006), ktory podobne sformuloval aj Vladimir Svaton a zaklada
sa na ,proméné mysleni od linearné-kauzalniho typu k modu pluralitné-procesu-
alnimu“ (2007, 37) a na ,mnohostranni procesualnosti (Turecek a kol. 2012, 95).
Tym Turecek cely pohlad na cesky romantizmus zna¢ne zdynamizoval. V rozpiti
od najuzsieho po najsirdie literarne pole ceského romantizmu tvori potom najuzsi
koncept ceského romantizmu obrodensky model Vladimira Macuru, ktory prvy
raz sformuloval v kniZznej monografii Znameni zrodu (1983), a najirsi prave Ceské
literdrni romanti¢no Dalibora Turecka (2012). Tomu zodpoveda aj Tureckovo pou-
zivanie pojmu Ladislava Hejddnka udalost pre literarnohistoricky diskurz, ktory
zdoraziuje jeho synopticky, interferen¢ny, vntitorne mnohotvarny, roznorody, dyna-
micky charakter. Podla Hejdanka ,,v zdkladé vseho jsouciho je proménlivost, déni,
procesualita, pricom ,,uvnitt vnéjsich hranic i té nejmensi a nejelementarnéjsi, totiz
primordialni udalosti je jesté cosi jako vnitfni slozitost, vnitini proménliva stavba,
struktura, vnitfni déni (2012, 34).

Turecek zdroven pracuje s pojmom ,,recepénych vin® ktory umoziiuje vnimat texty
v historickych premenach, danych réznymi podobami ¢itatelskych recepcii tychto
textov v rozli¢nych dobovych uzloch. V kone¢nom désledku to potom umoznuje jed-
nak rozsirit rozpétie romantizmu a romantickosti v ¢eskej, ale aj slovenskej literature,
ale v este SirSom ramci abstrahovat a uchopit v podvojnosti pojmov romantizmus
- romantickost historicky premenlivy a vyznamovo rozplyvavy invariant vlastnosti,
ktoré neraz publicisticky plytko oznac¢ujeme ako romantické a myslime nimi ,,trvalou
tendenci, jdouci napti¢ kulturnimi epochami® (Svaton 2009).

Podstatné st viak aj koreSpondencie medzi literarnym a vytvarnym romantiz-
mom, ktoré umoznuju chapat v Tureckovej koncepcii romantizmus nielen ako lite-
rarny, ale aj ako umelecky a este Sir$ie kulturny fenomén. V kone¢nom dosledku to
aj vzhladom na zahrnutie biedermeieru ako romantickej kontrafaktary vedie k tomu,
ze Tureckova koncepcia ¢eského literarneho romantizmu je nielen priestorovo mno-
hotvarna, ale zahfna aj naj$irsi casovy ramec.

Empiricky sa uz dlho vie, ze Stirova predstava slovenského nérodného hnutia
ako rozpornej jednoty ,ducha a predmetnosti“ nie je jedinou koncepciou. Oskar
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Cepan proti nej postavil koncepciu predmetnosti ¢ ¢inu Alexandra B. Vrchovského
z 30. rokov a Stépdna Launera zo 40. rokov (1979, 353). Protipostavenie Strovej
a Launerovej koncepcie je svojou ostentativnou protikladnostou ¢astou kultirnohis-
torickou a politologickou témou, hoci so sebou nesie 6dium Launerovho zradcovstva
¢i dokonca konfidentstva v prospech madarskych liberalov (Chmel 1975, 72 - 80;
Varossova 1988, 697 — 704; Matuska 1990, 390). Bez 6dia zrady venovali Launerovi
rozsiahlu pozornost Robert B. Pynsent (2008, 129 - 144), Tibor Pichler (2011, 15
- 30), Joanna Goszczynska (2015, 58 — 60), Pavol Kristof (2011, 133 - 155) a Anna
Kobylinska (2016, 19 - 97).

Podstatnejsie ako toto konstatovanie je viak nieco iné. Zistenia o dvoch Starovych
koncepciach narodného hnutia, o jeho predstave moderného slovenského politického
naroda z rokov 1845 — 1848 v ¢ase vydavania Slovenskych ndrodnych novin® a o mytic-
ko-utopickej vizii Ruskom zjednoteného Slovanstva a v iom aj Slovenska (Schmar-
covd — Zajac 2016, Pichler 2016, Zajac 2016) umoznuju vytvorit minimalne triadicka
konfiguraciu slovenského narodného hnutia. Ak k tomu priratame ,,odtajnenti“ kon-
cepciu Podhradského ,,tajnej histérie panslavizmu®, ako ju prezentovala Joanna Gosz-
czynska (2015, 139 - 154), v ktorej vytvoril mesianisticka utépiu slovanského Uhor-
ska ako spolocnej vlasti Madarov a Slovanov, dostaneme viacpocetnu konfiguraciu
narodného hnutia ako siete s velkymi okami, ktort tvoria uzlové bodykoncepcie zrodu
moderného slovenského politického ndroda (Stir v rokoch 1845 — 1848) - vplynutia
slovenského naroda do samoderzavného, pravoslavneho Ruska s ruskym literarnym
jazykom ako jazykom spolo¢nej verejnej komunikécie (Sturov koncept Slovanstva
a sveta budiicnosti zac¢iatkom 50. rokov), Launerovej predstavy zapadne orientova-
ného slovenského politického naroda, jazykovo vrastajuceho do madarského Uhorska
a Podhradského vizie slovanského, rusky orientovaného Uhorska s madarskym naro-
dom, jazykovo splyvajiucim so slovanskym prostredim. Tri z tychto koncepcii ostali
len latentnymi. V kone¢nom désledku sa presadil Sturov model moderného sloven-
ského politického naroda, ktory prekonal historické peripetie az po sti¢asné zapadné
ukotvenie, ale nemozno popriet, Ze presietovanie tychto styroch koncepcii predsta-
vuje latentne alebo manifestovane, v zarodo¢nej alebo rozvinutejsej podobe ,,potr-
hand siet“ (Kobyliniska 2016: 33) pluralitného modelu narodného hnutia 19. storocia.

Tibor Pichler (1998) poukazuje pre obdobie okolo roku 1848 na dalsie alterna-
tivy — na predstavy Jéna Paldrika a Samuela Stefanovi¢a a pre druht polovicu 19.
storo¢ia na koncept Milosa Stefanovi¢a (Pichler 2011). Anna Kobylifiska pripomina
zase Sama Vozéra a spolu s Marcelom Martinkovicom a Tiborom Pichlerom Jonasa
Zaborského (Pichler 1998, Martinkovi¢ 2011, Kobylinska 2016) a pre druht polovicu
19. storo¢ia Jana Nepomuka Bobulu a Jana Palarika (Pichler 1998 a Kobylinska 2016).

Takto sa nanovo, pluralitne konfiguruje slovenské narodné hnutie 19. storocia,
pri¢om sa nedd hovorit o rekonfigurdcii, lebo ako vnutorne diferencované sa fakticky
konfiguruje prvy raz. Do historiografie a dejin slovenského myslenia sa pozvolne
zavadza pojem narodného hnutia, ktory umoznuje jeho vnutornu diferenciaciu, hoci
zatial len nesmelo a popri tradi¢cnom monolitickom pojme $tirovci.

Bez ohladu na to sa v§ak novd, synoptickd koncepcia romantizmu nezaklada na
protiklade monolitického narodného hnutia $turovcov a vnutorne diferencovaného
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literarneho romantizmu, ale na korespondencii pluralitného narodného hnutia a lite-
rarneho romantizmu.

Oskér Cepan vytvoril dichotomicky model tohto vztahu, postaveny na opozicii
pragmatického/narodného romantizmu a mesianizmu. Lubica Schmarcova sa vratila
k povodnému Cepanovmu modelu zo zaciatku 70. rokov a rozrusila jeho dichoto-
micku povahu. Rozliila svétanstvo antifeudalneho liberalizmu ¢i kozmopolitizmu,
pragmatizmus, mesianizmus a v ramci mesianizmu jeho dve inkluzivne linie, pan-
mytologickd a panteologicku (t. j. soteriologicku). Zaroven vytvorila schému proce-
sudlneho vyvinu romantizmu: 30. roky oznacuje za subjektivne, 40. roky za objek-
tivne a 50. roky za absolutne (Somolayova 2006, 16 - 21).

Najnovsi vyskum vsak ukazuje, Ze romantizmus je este diferencovanejsi. Okrem
rozpravkového mytologizmu, ktory skiimala Jana Pacalova (2010), soteriologického
mesianizmu Michala Miloslava Hodzu (Goszczynska 2008 a 2015) a Sama Bohdana
Hrobona (Somolayova 2008) mozno rozlisit mytologizmus Samuela Ormisa a Viliama
Paulinyho-Té6tha, mesianistické ,vidboslovie® Petra Kellnera-Hostinského a dalsie
modality mesianizmu. Ako produktivne sa ukazuje uvazovanie o Zaborského roman-
tickej irdnii (Zajac 2011b, Kobylinska, 2012). Irena Biliniska situovala vyskum bieder-
meiera v Detvanovi Andreja Sladkovica do jedného z uzlovych bodov romantizmu.
Otvarasavyskum literarizovanych, povodne vecnych autobiografickych zanrov, akymi
st listy, zivotopisy, pamati, spomienky (Schmarcova 2016, Hudymac 2016, Majerek
2016), ktoré rozsiruju chapanie slovenského romantizmu o celkom nov liniu. Uka-
zuje sa v8ak, Ze u takych autorov, akymi st Janko Kral ¢i Jan Botto, dochadza ku kiza-
vym prechodom nielen medzi jednotlivymi liniami, ale aj vnutri jedného textu, ako
na to upozornuju Lubica Schmarcova na pripade Janka Kréla (2014) a Irena Bilinska
(2011) na priklade Smrti Janosikovej Jana Bottu. To véetko koresponduje so zdkladnymi
emociondlnymi naladeniami slovenského romantizmu: s Janosikovym melancholic-
kym smutkom (Jan Botto), patetickym entuziazmom ,,hrdinskej zmuzilosti“ u Sama
Chalupku, tragickou hrozou a uzkostou v Matore Michala Miloslava Hodzu, strastou
v Drdme sveta Janka Kréla a idylickostou u Andreja Sladkovica. Tieto naladenia maju
$iroku $kalu moznosti a mnozstvo emocionalnych modalit a ténov - vyjadrujucich
fakticky celé potencidlne rozpitie romantickej emocionality. Slovensky romantizmus
ma rovnako ako cesky - a to najmi v diele Bozeny Némcovej — svoje romantické
faktary, biedermeierovské kontrafaktiry a autobiografické fraktiary (Zajac 2005).

Pre slovensky romantizmus plati v este via¢Sej miere ako pre cesky jeho pritomnost
v celom ,,dlhom 19. storo¢i“ od prvych priznakov u Juraja Palkovica (Riskova 2016)
a Bohuslava Tablica (Riskova 2011), cez romantizmus Jana Kollara (Turecek a kol.
2012 a Zajac 2011a), na zaciatku tvorby subjektivny a predc¢asny, na konci vlastenecky
a oneskoreny, cez hrani¢ny pripad Kuzményho a jeho Ladislava, vykloneného na dve
strany - do klasicizmu a do romantizmu (Bilik 2016). Romantickost v slovenskej lite-
rature sa vSak nekon¢i 50. rokmi, ale pokracuje na hranici romantizmu a realizmu
u Bansella, v prvych Hviezdoslavovych a Vajanského lyrickych textoch. V 30. rokoch
20. storocia sa stava u Michala Chorvatha tym, ¢o by sme mohli vyjadrit v protiklade
k romantizmu ako literarnohistorickej udalosti romantickostou, ktort oznacuje Vla-
dimir Svaton v literature za dlhodobii tendenciu.
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Vedno s Germanom Ritzom by sa dalo zrejme hovorit nielen o romantickosti ako
polskom projekte 19. a 20. storocia, ale podobne by sa dalo uvazovat aj o roman-
tickosti slovenskej literatury. Jej rozpitie siaha od emocionality Juraja Palkovica
a Bohuslava Tablica v dvoch literarnych poliach, v klasicistickom hladani dynamickej
rovnovahy medzi racionalitou a emocionalitou a vo vynarajicej sa romantickej emo-
cionalite, pohybujucej sa na skale od afektu individualneho rozorvanectva v subjek-
tivnom romantizme po patos kolektivneho entuziazmu vlasteneckého romantizmu,
cez subjektivny literarny romantizmus 19. storocia ku kultirnemu fenoménu roman-
tickosti v 20. storo¢i. Ako sa dalej ukazuje, jednou zo zékladnych vlastnosti sloven-
ského romantizmu je aj napitie medzi jeho manifestovanostou a latentnostou, ktora
je priznac¢na nielen pre samotnt romanticku udalost 19. storocia, ale aj v rekonfigu-
raciach literarnohistorického vyskumu. Synopticko-pulza¢na koncepcia literarneho
romantizmu je otvorena. Nadvézuje na pluralitni koncepciu vnutorne diferencova-
ného romantizmu Oskara Cepana, doplia ju, rozsiruje, prehlbuje, koriguje. V tom je
povodna sila Cepanovej koncepcie, ale aj aktudlna dynamika vyskumu slovenského
romantizmu.

POZNAMKY

! Alexander Matuska sformuloval roku 1946 v kratkej programatickej tvahe Ludovit Stir zékladnu
tézu o revoluénom demokratizme Slovanstva a sveta budiicnosti, ktora sa traduje v historiografic-
kom mysleni od Jana Hucka az po Danielu Kodajovi, Romana Holeca ¢i Marcelu Bednarovi: ,,Bol
demokrat v socidlnom a socialistickom zmysle. A bol Slovan. [...] Jeho testament v knihe Slovanstvo
a svet budiicnosti sa uz neobmedzuje kollarovsky na literarnu vzajomnost - je to testament politicky.
Ak e$te nedévno vraveli u nds profesiondlni prekricaci nasich dejin, ze slovanskd myslienka, ako ju
chépal Stur, je roj¢enim, skuto¢nost ukdzala, Ze aj tu dal Zivot Sttrovi za pravdu. MozZe sa, prirodzene,
namietat, Ze dnesné Rusko, ktoré priviedlo riesenie ruskej otazky tak daleko, nie je Stirovo Rusko
carske; no ak sme schopni chapat tedrie a tizby minulych nie ako formulky, lez ako tendencie, potom
nebudt méct byt nazyvani odvaznymi ti, ¢o Stirovu diagnézu nazvi prorockou a ¢o povedia, Ze by
Sttir bol vyvinové smerovanie slovanské prijal za svoje (2011, 266 — 268).

Dalgim krokom v uvaZovani o skrytej a manifestovanej podobe literarnych textov, ale aj literdrno-
historickych udalosti méze byt charakterizovanie ich poetiky, tak ako to pri poetike textu na zaklade
Jakobsonovho rozliSenia gramatiky a anagramatiky urobila Renate Lachmann (2014, 83 — 106).

O momente konfiguracie literdrnohistorickych udalosti uvazuje v stvislosti s Oskarom Cepanom
Toma§ Horvath. Ustivztaznil invariant literarnohistorickej udalosti s opisom jej konfiguracii, do
ktorych vstupuje a dostava sa prislusna literarnohistoricka udalost’, ,,aby sme v invariantoch neroz-
pustili udalost™. V suvislosti s medzivojnovou literatirou pise Horvath o ,konfiguracii plurality
viacerych smerov* (2003, 219). O Horvathovu formuléciu sa opiera aj Dalibor Turecek (2012, 97).
Joseph Vogl (2014, 156) sa teoreticky zaobera problémom ,,konfigurovania podl'a logiky vied o kul-
ture, logiky spdsobov predstavovania, logiky jazyka, poézie, dejin.

Cepan tu vychadza z organistickej predstavy zrodu, rastu a rozkladu romantizmu. Slovensky roman-
tizmus po roku 1849 chapal ako fazu jeho rozkladu. Tuto koncepciu musel opustit’, ked’ v 70. rokoch
sformuloval pluralitny koncept romantizmu, vychadzajuci z predstavy vnutornej diferencovanosti
ako jeho zakladnej vlastnosti. Cepan publikoval vysledky svojho badania v niekol’kych zakladnych
studidch: medzi ne patria najmé Romantizmus a mesianizmus (1972), Premeny ,,ducha a predmet-
nosti“ v slovenskom romantizme (1973), Ideové rozpory slovenského romantizmu (1979), Stiir, §tii-
rovci a slovensky realizmus (spravne ma byt romantizmus) (1982). Vysledky vyskumu zhrnul v §tudii
Razdelia romantizmu (1993), ktora je stcast'ou jeho rovnomennej nedokonéenej kniznej publikacie.
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5 Slovenské ndrodné noviny vysli ako reprint pod povodnym nazvom Slovenskje ndrodiije novini.
1956. Pripravil Vladimir Zabkay, §tadiu napisal Frafio Ruttkay. Bratislava: Slovenské vydavatel'stvo
politickej literatury a Novinarsky Studijny ustav v Bratislave.
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XXI. kongres Medzinarodnej asociacie
komparatistickej literatury vo Viedni

V dnoch 21. - 27. jula 2016 sa vo Viedni konal XXI. medzindrodny kongres ICLA/AILC (Inter-
national Comparative Literature Association/Association Internationale de Littérature Comparée
- Medzinarodnej asocidcie komparatistickej literattry), ktory sa niesol v znameni témy Mnoho ja-
zykov porovndvacej literatiiry, signalizujicej porozumenie medzi kultdrami, ako to formulovali aj
predseda asocidcie Hans Bertens (Utrechtskd univerzita), veduci organiza¢ného timu konferencie
Achim Holter (Viedenskd univerzita) a predstavitel organizacie UNESCO Frank La Rue. Kongres
pozostaval z vy$e 1500 predndsok v troch jazykoch (angli¢tina, nem¢ina, franctzétina), resp. zhruba
500 paralelnych panelov, ktoré boli rozdelené do piatich tematickych celkov: A. Umenie ako uni-
verzalny kod, B. Jazyk — podstata svetovej literatiry, C. Mnoho kultir, mnoho idiémov, D. Jazyk
tematologie a E. Komparatisti v praxi — profesiondlna komunikdcia. Medzi najvyraznejsie témy pa-
nelovych diskusii patrili migra¢na a exilova literatura, literarny preklad, digitalne humanitné vedy,
rozdielne pristupy k naratoldgii, kultirna pamat v literature, literatira a zivotné prostredie, queero-
vé perspektivy, literatira a antropocentricka doba, svet ¢inskeho znakového pisma a svetova litera-
tura, kolonizdcia, globalizécia, postimperidlne obdobie a tzv. nové svetova literatdra. Okrem vedkyn
a vedcov z Eurdpy a Severnej Ameriky boli na kongrese vyrazne zastipent literarni vedci z Indie,
Ciny, Iranu a Brazilie, ktori organizovali sekcie tematizujuce prislu§né narodné literatdry. Na tomto
vyznamnom svetovom komparatistickom podujati participovalo aj viacero ucastni¢ok a uc¢astnikov
zo Slovenska. Prispeli jednak dvoma rokovacimi sekciami ,,AutorS, ,Text“ und ,,Leser* im Kontext
(Komparatistik und Sozialwissenschaften) a Old and New Concepts of Comparative Literature in the
Globalized World, jednak individualnymi prispevkami v ramci roznych panelov, so samostatnou
prednaskou vystupil Jozef Marian Galik z Ustavu orientalistiky SAV.

DOBROTA PUCHEROVA

NAVRAT KOMPARATISTIKY K LITERATURE A JAZYKU
Ked sme v roku 2013 hladali zjednocujicu ¢rtu XX. medzinarodného kongresu ICLA/

AILC, ktory sa vtedy konal v Parizi, bolo tazké ju najst, jednotlivé témy sa $irili do vset-
kych oblasti a najroznejsich disciplin, dokonca aj do lekérskej vedy, bioldgie a fyziky. Dalsi,
v poradi XXI. medzinarodny kongres ICLA/AILC, podobny problém nevyvolal. Naopak,
akoby sa vracal skor k zaciatkom literarnej komparatistiky, ¢ize k porovnavaciemu $tudiu lite-
ratur. Vracal sa k zac¢iatkom aj tym, Ze bol opét v Eurdpe, zatial ¢o vacsina predchddzajucich
prebiehala mimo tohto priestoru.

Zda sa, ze Vieden skutoc¢ne dobre poslazila ako miesto komparatistického stretnutia, pre-

toze podobne ako Pariz upozornila aj na tradicie a minulost discipliny. Samozrejme, pred-
pokladom literdrnej komparatistiky je Siroka, svetova perspektiva, ale tieto dve posledné
stretnutia ICLA/AILC akoby chceli pripomentt, Ze sticastou sveta je eSte stale aj Eurdpa, a to
nielen v podobe eurocentrizmu, ale aj ako predmet $tudia - literattrou, orientaciami a fudmi,
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ktori sa tejto oblasti venuju. Vyznam eurépskeho kontextu pre komparatistiku je dany uz tym,
ze v porovnani s ostatnymi kontinentmi tu na relativne malej ploche Zije vela odli$nych naro-
dov, etnik a rds, vyznavajtcich rézne nabozenstvd a hovoriacich i piSucich odli$nymi jazykmi,
napriklad na rozdiel od Severnej alebo Latinskej Ameriky, ktoré su sice tiez vnutorne velmi
diferencované, ale v literattre pouzivaju jeden, resp. dva-tri jazyky, dokonca spolo¢né s Euré6-
pou. To sa jasne prejavilo v hlavnej téme kongresu Mnoho jazykov literarnej komparatistiky,
ktora postavila jazyk ako vychodisko komparativnej literatary vo funkcii predmetu vyskumu
i nastroja samotnej discipliny, ako napriklad v diskusii panelu komparatistov z Nemecka
o jazykoch teérie.

Z tohto postoja musela nutne vyplynut aj skutocnost, ze oficialnych komunikaénych jazy-
kov kongresu bolo viac ako obvykle - tri: angli¢tina, nemc¢ina a franctzstina. A neslo o for-
malne rozhodnutie. Okrem toho, Ze vSetky zdsadné prejavy boli prednasané trojjazycne, dalo
sa stretnut aj s pripadmi, ked celé zasadanie konkrétneho skupinového semindra prebehlo
napriklad vo francuzstine, pricom vobec neprekazalo, ak niekto polozil otazku v angli¢tine
alebo v nemc¢ine. Dokonca na niektorych stretnutiach sa jazyky striedali tym sposobom, Ze
otazka zaznela v angli¢tine a odpoved vo francuzstine a podobne. Tento jav bol nesmierne
ingpirujici (hoci sa vyskytli aj situdcie, ked sa tGcastnici stahovali kvoli jazyku na iné semi-
nére), no nielen to, bol aj zasadny, pretoze ukazal, ze komparatisti musia ovladat rézne jazyky,
nielen angli¢tinu, a Ze musia $tudovat literdrne diela v ich origindlnom zneni. Preco tento
truizmus? Bola som totiz svedkynou diskusie, kde sa hovorilo o tom, Ze cudzie literarne
diela mozno porovnavat aj na zdklade vylu¢ne anglickych pramenov, ¢ize len v prekladoch
do angli¢tiny. Je uzito¢né sa zamysliet, pre¢o tato myslienka vznikla a ¢omu by mala slazit.
Osobne si vSak neviem predstavit taky preklad, kde by nechybali isté aspekty originalu, ktoré
st nutné pre porovnavaci vyskum. Diskusia nepriniesla zavery, ale zamysliet sa nad dévodmi
tejto idey by stalo za to.

Déraz na jazyk v hlavnej téme kongresu sa spociatku mohol zdat obmedzujuci: iba
a vylu¢ne jazyk. Nakoniec sa ukdzalo, Ze sa tym otvorili aj mnohé skuto¢ne rozmanité per-
spektivy. Jednou z nich bol opét preklad, ktory sa objavil uz v Parizi, ale ktory sa opakoval
v mnohych podobach, ponimaniach a disciplinach. Témy postupovali od zdkladnych, opis-
nych otazok ako prekladova literatdra, cez vnutrojazykové preklady ¢i americka sekciu, ktord
sa venovala prizmatickému prekladu skimajucemu preklad vo vztahu k jazyku, emdciam
a idiomom atd., po preklad ako nastroj modernizicie v azijskej, korejskej komparatistike
alebo tlohu francazskych prekladov ako kultirnych mediatorov v prostredi Latinskej Ame-
riky. Otvorili sa vSak aj dalsie stvislosti, napriklad kontexty strednej a juhovychodnej Eurépy
vnimajtice Vieden a nemcinu ako blizke a zrozumitelné kultirne centrum, s ktorym mohli
byt v styku aj v minulosti a vo¢i ktorému sa mohli vymedzovat. Na kongrese sa tak stretla aj
odborna verejnost z malych krajin Eur6py, napriklad Luxemburska, ktora hovorila o otazkach
jazyka a prekladu alebo o funkcii nemciny, dalej tu bolo mnozstvo odborni¢ok a odbornikov
z Rumunska, najmi z Transylvanie, kde opét nem¢ina a madarcina zohrali vyznamnu tlohu,
vyrazné zastipenie malo Slovinsko, ale uz tradi¢ne aj Polsko, Ukrajina, Chorvatsko a Turecko.
V tejto atmosfére akoby sa odrazu vytvorilo akési ideové jadro spolu so spésobom myslenia,
ktoré nacierali z vychodisk a prameniov vic¢sine pritomnych relativne dobre znamych, pretoze
boli v tejto oblasti zdielané a diskusie sa mohli niest velmi konkrétnym a zrozumitelnym sp6-
sobom. Znovu sa otvorili aj otazky modernity, modernizmu a dokonca avantgardy, ¢istej poé-
zie alebo surrealizmu na hranici Eurdpy a zamorskych kontinentov, ¢ize v prostredi vzniku
i emigracie. Okrem toho treba pripomentt, Ze Vieden ako mesto dala moznost zacastnit sa
na velkom medzinarodnom podujati aj ekonomicky menej zdatnym univerzitnym a intelek-
tudlnym centram zo strednej a vychodnej Eurdpy, ¢im sa stala symbolom casti Eurdpy, ktord
tak zriedkavo dostava hlas.
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Ak by sme sa mali pozriet na kongres aj z inych stran, opdt bola vysoka ucast z Indie,
ale i z arabskych krajin, Ciny, Tajvanu a USA. Je zaujimavé, Ze najma komparatistickd obec
z USA dost zretelne presedlala na problematiku prekladu. Jej vyskum bol v$ak spojeny pre-
vazne s dvomi aspektmi — na jednej strane s jazykovou analyzou prekladu a na druhej strane
s jeho socidlnymi a politickymi hladiskami - migraciou a prejavmi migrécie v literatdre, pre-
kladoch, kulture a v socidlnych sférach. Uz v Parizi zalozila ICLA/AILC samostatny vybor
pre vyskum prekladu, ktory vedie Sandra Berman z Univerzity Princeton. Tento vybor sa
zaobera prekladom ako otazkou migraénych hnuti a vyrazom socidlnych skuto¢nosti ¢i mobi-
liza¢nych praktik, ktoré sa pomocou neho uskuto¢nuji v ramci aktivizacie Citatelskej verej-
nosti. Ide tu napriklad o tlohu prekladu na medzinarodnych kniznych podujatiach s cielom
zaangazovat publikum a pomocou performaéného prekladu (sekcia Engaging Publics In and
Through Translation) ho podnietit k ¢itaniu. Objavil sa aj velmi zaujimavy uhol pohladu, ktory
spolo¢ne iniciovali Rusi, Nemci a Francuzi a ktory upozornil na aspekt prechodu literarnej
imitécie od prekladu k plagiatu (Productivity of Plagiarism).

Pomerne casto diskutovanymi otdzkami boli aj pojem a predstavy svetovej literatdry. Tak
napriklad okrem témy, ktora odznela v sekcii slovenskej komparatistickej obce (pozri dalej
spravu Roberta Gafrika), sa o pojme svetovej literatiry hovorilo aj v ramci sekcie kompara-
tistov z Estonska, Luxemburska a Slovinska Speaking About Small Literatures in Their Own
Languages (Hovorit o malych literatirach v ich vlastnych jazykoch), kde sa spominalo mnoz-
stvo roznych diel a autorov, ktori sa po roku 2000 k otazke svetovej literatury vratili. Ako nas
upozornili organizatori tejto sekcie, jej ndzov sa omylom zmenil, pretoze pévodne nemalo ist
o vlastné jazyky, ale o vlastné texty — discourses. To by vysvetlovalo, preco tito autori spracova-
vali otazky svetovej literatry bez najmensieho ponatia o tom, ¢o vzniklo pred nimi a z akych
néazorov dne$né diskurzy Cerpali, ¢ize vyrastli. Niet sa ¢o ¢udovat, Ze za tejto situdcie sa akoby
cez noc stal vynimo¢ne zdatnym odbornikom v otazke svetovej literatury Franco Moretti,
ktory pripomenul, Ze pri rieSeni otazok treba brat do tvahy aj literarne poetiky a vyrazové
prostriedky, ktorymi literatdry narabaja. Tento postup je mozno novy vzhladom na niektoré
vychytené a velmi vSeobecne alebo zjednodusene ideologicky ladené kultarne postupy pri
skiimani su¢asnej svetovej literatdry, nie je v§ak ni¢im novym, skor naopak, v prostredi stred-
nej a juhovychodnej Eurdpy. Morettiho autorita v otazke svetovej literatiry bola urcujica
aj v dvoch hlavnych prispevkoch na tému svetovej literattry, ktoré predniesli Emily Apter
a David Damrosch, vyznamné osobnosti svetovej komparatistiky z prestiznych univer-
zit v USA (New York, Harvard a Princeton). Ich panel mal obsazny a $iroky nazov Theory,
World Literature and the Politics of Translation (Tedria, svetova literatara a politika prekladu),
ktory jednoznac¢ne stivisel so smerovanim kongresu, takze u¢ast na nom bola pomerne velka.
Damrosch zacal predstavenim tradicii a histérie myslenia na tému svetovej literatiry a pre-
hliadkou diel, ktoré k tejto otazke vznikli. Aby publikum nestratilo nit, uvedené diela, resp.
ich knizné podoby, ¢ize obalky, figurovali jedna za druhou na Sirokej obrazovke. Boli to
knizky réznych autorov, medzi ktorymi nechybali jeho vlastné prace, a kde sa samozrejme
ako povodca tohto pojmu a myslenia invokoval Goethe. Hoci sa Damrosch pokusal obsiahnut
vskutku cely svet, takzZe miestami uvadzal aj viac-menej beletristické prace a prace z Orientu,
¢i uz pravého, orientdlneho, alebo len z vychodnych kultir zemegule, chybali medzi nimi
diela zo strednej Eurdpy, a to napriek tomu, ze by bolo vhodné ich spomentt ¢o len ako
zdvorila pripomienku kontextu, kde kongres prebiehal. Prehliadka obdlok knih bola rychla
a stru¢na. O dielach a pracach, ktoré vznikli v danej kultdrnej zéne (Durisin, Konstantino-
vi¢, Tuvan a autori zo zapadnej Eurdpy ako Dominguez, ako aj z Polska, Slovinska, Ukrajiny,
Ruska a pod.) v nej nebolo ani zmienky. Na rozdiel od Durisinovej monografie Co je svetovd
literatiira?, ktora vznikla roku 1992, teda o jedenast rokov skor, a to pod identickym nazvom
ako Damroschova praca What is World literature? z roku 2003, v prehlade nechybal uz spo-
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minany Moretti. Po stru¢nom prehlade farebnych obalok nasledoval vstup Emily Apter, ktord
vyzdvihla rolu prekladu, mnohojazy¢nosti, ale medzi re¢ou spomenula aj nazov jednej zo svo-
jich prac Against World Literature: On the Politics of Untranslatability (Proti svetovej literature:
o politike neprelozitelnosti, 2013), v ktorej déva vznik tejto témy do suvislosti s ¢innostou
amerického marxistu Djelala Kadira v ¢asopise World Literature Today, kde ju v rokoch 1991
az 1997 rozvinul ako hostujici vyskumnik v ramci badania literarneho postkolonializmu.
Hlavnou oporou v jej vyklade bola opat Morettiho koncepcia svetovej literatary, pricom hned
v uvode spomina aj znamy titul francuzskej teoreticky Pascale Casanova La République mon-
diale des Lettres (1999; Svétovd republika literatury, 2012). Ked uz niekolkokrat zopakovala
prvu Cast nazvu svojej prace, Against World Literature, vlastne jednej z jej mnohych prac,
ozval sa hlas z blizkeho pléna, ktory jasne zaprotestoval proti odmietaniu svetove;j literatuary.
Spociatku to bola iba do vzduchu vyslovena otdzka, preco je Apter proti svetovej literature,
ale vzapati sa zacali ozyvat dalsie hlasy, ktoré zdoraznovali, Ze svetov literatiru netreba nicit,
ze je to ich predmet vyskumu a Ze st na kongrese prave kvoli svetovej literatdre. Je zrejmé, ze
Apter nemala na mysli uplné odmietnutie svetovej literatiry a na protesty z pléna reagovala,
ze to myslela inak, nemala v$ak uz dostato¢ny priestor na dalsie vysvetlovanie. Celd debata
bola zaujimava, a to nielen z hladiska tedrie, ale aj z hladiska skuto¢nej roznorodosti nazorov
vo svetovej komparatistickej obci, ktora zahrna aj nestlad, ¢o sa v istej chvili medzi ndzormi
oficialnych re¢nikov z USA a ¢lenmi komparatistickej komunity (napriklad z Grécka) prejavil
a ktory iste nebude poslednym. Akoby to sposobilo miesto, kde kongres prebiehal, td pochy-
bovacna, stale problematizujiica atmosféra stredoeurdpskeho regionu.

Podobnych plenarnych vystapeni pozvanych odbornikov bolo viac, ako napriklad ¢itanie
z prekladu zndmeho cestopisu Christopha Ransmayra Atlas eines dngstlichen Mannes (2012;
v angl. Atlas of an Anxious Man, preklad Simon Pare, 2016) a diskusia okolo tohto zvlastneho
lyrického diela alebo rozhovor s nositelkou Nobelovej ceny Hertou Miiller pod poetickym
nazvom In jeder Sprache sitzen andere Augen (V kazdej reci sedia iné oc¢i). Treba spomendt aj
prispevok komparatistu a translatoldga Joepa Leersssena z Holandska, ktory sa stal znamym
svojou tedriou imagoldgie (na tato tému vydal viacero vyznamnych prac), ale ktory mozno
zmenil svoj pristup, pretoze v skutocne velmi osobitom a slavnostnom rezime predniesol
prednasku Behind Guttenberg’s Back: World Literature beyond Print Culture (Za Guttenbergo-
vym chrbtom: Svetova literatira mimo printovej kultury).

Okrem prednasok pozvanych hosti, plenarnych prednasok znamych osobnosti ICLA/
AILC a piatich zaujimavych okruhlych stolov sa ucastnicky a ucastnici venovali samotnej
kongresovej praci. Bola rozdelena na dva samostatné, paralelne prebiehajiice celky. Prvy
z nich spocival v zasadaniach a diskusidch skupinovych sekcii, ktoré sa vytvorili na podnet
samotnych ucastni¢ok a tcastnikov, planujtcich predstavit svoju pracu svetovej odbornej
verejnosti, a v sérii samostatnych prednéasok, ktorych témy a nazvy si prihlaseni ucastnici zvo-
lili individualne, a tak ich zaregistrovali do programu kongresu. Z oboch ¢asti bol vytvoreny
uzsi vyber, ale zdujemcovia sa mohli zaroven zucastnit na lubovolnom mnozstve zasadani, ¢o
niektori aj vyuzili, a tym ziskali reakciu na svoje myslienky z roznych oblasti a kruhov. Pred-
nasky boli zoradené podla tém do podobnych zasadnuti ako prace jednotlivych skupin, ¢ize
vo forme seminarov. Kedze Viedenska univerzita sidli v obrovskej budove s tromi nadvoriami,
s mnozstvom $irokych a dlhych chodieb, spojovacich priestorov a vysokych, rozvetvenych
klasickych schodist, pricom seminarne miestnosti a u¢ebné priestory st skuto¢ne velkorysé
¢o do $irky i ¢o do vysky, bolo prakticky nemozné cely program vtesnat do jedinej budovy.
Samotnych skupinovych sekcii zasadalo v jeden den v priestore hlavnej budovy univerzity
priblizne tridsat az tridsatpat, a to od deviatej do pol Siestej, ¢o budovu tplne obsadilo. Samo-
statné prednasky boli preto umiestnené do inej, modernejsej budovy, nedaleko hlavnej. Uz
z tohto d6vodu sa nedalo stihnut viacero prednasok v ¢ase jedného pracovného poldna, kedze
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aj premiestiiovanie bolo naro¢né. Preto si bolo treba velmi dosledne z programu vyberat. Tym
najlep$im miestom stretdvania bolo vak prekrasne a rozlahlé vnutorné nadvorie univerzity,
kde v strede dominoval travnik s kosatym stromom a lezadlami a kde mali svoje miesto bufety
s obcerstvenim. Hlavny priestor vo vnutornej galérii okolo nadvoria vsak zaberali pulty s kni-
hami jednak z produkcie svetovych vydavatelstiev, ¢o je na konferenciach obvyklym javom,
ale aj pulty, kde ucastnici mohli rozlozit vlastna kniznd tvorbu alebo produkciu svojich uni-
verzit, ktora sa ¢asom aj rozobrala. Vynikajica bola idea, ze organizatori este pred zacatim
kongresu upozornili G¢astnikov, aby sa na tejto akcii zucastnili a priniesli knihy svojich pra-
covisk alebo vlastné na kongres a umiestnili ich na dvore na pulty, aby sa k nim mohli dostat
aj ich kolegovia.

Kongres trval celkom $est dni, ¢o bolo dost naro¢né, hoci jednym z tychto dni bola nedela,
venovand vyletu lodou po Dunaji. Ako inak, emblematicka rieka strednej Eur6py, spajajica
tolko réznych miest, krajov a jazykov, nemohla z programu viedenského kongresu vypadnut.
To bola aj jedna z myslienok organizatorov, s ktorou do sttaze o budiceho organizatora kon-
gresu v roku 2013 vstupili a ktorua sa im podarilo naplnit. Samozrejme, okrem toho, Ze sa tu
odohrali viaceré zaujimavé posuny, tykajice sa samotnej komparativnej literatury. Na zaver
vystuapil aj organizétor budiceho kongresu — Cina. A iste nie je bez zaujimavosti ani to, Ze
novym predsedom Medzindrodnej organizacie ICLA/AILC sa stal Longxi Zhang, kompara-
tista z Hong Kongu, ktory studoval v Pekingu a na Harvarde, kde aj prednasa.

LIBUSA VAJDOVA

AUTOR, DIELO A CITATEL V 21. STOROCI

V ramci kongresu ICLA vo Viedni sa 23. juna 2016 konala sekcia Kabinetu Dionyza
Durisina ,, Autor; , Text“ und , Leser” im Kontext (Komparatistik und Sozialwissenschaften) —
»AutorS ,dielo a ,Citatel“ v kontexte (komparatistika a socidlne vedy), ktort pripravili Mdria
Batorova (Pedagogicka fakulta UK v Bratislave a USvl SAV) a Ivo Pospisil (Filozoficka fakulta
MU v Brne). Ich cielom bola stucasna kontextualizdcia troch zakladnych clenov tvorivého
a umelecko-komunika¢ného procesu, no najma ista rehabilitdcia autora prostrednictvom
budovania novej metodoldgie a personalistickej koncepcie ako sucasti komplexného pristupu
k literarnemu dielu.

Sekciu otvorila Maria Batorova prispevkom Slowakische Literatur der Moderne im Kon-
text der europdischen Moderne. Komparatistik und Sozialwissenschaften (Slovenska literarna
moderna v kontexte eurdpskej moderny. Komparatistika a socialne vedy), v ktorom sa veno-
vala socialnym a historickym aspektom tvorby autorov-disidentov. Ivo Pospisil sa pri porov-
navani komparatistiky a aredlovych stadii (Comparative Literary Studies and Area Studies.
Advantages and Obstacles — Komparatistika a arealové $tudia. Vyhody a bariéry) zameral
na analyzu konceptov cas a priestor v literarnom diele. Pod nazvom Der Sammler als Auto-
biograph (Zberatel ako autobiograf) predstavila Monika Schmitz-Emans (Ruhr-Universitat
Bochum, Nemecko) tvorbu zbierok predmetov ako konstruktivny proces, ktory je vyrazom
zberatelovej ,,tvorivej vole, a to tak vzhladom na povahu zbieranych predmetov, ako aj na ich
usporiadanie®, sti¢asne predstavila konceptualizaciu zberatelskej ¢innosti vo vztahu k autor-
skej literarnej praci.

Byvald doktorandka USvL SAV Katarina Zechelové vystupila s prispevkom Kommunika-
tion und Schweigen in Prosatexten von Arthur Schitzler und Stefan Zweig (Kontextualisierung
als Weg zur Komparation typologischer Zusammenhdnge) - Komunikdcia a ml¢anie v prézach
Arthura Schnitzlera a Stefana Zweiga (Kontextualizdcia ako cesta ku komparacii typologic-
kych suvislosti), v ktorom sa venovala textovej analyze diel dvoch vyznamnych predstavitelov
viedenskej moderny. Sekciu uzatvorili vystipenia sucasnych doktorandov USvL SAV: Livia
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Paszmarova sa vo svojej prezentacii Péter Esterhdzy: The Author, the Text, the Reader or All of
Them? (Péter Esterhazy: Autor, dielo, Citatel alebo vSetky tri zlozky?) sustredila na otazku, ako
mdze byt autor originalny napriek tomu, ze vo svojich dielach vyuziva texty inych autorov.
Kristof Anetta prednasal o koncepciach sucasnej literatiry v prispevku pod nazvom Neo-
-sincere Theory in Comparative Literature (Te6ria novej uprimnosti v komparatistike).

LIVIA PASZMAROVA

STARE A NOVE KONCEPTY LITERARNE] KOMPARATISTIKY

V GLOBALIZOVANOM SVETE

Cesko-slovenska asocidcia porovnavacej vedy, ktord vznikla v roku 2014 so sidlom
v Ustave svetovej literatiry SAV, usporiadala na XXI. kongrese Medzindrodnej asocidcie
porovnavacej literarnej vedy (AILC/ICLA) vo Viedni skupinovt sekciu Old and New Con-
cepts of Comparative Literature in the Globalized World (Staré a nové koncepty literarnej kom-
paratistiky v globalizovanom svete). Sekcia sa konala v dnioch 22. - 23. jula 2016. Organiza¢ne
ju pripravil Rébert Gafrik z Ustavu svetovej literatiry SAV v spolupraci s Milosom Zelenkom
z Juhoéeskej univerzity v Ceskych Budejoviciach.

Téma skupinovej sekcie vychadzala z predpokladu, ze hoci je literarna komparatistika
disciplinou, ktora je uz od vzniku idey svetovej literatiry spojena s globalizaénymi pro-
cesmi, neskiima len rozne literatdry, ale sa aj rdzne praktizuje v réznych krajinach. Literarna
komparatistika tak nedisponuje len jedinym predmetom skiimania ani jedinou metédou.
Teoreticky a metodologicky diskurz prebieha v rozli¢nych jazykoch v rozmanitych mocen-
skych vztahoch. Do komparatistického diskurzu sa dostdvaji nové pojmy alebo sa don staré
pojmy vracaju, ¢asto v novych vyznamoch (ako napriklad nedivno pojem svetovej literatdry
v americkej komparatistike). Cielom panelu bolo preskimat pluralitny svet teérie a metodo-
logie sucasnej literarnej komparatistiky, ako aj migraciu komparatistickych pojmov v case
a priestore, pricom sa malo poukazat na $pecifika lokalnych ¢i regionélnych tradicii kompa-
ratistického myslenia.

V prvy den skupinovej sekcie odznela vacsina prispevkov, pricom tvodné sa zameria-
vali na v§eobecnejsie otazky. V prvom paneli vystupil iransky komparatista Behnam Fomeshi
s prispevkom From Goethe’s Weltliteratur to a Globalized World Literature (Od Goetheho
Weltliteratur ku globalizovanej svetovej literatdre), v ktorom argumentoval, Ze v 20. storo¢i
porovnavacia literarna veda prekonala nacionalizmus a v 21. storo¢i presla od multikultura-
lizmu ku globalizacii. Adam Kola z Polska v prispevku Mafowist, Braudel, Wallerstein: Between
World History and World Literature (Malowist, Braudel, Wallerstein: medzi svetovymi deji-
nami a svetovou literatdrou) poukézal na prinos polského historika Mariana Matowista do
tedrie svetovych systémov a pokusil sa aplikovat jeho myslienky na pojem svetovej literatary.
Andrei Terian z Rumunska v prispevku Synchronism, Protochronism, and the Romanian Chal-
lenge to World Literature (Synchronizmus, protochronizmus a rumunska vyzva svetovej lite-
ratare) analyzoval najdolezZitejsie koncepty a tedrie navrhnuté rumunskou literarnou kritikou
v 20. storo¢i a ponukol ich ako alternativy alebo prefiguracie niektorych stc¢asnych konceptov
porovnavacej literarnej vedy (napr. Casanova, Moretti).

Druhy panel otvoril prispevok Iva Pospisila The Personalistic Approach as a Bridge (Per-
sonalisticky pristup ako most). Pospisil poukdzal na potencial personalistického pristupu
k literature ako na mozny most medzi starymi komparativnymi metodolégiami a novymi
modelmi, inklinujucimi ku kultarnym $tadiam. Britsky slavista Galin Tihanov v prednaske
Eastern-European Literary Theory: Its Impact on Comparative Literature (Vychodoeurdpska
literarna tedria: jej vplyv na komparatistiku), ktora pritiahla velké publikum, skimal vplyv
vychodoeuropskejliterdrnej tedrie (do ktorej zahrnul aj ruska) na porovnavaciu literarnu vedu.
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Treti panel sa venoval slovenskej a ¢eskej tradicii porovnavacej literarnej vedy. Libusa Vaj-
dova v prispevku Slovak School of Comparative Literature Studies, Its Past and Future (Slo-
venska Skola porovnavacej literarnej vedy, jej minulost a su¢asnost) predstavila tedriu medzi-
literdrnosti Dionyza Durisina a zamyslala sa nad tym, ako sa DuriSinove koncepcie vracaji
do st¢asnych diskusii. O ¢eskej komparatistike hovoril Petr Kucera v prispevku Konzepte der
tschechischen Komparatistik (Koncepty ceskej komparatistiky). Kucera sledoval vznik ceskej
komparatistiky od jej multidisciplinarnych pociatkov (vyznamné bolo napriklad spojenie
s folkloristikou a etnoldgiou), cez teoretické podnety Franka a Slavomira Wollmanovcov, az
po sticasné koncepty brnenskej $koly (Ivo Pospisil). S prispevkom Interliteratischer Zentris-
mus als Form und Funktionsweise der Weltliteratur (Medziliterarny centrizmus ako forma
a spdsob fungovania svetovej literattry) vysttpil Milo§ Zelenka a zamyslal sa nad vyuzitim
jedného z hlavnych pojmov Durisinovej teérie medziliterdrnosti v si¢asnom diskurze.

V poslednom paneli prvého dna skimala Elke Lackner z Rakuska premenu literatdry
v novych médiach v prispevku Die Videos der YouTube-Stars als Aktualisierung traditioneller
Textformen. Eine komparatistische Anndherung (Vided hviezd YouTubu ako aktualizcia tra-
di¢nych textovych foriem. Komparatisticka aproximacia). Nasledovala ju Jagoda Wierzejska
s prispevkom Galicia as an Ideological Concept of Selected Literatures and Comparative Lite-
rature in East-Central Europe (Galicia ako ideologicky koncept vybranych literatdr a porov-
navacia literarna veda v stredo-vychodnej Eurdpe). Robert Gafrik sa zamyslal nad orienta-
listickym diskurzom v strednej Eurdpe v prispevku Imagining the Orient in Central Europe
(Predstavy o Oriente v strednej Eurdpe).

Na druhy den sa konal posledny panel skupinovej sekcie, v ktorom odzneli tri prispevky.
Dobrota Pucherova sa v prispevku Post-Communist Theory as a New Direction for Compa-
rative Cultural Studies (Postkomunistickd tedria ako novy smer pre komparativne kultirne
$tudie) venovala niekolkym slovenskym a ¢eskym dielam, ktoré sa zaoberaju spomienkami na
obdobie socializmu. Dorota Kotodziejczyk hovorila o vztahu postdependenénych a postko-
lonidlnych stadii v aplikdcii na region strednej a vychodnej Eur6py v prispevku Comparative
Posts Going Political - On the Contentious Relations of Postdependence Studies and Claims to
Postcoloniality in Central and Eastern Europe (Spolitizovanie komparativnych post — O spor-
nych vztahoch postdependencnych $tadii a narokovania si na postkolonialnost v strednej
a vychodnej Eurdpe). Maria Batorova sa ststredila na jazyk tém a diskurzov v moderne v pri-
spevku ,, Intertextualitit® in der Moderne, Malerei und Literatur (,,Intertextualita“ v moderne,
maliarstve a literattre).

Prispevky skupinovej sekcie sa zamerali najmé na heterogénny region strednej a vychod-
nej Eurdpy, kde vznikli v 20. storo¢i komparatistické koncepcie, ktoré sa vyvijali paralelne
¢i v dotyku s americkou a francuzskou komparatistikou. Prispevky sa pokdsili objasnit, ako
jednotlivé komparatistické tradicie medzi sebou komunikuji, v ¢om sa stretavaju, v ¢om roz-
chadzajt a aky maju potencidl vzajomne sa obohacovat. Tiez sa zamerali na otazku, ktoré
pojmy a koncepty neanglofénnej komparatistiky sa ukazuju ako zivotaschopné v su¢asnom
globalizovanom komparatistickom diskurze. Prispevky nemali len ¢isto teoreticky charakter,
ale sustredili sa aj na preskiimanie roznych pojmov a konceptov vo vztahu ku konkrétnemu
literarnemu materialu. Skupinova sekcia Staré a nové koncepty literdrnej komparatistiky v glo-
balizovanom svete bola vynimo¢nym medzinarodnym podujatim, na ktorom komparatistky
a komparatisti zo Slovenska a z Ceskej republiky prezentovali nielen tradicie slovenskej a Ces-
kej komparatistiky, ale aj jej suc¢asné podoby.

ROBERT GAFRIK
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Kniha, ¢o predo mnou lezi a v ktorej si lis-
tujem uz dost dlhy cas, vzbudzuje uctu.
Nielenze je postavena na téme, ktora dava
moznost rozobrat udalosti v eurdpskych sta-
toch strednej a juhovychodnej Eurépy od 30.
rokov 20. storocia az do zaciatkov nového
milénia, ale aj tematicky je taka $iroka a roz-
noroda, ze pdsobi ako dejiny literatiry a kul-
tury tejto geografickej oblasti. Ide o proble-
matiku, ktort nikto nemal odvahu otvarat
a ktoru literarna veda, ba ani histéria z kra-
jin zédpadnej Eurdpy ¢i USA velmi nepozna
a nevnima ju ako problém, takze tu sa obja-
vuje v ucelenej podobe vlastne po prvy raz.
Podla ndzvu sa zaobera iba postkolonidlnou
skusenostou krajin strednej a juhovychodnej
Eurépy, cize byvalého socialistického tabora
po roku 1989, ale v skuto¢nosti sa dotyka aj
star$ich obdobi, skusenosti z druhej svetovej
vojny a fasizmu v tychto krajindch, ba aj dejin
samotnych. Tieto udalosti rozoberaju nielen
Poliaci v ramci uz klasickej otazky trojitého
delenia Polska, ale aj literati z pobaltskych
krajin i krajin komunistického bloku ako
Madarsko, Rumunsko a Slovensko. Spomi-
nam to preto, lebo sa tu rysuje ista paralela.
Hoci dejiny literatur tychto krajin po roku
1948, cize po nastupe tzv. ludovodemokra-
tického rezimu pod ,vedenim® Sovietskeho
zvdzu, uz boli napisané, velmi dlho trvalo,
nez sa v kulture prejavila ochota zaoberat sa
praktikami atlaku v 50. rokoch. Nepisalo sa
o nich, dlho sa neanalyzoval prinos literatiry
60. rokov a doteraz sa nerozobrali deforma-
cie v literatare a kultare spdsobené politic-
kym natlakom z obdobia socializmu. Toto
vahanie sa zvyklo ospravedlnovat tym, Ze
obdobie nie je este dostato¢ne uzavreté alebo
ze situacia nedozrela.

Zda sa vsak, ze situdcia po viac nez dvad-
siatich rokoch dozrela. Ako pise Dobrota
Pucherova vo svojom prispevku Trauma
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and Memory of Soviet Occupation in Slo-
vak (Post-)Communist Literature (Trauma
a pamit sovietskej okupacie v slovenskej
/post/komunistickej literatire), o proble-
matickych veciach, o traumatickych dejin-
nych udalostiach treba hovorit, pretoze ak sa
o nich nehovori, ak sa umelecky nespracu-
vaju, ustrnu v kolektivnej paméti v jednom
vyzname (150). Hoci sa celkom nezhodu-
jem s ndzorom, Ze by mohli uplne upadnut
do zabudnutia, je pravda, Ze sa moze stratit
vyznam, na zaklade ktorého by sme ich mali
posudzovat, ako aj ich dosah, pretoze sa
mozu posunut do iného registra. Nemozno
sa spolahnut na dalSie interpretacie, pretoze
kazdy moment je podstatny a iny.

Smerom k prehodnoteniu, prediskuto-
vaniu a mozno prerozpravaniu dejin v kul-
tarach strednej a juhovychodnej Eurépy sa
preto vybrali aj $tudie v zborniku. Ako vravi
nazov, ide o krajiny, ktoré patrili do socialis-
tického bloku v Eurdpe. To otvara niekolko
otdazok. V prvom rade vidime, ze vznika
samostatna oblast vyskumu literatary, ktora
otvorene problematizuje otdzku eurocen-
trizmu, kedZe krajiny strednej a juhovychod-
nej Eurdpy ako centrum nepdsobia, dalej
to, Ze vyskum literatdiry a kultiry nespociva
na kategorii naroda, ale na celku regiénu ¢i
oblasti na okraji alebo medzipriestoru (in
between) Eurépy, a na neposlednom mieste
sa ukazuje, Ze v zborniku sa celkom tspesne
podarilo vyuzit, rozanalyzovat, a tym aj
sproblematizovat  niektoré  prevladajuce
predstavy, ktoré sa uz desatrocia pertrak-
tuju vo svetovom vyskume kultur ako post-
kolonidlny vyskum, orientalizmus a dalsie.
V tomto smere je prinos publikacie Postcolo-
nial Europe? Essays on Post-Communist Lite-
ratures and Cultures (Postkolonidlna Eurépa?
Eseje o postkomunistickych literatarach
a kulture) skuto¢ne vyznamny. Zbornik prac
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je vSak poOsobivy nielen svojim obsahom,
ale aj rozsahom. Deli sa na pat casti, ktoré
sa venuju roznorodej problematike: prva je
teoretickd a pojmologicka, druhd materia-
lova, miestami literdrnohistoricka, tretia je
venovana priestoru, $tvrtd vnimaniu Orientu
v cestopisoch z regionu strednej a juhovy-
chodnej Eurdpy a piata zachytava niektoré
prejavy sucasného kolonializmu v uvedenej
oblasti. Cela publikacia pdsobi premyslenym
dojmom.

Prva cast rozoberd, skima a konfrontuje,
spochybniuje a znovu navrhuje teoretické
vychodiskd i terminy discipliny, ktora sa
tu ¢rtd vo svojej réznorodosti, ale aj celist-
vosti. Je vyborné, ze cielom tejto casti, do
ktorej patria $tyri $tudie, je nielen definova-
nie a osvetlenie pojmov, ale aj vymedzenie
zakladnych znakov kulturneho, politického
i dejinného priestoru, na ktory sa terminy
a pojmy aplikuju a z ktorého vychadzaju
- jasne definovand odli$nost a ucelenost
strednej a juhovychodnej Eurépy. Tato Cast
prace vlastne prebudovava identitu oblasti,
ktora vo vSetkych svetovych a globaliza¢nych
pohladoch vzdy s nie¢im splyva, raz s Vycho-
dom, raz so Zapadom, raz s Juhom, inokedy
so Severom, takze nikto si neuvedomuje, Ze
uz po starocia tvori odlisny celok. Dokazuje
to nielen prvé $tddia knihy Madiny Tlosta-
novej, ktora otvéra teoreticku cast a ktora je
zdsadnd pre smerovanie celej knihy, ale aj
mnohé dalsie, bez ohladu na to, ¢i st teore-
tické alebo sa zaoberajt konkrétnym umelec-
kym materialom.

M. Tlostanova hned v avode svojho pri-
spevku piSe, ze pristup postkolonializmu,
ktory vznikol v tplne inom prostredi, ¢ase
a z inych ideologickych pozicii zjednodusuje
situdciu postsocialistickych krajin a kultur.
Ich moznym spolo¢nym menovatelom by
mohol byt pojem dekolonizacie. Dolezité je
podla nej rozliSovat medzi imperializmom
a kolonializmom a medzi rétorikou moder-
nity a logikou koloniality. Podla Tlostanovej
bola antikomunistickd disidencia chapana
zdpadnymi teoretikmi  postkolonializmu
ako pravicové hnutie a postkolonidlne hnu-
tie bolo zalozené na poststrukturalistickom
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kulturalizme, pricom ostatné pristupy sa
zamietli. Tieto neomarxistické postkoloni-
alne tedrie — ak vychadzaju subezne z hla-
diska postsocialistickych a postkolonialnych
rozmerov sveta — nie su schopné pochopit
zvlastnost postsocialistickych dejin a osta-
vaju slepé vo¢i mechanizmu, logike a vyvinu
modernity v regiondlnych dejinach. Dalsim
obmedzenim je skuto¢nost, Ze termin vzni-
kol v kruhoch zdpadnych marxistov, ktori
socializmus vo vychodnom bloku nepoznali,
resp. sami nezazili, tazko si teda uvedomovali
$pecifickost situacie v nuansach a rozdieloch.

Tlostanova zachadza aj do dejin. Rozdiely
doklada na skuto¢ne vyre¢nom priklade
imperialnych snah velkych dobovych moc-
nosti od 15. storocia. Globalnu kolonizaciu
datuje od tohto obdobia, pricom spomina
situdciu vo vychodnej Eurdpe. Ak si uvedo-
mime, ze nastup Osmanskej riSe na eurdp-
skom kontinente sa datuje rokom 1453, ked
bolo dobyté hlavné mesto Byzancie Kon-
stantinopol, a Ze Turci vstapili do Eurdpy
este o storocie skor bitkou na Kosovom poli,
zatial ¢o na druhej strane zemegule vstupil na
americky kontinent Kolumbus (1492), lahko
mozeme podlahnit fascindcii tychto zhod.
Tlostanova vyzdvihuje aj rozdiely v sposobe
kolonizacie medzi Vychodom a Zipadom.
Nasledky imperidlnych snéh oboch velmoci,
carskeho Ruska i Osmanskej riSe, sa preja-
vovali na Balkdne a v strednej Eurdpe po
celé starodia, ale tieto mocnosti nepracovali
primarne v rezime ideologického natlaku,
ale ekonomického odc¢erpdvania. Napri-
klad Osmanska ri$a ponechéavala velké tze-
mia na Balkdne nemuslimské, pretoze boli
nevhodné pre konverziu, vo vlade vyuzivala
sluzby ortodoxnych Grékov, povazovanych
za niz§iu vrstvu, ktord si mohla ,uspinit
ruky® financiami. Rozhodne preto nemozno
hovorit o postkolonializme v tychto oblas-
tiach v zmysle, ako pojem pouziva zdpadna
marxisticka veda, ktord primarne vychadza
zo skuisenosti narodnooslobodzovacich hnuti
v Afrike 50. a 60. rokov minulého storodia;
tieto ZSSR v 70. rokoch vyzbrojoval a vyvo-
laval v nich miestne vojny. Zaver je, ako pise
Tlostanova, Ze ovela lahsie by sa pracovalo
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s pojmom dekolonizacie, najmi v pripade
postsocializmu a jeho diskurzov. Podobny
pristup si nakoniec zvolili takmer vSetci
autori a autorky prispevkov. Tlostanova spo-
mina napriklad Dorotu Kolodziejczyk a Cris-
tinu Sandru, ktoré sa tymto otazkam venuju
stistavnejsie, ale po precitani vSetkych textov
je zrejmé, Ze niektori z autorov a autoriek
o podobné terminy vobec nestoja. Rovnaké
zistenia sa ozyvaju aj z poslednej a velmi
vystiznej $tudie piatej Casti a zaroven celého
zbornika, ktord napisala Jagoda Wierszejska
a ktort venovala sii¢asnosti Between the East
and West: The colonial present (Medzi Vycho-
dom a Zapadom: Kolonidlna pritomnost).

Pod tymto vyznamovym oblikom stoja
prace, ktoré sa venuju roznym aspektom
literdrneho, umeleckého, kultdrneho, iden-
titarneho i antropologického materidlu. Je
ich takmer dvadsat a kazda prinasa do spo-
lo¢nej témy jednak potvrdenie zdkladného
vychodiska - osobitost postsocialistického
vyvinu v strednej a juhovychodnej Eurdpe
a nemoznost jeho zredukovania na postko-
lonializmus, jednak réznorody literdrny
a kultarny materidl, ktory otvdra perspektivy
tolkymi smermi, Ze vo vysledku posobi ako
néacrt dejin literatury tohto regiénu. Dobrota
Pucherova v uz spomenutej $tadii interpre-
tuje slovenské romany, ktoré spracovali sku-
senost z rokov 1968 — 1969 roznym umelec-
kym sposobom, ¢im dosiahli rézne stupne
zavaznosti témy pre slovenskd kolektivnu
pamit, kulturu, literatiru a slovenské vedo-
mie dejinnosti.

Rumunsky autor Bogdan Stefanescu pri-
spel stadiou, v ktorej vyjadruje obsedantnt
tému rumunskej kulttry, a to nicotu, vzdu-
choprazdno, biele miesta, diery ¢i lakany
v dejinach Rumunska alebo v postaveni
rumunskej kultary vo svete. Tieto predstavy
sasti vyplynuli z ideologického diskurzu
socializmu, ktory ako kontrast budoval $pe-
cificka podobu socialistického nacionalizmu,
ale vychadzali uz z idei obrodenia, roman-
tizmu a ruralizmu 19. storoc¢ia. Mena ako
Cantemir, Eminescu, Eliade a Cioran, ktoré
Stefanescu spomina, vSak predstavuja presny
opak bielych miest. St to literarne osob-
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nosti, pricom rozhodne nie su jediné, ktoré
znamenali vyznamny vklad rumunskej kul-
tary do eurdpskych hodnét, no ich dielo sa
obchadzalo, pretoze niektori z nich emigro-
vali (z dovodu antisocializmu i profasizmu).
Napriek tomu ma rumunskd kultara dojem,
akoby v eurdpskom kontexte neexistovala,
pricom z tohto vedomia vychadza pocit me-
nejcennosti, deformujuci dokonca aj mladé
generdcie literdrnej kritiky a histérie.

Velmi prinosna je aj $tadia Edity Zsada-
nyi na tému zidovskej identity, vyjadrenej
pohladom, perspektivou a psychikou die-
tata. Uvedenut prizmu Casto vyuzivali aj diela,
ktoré stvarnovali protest, ¢i niekedy az nebez-
pecny ideologicky odklon za socializmu, tu
véak ide o spracovanie témy v romanoch
Gabora Németha Zsido vagy? (2004; Si Zid?,
2006) a Endreho Kukorellyho Tiindérvolgy
(2003; Udolie vil, 2006) z obdobia po pade
socializmu. Tym aj tato $tadia nadvézuje na
dalsi terminologicky uzol, ktory sa v zbor-
niku objavil viackrat - je to otazka podria-
deného subjektu (subaltern) a jeho moznosti
vyjadrenia v kolonialistickom diskurze.
Problém vznikol z konfrontacie s tvrdenim
zapadnej postkolonidlnej tedrie, konkrétne
Gayatri Chakravorty Spivak, podla ktorej sa
podriadeny subjekt v kolonidlnom diskurze
nedokazal ¢i vobec nemohol vyjadrit. Via-
ceri autori, podobne ako Edit Zsadanyi, v§ak
vo svojich $tadiach vyslovuji ndzor, ziskany
analyzou konkrétneho literarneho materialu,
a nie na zaklade politickych zovseobecneni,
ze subaltern, ¢ize podriadeny subjekt, sa nie-
lenze moze a dokaze vyjadrit, ale Ze si roz-
nym spdsobom situdciu potrebna pre vyjad-
renie aj sam vytvara. Pritom toto vyjadrenie
vobec nemusi byt ovplyvnené ideoldgiou
kolonizatora ani v pripade tzv. self-coloniza-
tion, ako to tvrdi bulharsky literarny historik
Alexander Kiossev.

Hoci ¢ast literarnej vedy je nazoru, ze tzv.
priestorovy obrat je v sucasnosti uz neaktu-
alny, tretia Cast §tudii v zborniku explicitne
problematiku priestoru strednej a juhovy-
chodnej Eurdpy rozpractiva, a to v roz-
nych aspektoch: geopoliticky aspekt, zmeny
v obyvani priestoru, krajinné, ekologické,
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mestské a rurdlne priestory, nasilné a vynu-
tené opustenie priestoru, strata priestoru
a istdt z neho plynucich, vyznam kolektivnej
pamati pri evokovani minulych ¢i mytickych
priestorov, otazka priestoru pre telo a na tele
¢loveka, rodova problematika a pod. K tomu
prispela svojou podnetnou S$tudiou Irene
Sywenko, ktord pise o geopoetike Zenského
tela a pomocou nej vysvetluje tragické osudy
Ukrajiny vo vztahu k ukrajinskej a polskej
fikeii.

Zaujem vzbudzuje aj budovanie priestoru
mesta — Budapesti — ako sidla Uhorskej rise
(odkazy na imperialistické snahy Uhor-
ska spred prvej svetovej vojny), ako o fiom
uvazuje Tamads Scheibner. Stranici ho zacali
prebudovéavat od nastupu Iudovodemokra-
tického rezimu a za socializmu na hlavné
mesto nového §tatu, nového naroda a socia-
listického urbanizmu podla vzoru Moskvy.
Autor studie priblizuje idylické a nostalgické
zobrazenia tradi¢nych a historickych miest
i zakuti starého mesta z pera medzivojno-
vych autorov, z ktorych sa cast zachovala
a dodnes funguje ako myticky odkaz minu-
losti. Tragickejsi je pribeh mesta Kaliningrad,
sidla dodnes existujucej Kaliningradskej
oblasti pod ruskou spravou, ktory priniesla
madarska autorka Xénia Gél. Evokuje v iom
nielen posledné desatrocia, ale celd staroé¢nud
histériu slavneho obchodného centra, sucasti
siete hanzovych miest v severnej Eurdpe,
ktoré kedysi patrilo do Eurépy pod réznymi
menami, takze dnes, izolované pod ruskou
spravou, sa mesto stava mytickym prvkom
kultarnej pamati, kde hlada svoju identitu.

Kniha Edwarda Saida Orientalizmus
vy$la po prvy raz roku 1978. Ako isté vycho-
disko bola pouzitd aj z hladiska strednej
a juhovychodnej Eurépy, sice nie priamo
ani jednoznacne, ale v kladnom i zdpornom
zmysle. Tato oblast Eurépy mala s orientaliz-
mom, s Orientom, s orientalizdciou a dal$imi
formami pojmu vlastné skusenosti, pricom
sama sa stala nositelkou, resp. predstavi-
telkou Orientu, a dodnes takto v zdpadnej
Eurépe v hlbokych vrstvach pamiti funguje.
Z toho vidime, Ze predsa len ide o trochu
iny Orient, nez aky mal na mysli Said v 70.
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rokoch 20. storocia, ked vo vdc¢$ine vycho-
doeurdpskych krajin pretrvavali spomienky
na ozivenie a zmenu politického kurzu zo 60.
rokov, prentho vtedy Orient znamenal, zjed-
nodusene povedané, takmer vsetko sprava
i zlava za Atlantickym a Tichym ocednom.
Stredna a juhovychodna Eurépa vnimala
Orient odli$ne. Uz len taka jednoducha jazy-
kova vec, ze Orient nemusi byt to isté, ¢o
Vychod, nehovoriac o rozdiele medzi Bliz-
kym vychodom a Dalekym vychodom. Iné
ponatie Orientu v strednej a juhovychodnej
Eurdpe vyplyva aj z toho, ze v 19. storoci
bola v politike zapadnej Eurépy povazovand
za zdsadnd otazku tzv. Question d’Orient,
t. j. orientdlna otazka, ktord sa tykala vojen
a konfliktov na Balkdne, prebiehajicich
po celé storo¢ie medzi carskym Ruskom
a Osmanskou riSou (boje o Krym, Bospor
a Dardanely, Cierne more a pod.). Velka ¢ast
$tatov juhovychodnej Eur6py ziskala vyriese-
nim tohto konfliktu nezavislost od Osman-
skej rise (Grécko, Bulharsko, Rumunsko
a mnohé dalsie). Na pozadi tychto rozdielov
vo vnimani Orientu mdzeme chapat aj to, Ze
Budapest sa stala v 16. storo¢i na sto rokov
pasalykom (Eilaet-i Budin), takze sa da pove-
dat, ze Orient kolonizoval Eurépu a Ze sa
vo svojich imperidlnych ambiciach striedal
s Ruskom. Preto je velmi dolezité vediet, ¢o
si mysleli o vyzname Orientu kulttry stred-
nej a vychodnej Eurdpy samotné. Malokto si
uvedomuje, Ze v medzivojnovom Ceskoslo-
vensku sa napriklad pojem Orient vo vztahu
k tizemiu juhovychodnej Eur6py nepouzival,
pretoze tieto krajiny sa, naopak, pokusali
dostat sa hlbsie do eurdpskeho kontextu,
ale okamzite sa objavil v 30. rokoch, ked
nastupili profasistické tendencie v Eurdpe
(M. Hodza). To tieZ nebolo ndhodné.

Stvrta Cast recenzovanej knihy sa pod
titulom Imagining the Orient in Central Euro-
pean Communist Travel Writing (Predstavy
o Oriente v socialistickom stredoeurépskom
cestopise) zaobera prave touto otazkou, pri-
¢om na materidli socialistickych cestopisov,
ktoré vytvorili slovenski autori na zaklade
svojich skdsenosti z Indie, sa jej venuje
Rébert Gafrik. Podobne sa o cestopisoch
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z Ciny vyjadruje aj Martin Slobodnik, hoci
na Gafrikovom prispevku treba vyzdvihnut
to, Ze do obrazu zapojil aj Cast dejin tohto
vnimania, ¢ize aj poznatky z minulych obra-
zov o Indii na Slovensku. Z toho je zrejmé, ze
India neinaugurovala svoju pritomnost v slo-
venskej kultire za socializmu, ale Ze ma dlhé
tradicie. Je vSak zaujimavé, ako Gafrik zis-
til, Ze tieto cestopisy boli ¢asto utilitdrnymi
textami, ktorymi si cestovatelia takpovediac
zasluzili cestu, a teda ich museli napisat. Na
tento aspekt akoby sa zabudalo. Dalej treba
zdoraznit, ze okrem posolstva socializmu
a progresu, vietky cestopisy niesli odkaz na
internacionalizmus, ¢iZe otvorend a rovno-
cennd spolupracu vsetkych narodov. I to
bola dolezita ¢rta sovietskej ideologie, ktora
sa vyuzivala na intervencie v cudzine (inter-
naciondlna pomoc v Ceskoslovensku roku
1968, dodavky zbrani do Spanielska v 30.
rokoch, neskor do africkych krajin, do Ciny
a pod.). Bolo by podnetné, ale asi aj predvi-
datelné, pozriet sa na vnimanie vychodnych
$tatov a ich kultur, ktoré boli sucastou Soviet-
skeho zvizu.

Posledna, piata ¢ast knihy, ktora sme uz
spominali, sa venuje kolonidlnej sucasnosti,
opét v napiti medzi Vychodom a Zapadom.
Touto castou sa celd kolektivna monogra-
fia prihodne uzatvéra. Vsetky tri prispevky,
ktoré piata Cast obsahuje, st velmi aktualne,
napriklad otazka dal$ich osudov Ukrajiny
a jej kultury v dne$nom svete. Zo zaciatku
nie uplne jasny, ale postupne sa ¢oraz jed-
noznacnejsie vyjadrujuci, je aj prispevok
Dariusza Skérczewskeho, ktory uvadza fasci-
nujuci pribeh vystavy fotografii z domdacnosti
strednej a juhovychodnej Eurépy Casa mare,
ktoré nafotil fotograf z Nemecka a ktory
nimi vytvoril obraz tejto casti Eurdpy. Pri-
beh ma mnozstvo aspektov a $iroky dosah,
ako to dokazuje velky tspech vystavy v roz-
nych eurdpskych krajinach. Nézov vystavy
Casa mare je rumunsky a znamena velky
dom, ktory patri do matrice, znamej na Slo-
vensku ako: postav dom, zasad strom. Toto
slovné spojenie je nielen emblémom usa-
denia, rodinného a civilného Zivota, ale aj
socidlneho postavenia, majetku a vzdelania,
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pretoze poukazuje na vzdelani populiciu.
Posun vyznamu nazvu v $tudii od velkého
domu k obyvacke ako najkrajsej miestnosti
v dome, vystihuje celkovy vyznam, pretoze
v nom osciluju dva pdly protikladu - ¢o
sa vnima ako hodnotné v zdpadnej a ¢o vo
vychodnej Eurdpe. Je to vlastne prezentacia
identitarnych predstav kultdr strednej a juho-
vychodnej Eurépy. Predmety, postoje, ktoré
si fudia na snimkach vyberajt, symbolizujt
presne rovnakd duchovnu hodnotu ako ovela
drahsie a modernejsie predmety v zapadnej
Eurdpe, a ich postoj pred fotografom, ktory
sa na prvy pohlad javi ako strnuly, naaran-
zovany, znamena fudsku ddstojnost, vedomie
kulttry, a nie ¢udnost, orientalnost ani imita-
ciu, ¢ize vlastnu, pravi hodnotu. Ba ¢o viac,
symbolika domu plati nielen pre vychodnd
Eurdpu, ale aj pre zdpadnt Eurdpu. Zastavila
som sa pri tomto prispevku, pretoze ukazuje,
rovnako ako Pucherovej interpretacie knih,
cestu, ktorou sa novonadrtnutd ¢ nazna-
¢end oblast $tidia ma moznost vybrat. Ba
¢o viac, podporuje ho aj prispevok Jagody
Wierzsejskej. Vychadza z toho, Ze koncepcia
zapadného postkolonializmu vychodoeu-
répskym krajindm nevyhovuje, pricom ma
na mysli v prvom rade Polsko a Ukrajinu,
ale aj byvalé casti Rakusko-Uhorska a dalsie.
Podla nej bol vyvin v tomto regiéne Eurdpy
vndtorne rozporny a hybridny, cize ovela
zlozitej$i ako na Zapade. Preto tato situdciu
nazyva palimpsestom a v celej studii vlastne
upozoriiuje na stale premeny, striedanie,
zmie$avanie, splyvanie ¢i pozi¢iavanie si
foriem alebo prostriedkov i na zmeny ich
funkcii. Pozornost venuje aj paralelnej exis-
tencii vztahov hegemonie a podriadenosti
istej krajiny a explicitne sa vyjadruje, Ze ista
kultdra (krajina) mohla byt sti¢asne ovlada-
nou a sama ovladat. Podobnych prikladov by
sme v strednej a juhovychodnej ¢asti Eurdpy
nasli bezpocet, a preto nie je prisne uplatio-
vanie zavedenych, svetovych terminov, poj-
mov a v nich obsiahnutych predstav velmi
vhodné. Stcasne si treba uvedomit, a Wier-
zsejskej myslenie k tomu smeruje, Ze kedze
ide o starsie a historicky utvorené koncepcie,
iste sa ich vnimanie medzi¢asom zjednodu-
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$ilo a stalym pouzivanim zjednoznacnilo. To
sa s pojmami ¢asto stava. Wierzsejska, tak ako
Tlostanova a dal$i autori, konstatuje, ze kul-
turne zistenia alebo hodnoty strednej a juho-
vychodnej Eurépy nie st zdpadnym systé-
mom poznatkov a reprezentacii ani poznané,
ani osvojené. Plati to vSak nielen pre zapadnt
Eurdpu, ale aj pre tzv. Orient. Ak napriklad
¢inski literarni kritici vytykaju Eurdpe euro-
centrizmus, plati to sice pau$alne aj pre
strednu Eurdpu, ale pritom uplne zanika,
ze do tohto typu eurocentrizmu stredna
a juhovychodna Eurépa svojimi poznatkami
neprispela, pretoze sa ani nestala jeho tplnou
sticastou. Ba ¢o viac, ak sa z tejto ¢asti Eurdpy
ocitli isté prvky v koncepcidch eurocen-
trizmu, ich povod je zahmleny a ddvno zmiz-
nuty. To je zistenie nielen literatury, ale aj
histérie kultary, komparatistiky a translato-
logie, Cize $irsie a vSeobecnejsie konstatova-
nie. Wierzsejska sa zaobera sucasnou situa-
ciou aj za pomoci exkurzov do minulosti a do
priestorového c¢lenenia Eurdpy napriklad vo
vztahu k opozicii medzi hegeméniou Ruska/
ZSSR a Nemecka, Zapadu a Vychodu, alebo
so zretelom na désledky Rakisko-uhorskej
monarchie, ktort novodobé mocnosti 20.
storocia fakticky vystriedali. Dokonca odpo-
ruca ist aj dalej do minulosti a pozriet sa na
turecky imperializmus, ktory spominala aj
Tlostanova. Tento pohlad, podobne ako sa
to javi napriklad v prispevkoch Doroty Kolo-
dziejciuk, velmi efektivne rozmelnuje celt
jednoducht bindrnu konstrukciu starsich
zauzivanych terminov a rozpractiva ¢i obo-
hacuje obsah tychto pojmov napriklad tym,
ze rusi jednoznacnost koloniza¢nych schém,
ich dosledkov a efektov a najmi smerov. Zo
$tadie plynie poznanie, ze ani vzorové situ-
acie z uznavanych zapadnych prac nemézu
platit uplne a ze analyticky pohlad vychodnej
Eurdpy treba uplatnit aj na materidli zapad-
nej Eurdpy. Pretoze to, ¢o sa javi ako prob-
lematickost, orientdlnost, nesamostatnost
a podriadenost strednej a vychodnej casti
Eurépy, mohlo v dejinach platit rovnako
aj pre zapadnu, kedZe aj tato cast Eurdpy
sa vyvijala postupne, historicky, ovladana
mnozstvom susednych i domacich mocnosti
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a spormi s nimi, takze prikladov na koloni-
zovanu zapadnu Eurdpu by sa v dejindach iste
naslo velké mnozstvo. Koloniza¢né tenden-
cie st odveké a nikdy nie jednozna¢né, vzdy
na ne treba viac faktorov a vzdy sa na nich
zalastnuje viacero sil, ktoré posobia viace-
rymi smermi. Funkcie tychto sil st premen-
livé a ich smerovanie sa meni, pricom ich
efekty sa ¢asto obracaju proti ich pévodcom.
Nikto v tomto procese neostane nepozname-
nany. Pristup, ktory dokumentuju prispevky
v celej praci, upozoriuje najma na tato pre-
menlivost, nestalost a dynamiku, a preto je
pre vyskum postkolonidlnych ¢i postdepen-
dentnych tendencii podnetny.

To, ¢o prinasa zbierka $tudii Postcolonial
Europe? Essays on Post-Communist Literatu-
res and Cultures, ktora pripravili slovenski
literarni vedci Dobrota Pucherové a Roébert
Gafrik, je pohlad na literatiru z hladiska
regiénu, ktory musel prejst skasenostou
ideolégie komunizmu, pretoze sa v druhej
polovici 20. storocia ocitol vo sfére vplyvu
Sovietskeho zvdzu, ale ktory tento tlak
a negativnu skasenost prezil a vytvéral svoj
umelecky pohlad dalej. Je to ambicidzny
a uspe$ny pokus spracovat bezprostrednd
minulost strednej a juhovychodnej Eurdpy,
¢im sa radi medzi diela, ktoré sa o podobny
prelom uz pokausili, ako napriklad vyznamny
zbornik prac History of the literary cultures of
East-Central Europe. Junctures and disjunc-
tures in the 19th and 20th centuries (Benja-
mins, 2004 - 2010), ktory pripravili dvaja
literarni vedci prave z tejto oblasti — Marcel
Cornis-Pope a John Neubauer. Dosved-
¢uje to aj zdujem prestizneho vydavatelstva
Brill Rodopi, ktoré knizke svojim menom
zabezpecilo pozornost tak Citatelskej, ako aj
odbornej verejnosti z oblasti politologie, lite-
rarnej kritiky, histdrie, socioldgie, antropolo-
gie i umenovedy.

LIBUSA VAJDOVA
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BENEDIKTS KALNACS: 20th Century Baltic Drama: Postcolonial Narratives,

Decolonial Options

Bielefeld: Aisthesis, 2016. 235 p. ISBN 978-3-8498-1147-1

The problematic of colonialism and postco-
lonialism is mostly discussed in relation to
the regions of the Middle East, Africa, and
South and East Asia. Although the region
of Central and Eastern Europe was already
identified as postcolonial shortly after the
fall of communism in the so-called Eastern
bloc, the broadening of postcolonial stud-
ies to post-communist countries came only
slowly. The application of postcolonial theory
to the region of Central and Eastern Europe
has gained ascendancy in the past ten years,
especially in Poland and the Baltic coun-
tries. Benedikts Kalnacs’s book 20th Century
Baltic Drama: Postcolonial Narratives, Deco-
lonial Options draws on and develops this
discourse. As he writes in the introduction,
his postcolonial take on the Baltic countries
is motivated by personal experience of the
difference between post-communist society
and West European society as well as by “the
opportunity to look at things differently” (9).

Kalna¢s places Baltic cultures at the
crossroads between the West and the East
and explores the contexts in which one can
see them as colonized by foreign powers
coming from both sides. The arrival of the
German Knights in the 12th century to the
Baltic region laid the foundation for later
colonization. Even during the 18th and 19th
centuries, when the present-day regions of
Estonia and Latvia became part of the Rus-
sian Empire, Germans continued their cul-
tural dominance by preserving their laws and
German remained the local official language.
The end of World War I brought political
independence to the Baltic region and the
Baltic nations identified themselves as part
of European civilization. After World War
IT they became victims of Soviet colonial-
ism, which Kalnads interprets as a mimicry
of global coloniality. Only after the collapse
of the Soviet Union did the Baltic peoples
regain their political independence. Conse-
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quently, Kalnacs sees most of the dramatic
production of what we can call the long 20th
century (approximately from 1880 to 2015)
in terms of postcoloniality and decoloniality.
However, his interpretation is focused less on
the (post)colonial victimhood of the Baltic
peoples and more on their resistance against
the colonizers and ultimately, following Wal-
ter Mignolo, on the decolonial project.

Kalnacs utilizes the comparative research
of Baltic literatures of the past decades to
present the literary cultures of Latvia, Esto-
nia and Lithuania as what we can designate
in Dionyz Durigin’s terminology an interlit-
erary community. Despite considerable lan-
guage differences, the three countries share
a similar political and cultural history. How-
ever, Kalnac¢s does not attempt an exhaustive
historical account of Baltic drama. He rather
focuses on principal authors and works char-
acteristic of each pattern in its development,
which he identifies.

Kalnacs sees six such patterns to which
he devotes one chapter each: 1. the national,
which is associated with the national self-de-
termination of each of the Baltic countries
- Kalnac¢s focuses on the works of Latvian
playwright Radolfs Blaumanis (1862-1908)
in this chapter; 2. the philosophical, which
placed the Baltic cultures in European phil-
osophical and cultural contexts — Kalnacs
documents it via the works of Latvian writer
Rainis (1865-1929) and Estonian writer
Anton Hansen Tammsaare (1878-1940); 3.
the historical, which sought to preserve cer-
tain historical moments as well as challenge
the official interpretation of history in the
socialist period - in this chapter, Kalnacs
analyses the plays of Lithuanian writers Vin-
cas Kréve-Mickevicius (1882-1954), Justi-
nas Marcinkevicius (1930-2011) and Juo-
zas Grusas (1901-1986) as well as Estonian
dramatist Jaan Kruusvall (1940-2012); 4) the
contemporary, which focused on daily life, is
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documented by the plays of Latvian authors
Arvids Grigulis (1906-1989) and Gunars
Priede (1928-2000) and the Estonian Juhan
Smuul (1922-1971); 5) the absurd, which is
characterized by political and mental resist-
ance exemplified by the plays of the Estonian
Paul-Eerik Rummo (b. 1942) and the Lithua-
nian Kazys Saja (b. 1932); 6) the postcolonial,
which encompasses the period following the
fall of the Soviet empire — Kalnacs analyses
the works of Latvian authors Rata Mezavilka
(b. 1971), Inga Abele (b. 1972), Mara Zalite
(b. 1952) and Estonian playwrights Jaan
Tédte and Jaan Undusk (b. 1958).

Furthermore, Kalnad¢s shows that the his-
torical and cultural self-representation of the
Baltic nations follows two trajectories. The
first one encompasses the national, philo-
sophical, historical and contemporary pat-
terns, and characterizes the period from the
mid-19th century to the Soviet occupation of
1940. The second trajectory includes the con-
temporary, historical, absurd and (postcolo-
nial) national patterns and is characteristic of
the development of drama in the second half
of the 20th century.

Beside many interesting details about
Baltic cultural history in general and Baltic
drama in particular, Kalnads’s interpretation
of the development of the dramatic pro-

duction in the above-mentioned patterns is
definitely the most valuable part of the book
especially for those who are not experts on
Baltic literatures but are interested in more
general cultural processes. The book, pub-
lished in English, is evidently written with
such an audience in mind. It is an important
contribution to the understanding of the
ascent and character of modernity in the Bal-
tic region. The modernism as manifested in
the three countries may be less radical aes-
thetically but seems to have a strong politi-
cal undertone which Kalnads brings forward
expertly through the theoretical prism of
coloniality, postcoloniality and decoloniality.
Moreover, he argues that the 20th century
Baltic societies represent “the suppressed
side of modernity” (2015) - that they belong
to “its darker or colonial side” (216). At the
end, in the footsteps of Walter Mignolo,
he urges the Baltic societies to be open to
adecolonial epistemic shift, i.e. to understand
modernity from the perspective of coloni-
ality. Benedikts Kalnacs's book represents
a kind of postcolonial/decolonial criticism
which is not only an application of a ready-
made theory but an interpretation which
brings a fresh understanding of the develop-
ment of Baltic cultures in the 20th century.

ROBERT GAFRIK

JORG KRAPPMANN: Allerhand Ubergénge. Interkulturelle Analysen der
regionalen Literatur in Bbhmen und Mahren sowie der deutschen Literatur

in Prag (1890-1918)

Bielefeld: trancsript Verlag, 2013. 384 S. ISBN 978-3-8376-2075-7

Jorg Krappmann nimmt die Aufgabe der
Philologie in seiner 2013 erschienenen Stu-
die in der Tat sehr ernst, denn die hat es
mit Kommunikationssystemen zu tun, die
immer wieder neu perspektiviert, wahrge-
nommen und bewertet werden. Dennoch
kénnen wir in diesen Systemen eine gewisse
Stabilitit beobachten, die jedoch ohne
eine stindige, ununterbrochene Bewegung
nicht zu haben ist. So gesehen muss jeder
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Seiltinzer in Bewegung bleiben, um nicht
abzustiirzen und auf jede Bewegung erfolgt
eine Gegenbewegung. Auch ein literatur-
geschichtliches Bild entsteht in stindiger
Bewegung, dank einer beweglichen Kom-
munikationsbasis, die uns ermdglicht, uns
aufeinander einzupendeln und uns in einem
urspriinglich amorphen Raum zu orien-
tieren. Wir brauchen diese Fixsterne, diese
etablierten und anerkannten Anhaltspunkte
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fur unser kulturelles Selbstbild, wir brau-
chen Lessing und Goethe und Kafka, wir
brauchen den Literaturkanon. Kanon lasst
sich als soziales System beschreiben, dessen
Grenzen teilweise variabel, durchldssig und
partiell unbestimmt sind - darauf griindet
die Autopoiesis des Kanons. In diesem Sinne
gelten Kunst sowie auch Kanon als selbstre-
ferenzielle Systeme. Sie manifestieren, was
sie aus sich selbst machen. Und gerade die
Durchldssigkeit und Variabilitit der Gren-
zen des Systems macht das System lebendig
und gerade an diesen fluiden Grenzen finden
wir die meiste Bewegung vor, genau genom-
men in der Gréflenordnung Zentrum und
Peripherie. Joachim Kiipper formuliert diese
Gretchenfrage wie folgt: ,,Ist der literarische
Kanon kontingent und arbitrér in dem Sinne,
dafy man auch andere Texte hitte kanonisie-
ren konnen, dafl man dementsprechend den
Kanon ohne weiteres umschreiben konnte?“
(Kanon als Historiographie, 1997, 43) Die
Faktoren, die hier zusammenwirken, sind
praktisch (analytisch) unfassbar (sprich
komplex und dynamisch), daher auch kaum
zu modellieren, sie sind jedoch zu beobach-
ten.

Dieser systemische Prozess entwickelt
jedoch auch eine Art trige Eigendynamik,
die Simone Winko bezeichnenderweise
das Phdnomen der unsichtbaren Hand
nennt: ,,Um einen Kanon als Phanomen der
,unsichtbaren Hand‘ erkliren zu konnen,
miissen zundchst die einzelnen Handlun-
gen und Motive der Individuen untersucht
werden, die an der Entstehung des Phino-
mens mitwirken, einschliefllich ihrer Rah-
menbedingungen. Im zweiten Schritt ist der
Prozess zu erldutern, wie die Vielzahl der
unterschiedlichen Handlungen zu dem zu
erklarenden Phianomen fithrt“ (Literatur-Ka-
non als invisible hand-Phdnomen, 2002, 12).

Jorg Krappmann sieht seine Aufgabe in
der ,Entdeckung und der Wiederentdeckung
untergegangener Werke und ihrer Verfas-
ser® (11), behandelt demnach eine Materie,
die gewdhnlich kaum oder gar nicht behan-
delt wird, vernachléssigte Autoren aus der
Provinz. Die Werke, die vorgestellt werden,
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nennt Krappmann ,,prakanonisch’, wodurch
ein Umstand angezeigt wird, dass sie durch
das Selektionsraster der literaturgeschicht-
lichen Kodierung durchgefallen sind. So
gesehen miissen andere, fiir den etablierten
Kanon nicht giiltige Indikatoren aufgeru-
fen werden, um ihre literaturgeschichtli-
che Relevanz herauszustellen. Es fragt sich
dabei, wofiir diese Werke relevant sein sol-
len? Durch ihren regionalen Wirkungsradius
bestimmt gehoren sie in den Untersuchungs-
bereich der regionalen Literaturforschung,
wo wir mit einer meistens sehr untibersicht-
lichen Gemengelage konfrontiert sind. Was
an der vorliegenden Arbeit als erstes ins Auge
sticht, ist eine wohl iiberlegte und gut argu-
mentierte Vorgehensweise, die sicherzustel-
len scheint, dass hier kein einseitig verzerrtes
Bild der regionalen literarischen Kultur pra-
sentiert wird, das womdglich theoretischen
Uberlegungen nachgestellt wire. Eine Theo-
rielastigkeit kann man dieser Studie wahrlich
nicht vorwerfen, doch auch nicht eine vollige
Theoriabstinenz, denn die Theorie ist hier
nicht die Messlatte. Die Arbeit ist philolo-
gisch aus einem anderen Grund auffillig. Sie
erschlie3t ein philologisch weitgehend uner-
schlossenes Gebiet der deutschmihrischen
Literatur. Durch Nachforschungen in Archi-
ven hat sich der Fundus der Autoren in nur
13 Jahren mehr als verdreiunddreifiigfacht.
In einem unvorstellbar breiten Spektrum
von literarischen Zeugnissen, Lebenswegen
von Autoren, zeitgeschichtlichen Kontexten
etc. eine Kontur zu ziehen und ein akzeptab-
les Narrativ installieren zu wollen scheint ein
Ding der Unméglichkeit zu sein. Der Autor
dieser Studie belehrt uns jedoch eines Besse-
ren. Er legt ein Mosaiksteinchen zum ande-
ren, nicht ganz pritheoretisch, und schon
werden Zusammenhinge sichtbar, schon
wird das Bild differenzierter, detailreicher.
Dies verdankt sich einerseits dem enormen
Wissensstand des Autors, dessen Sachver-
stand hier in atemberaubender Virtuositit
prasentiert wird, und andererseits, so wage
ich aus dem Text erschlieffen zu konnen,
jenem Faktum, dass er Kultur imstande ist als
Text zu lesen und einen diszipliniibergreifen-
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den Zugang zu Texten bevorzugt statt einen
analytischen. Einmal mehr wird hier vor-
gefiihrt, dass Text und Kultur ein lebendes,
dynamisches System darstellen, dass sich
und seine Kontingenz immer wieder inwen-
dig projiziert und in sich als Prinzip des
Lebendigen tragt. Daher ldsst sich die Kultur
in Bohmen und Mihren, wie sonst wo, als
ein einheitliches Phanomen begreifen. Man
kann sie hochstens durch Analyse zum Still-
stand in der Darstellung bringen, wodurch
sich das Bild jedoch beim unmittelbar néchs-
ten Erkenntnisschritt als etwas Unwahres
entlarven muss. Jérg Krappmann macht auf
alle diese bekannten Fallstricke der Kulturge-
schichte mehr oder minder explizit aufmerk-
sam. Wie genau Systeme sich entwickeln, sich
wechselseitig beeinflussen etc. lasst sich nicht
analysieren, sondern nur beobachten, und
zwar an Textkommunikation. Und in diesem
Punkt sehe ich die wirkliche Starke der Stu-
die. Krappmann wird nicht miide, Kommu-
nikationsereignissen nachzuspiiren und aus
seinen Beobachtungen ein dichtes Netz an
Zusammenhéngen zu kniipfen. Und obwohl
an mehreren Stellen von Kanonerweiterung
die Rede ist, dies, glaub ich, ist nicht vor-
dergriindig das Ziel und kann es auch nicht
sein — hochstens ein angenehmer, sicher aber
letztendlich iiberraschender Nebeneffekt.
Ein weiterer Punkt, der diese Arbeit
unbedingt lesenswert macht, ist das bewusste
Verlassen des Bodens der politischen Kor-
rektheit, die in der Wissenschaft jeden Hoft-
nungsschimmer der Erkenntnis préventiv
erstickt und wissenschaftliches Arbeiten
praktisch pervertiert. Dies betrifft in ers-
ter Linie historische und sozialpolitische
Sachverhalte, deren Verkniipfungen oft sehr
unscheinbar, verdeckt, unterschwellig wirk-
sam sind. Krappmann macht aber auch auf
einen weiteren Sachverhalt aufmerksam -
und zwar auf die Gefahr einer wissenschaft-
lich zweifelhaften Vorgehensweise, welche
die Materie, die sie zu bearbeiten vorschiitzt,
nachhaltig diskreditieren kann. Dies istin der
Geschichtsschreibung ein Ubel, an dem die
ganze Disziplin krankt und Anlass genug ist,
eben als Disziplin sich in einer Art notwendi-
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gen kritischen Selbstreflexion zu {iben. Die-
ses selbstreflexive Moment ist in Krappma-
nns Buch stets prisent. Der weitverzweigte
Quellenbestand und die unzéhligen Quer-
verweise zur einschldgigen Forschungslite-
ratur geben allen Anlass zur Zuversicht und
geben Orientierungshilfe auf dem mehr oder
weniger unbekannten Terrain der Regional-
literaturen. Dies wirft insgesamt ein beson-
deres Licht auch auf kanonisierte Autoren
wie M. Ebner-Eschenbach, Ch. Sealsfield,
E Kafka oder R. M. Rilke. Die in der Lite-
raturgeschichte weitgehend ausgeblendeten
politisch-sozialen Zusammenhinge, die fiir
bohmische Lander pridgend waren, finden
in Krappmanns Buch auf hochstem Niveau
Berticksichtigung — was fiir den Bohemis-
musdiskurs zweifelsohne eine Bereicherung
darstellt. Krappmanns Gestus, der pauschale
Urteile grundsitzlich zu vermeiden sucht,
verdankt sich einem differenzierten Blick
auf kulturelle Unterschiede zwischen Boh-
men und Mihren. Dies ist fiir die regionale
Literaturforschung doch eine fundamentale
Voraussetzung. Um wissenschaftlich halt-
bare Aussagen treffen zu kénnen wird hier
von einer groflen Zahl an relevanten Daten
ausgegangen. Das Raster der Kartierung
der Regionalliteratur in Bohmen, Miahren
und in Prag ist daher sehr fein und verwei-
gert sich jedem nachtriglichen Vorwurf der
Pauschalisierung. Diese monographische
Arbeit eignet sich jedoch hervorragend auch
als Einstieg in die Problematik, da sie einen
prizisen historisch--theoretischen Uberblick
und eine kritische Aufarbeitung des For-
schungsstandes bietet.

ROMAN MIKULAS
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DUSAN TEPLAN (ed.): Mikulas Bakos$ a moderna literarna veda
Nitra: Filozoficka fakulta UKF v Nitre, 2016. 262 s. ISBN 978-80-558-0993-9

Titul prezentovanej publikacie velmi presne
definuje predmet vyskumu, ktory v sloven-
skom vedeckom kontexte dodnes absentuje
v komplexnej$om meradle. Jubilejny zbornik
z rovnomenného semindra usporiadaného
roku 2014 Katedrou slovenského jazyka
a literatury Filozofickej fakulty Univerzity
Konstantina Filozofa v Nitre je fundovanym
pokusom o pokrytie jedného z bielych miest
slovenskej literdrnej vedy. V 1vode jeho
zostavovatel konstatuje: ,, Aj ked tato publika-
cia nemdze nahradit dosledny a systematicky
vyklad BakoSovho diela, difame, ze kaz-
dému, kto sa o takyto vyklad niekedy pokusi,
poskytne vela dolezitych informacii. Okrem
toho budeme radi, ak nasa praca aspon scasti
prispeje aj k $irSiemu badaniu historickych,
kultdrno-spolo¢enskych a metodologickych
aspektov modernej literarnej vedy na Sloven-
sku“ (17 - 18).

Reflexia badatelského prinosu vyznam-
ného literarneho vedca 20. storo¢ia Mikulasa
Bako$a (1914 — 1972) zahfna okrem teore-
tickych $tadii renomovanych odbornikov
a odbornic¢ok zo Slovenska i Ceskej republiky
aj podrobny a velmi precizny bibliograficky
supis BakoSovych vedeckych prac, odbor-
nych prekladov, ako aj teoretickych textov,
venovanych vyskumu jeho zivota a diela.
Obraz vedca dokresluje vyber z kore$pon-
dencie, spomienkové materidly sucasnikov
i nasledovnikov, dobové fotografie a roz-
norodé ohlasy na vydanie knizného vyberu
teoretickych prac ruskych formalistov Tedria
literatiry. Vyber z formdlnej metody (1941,
1971), vaimaného v istych obdobiach vyvinu
slovenskej spolo¢nosti velmi kontroverzne.

Predslov  Magnetické polia literatiiry
a umenia a osamely bezec M. B. z pera dcéry
Mikulasa Bako$a, znamej divadelnej vedkyne
Zuzany Bako$ovej-Hlavenkovej, priblizuje
nielen pre mnohych dnes nezndme zlozité
peripetie otcovho Zivota a diela, pozoruhodné
rodinné okolnosti i priatelské vizby, ale zhod-
nocuje aj jeho profesionalnu ¢innost a sveto-
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nézorové postoje v premenach ¢asu. Malokto
zrejme vie, Ze Bako$ov otec bol slovenskej
nérodnosti a matka nemeckej, Ze sa narodil
v ruskej Odese za byvalého carskeho rezimu
(1914) a jeho povodné meno bolo Nikolaj a ze
sa v detstve s rodi¢mi vratil na Slovensko do
otcovho rodiska (Turiec). Od mladych rokov
prejavoval intenzivny zaujem o literatdru,
filozofiu a humanitné vedy, pri turbulentnych
zmendach politickych rezimov a $tatnych ideo-
16gii v priebehu 20. storocia na Slovensku ho
v$ak nebolo vzdy jednoduché v povolani lite-
rarneho vedca realizovat slobodne a nezévisle
od spolocenskych pomerov. Vsetky Bakosove
sestry neskor zili v Nemecku, jedine on sa
spolu so svojou rakuskou manzelkou a pia-
timi detmi usadil na Slovensku, resp. v byva-
lom Ceskoslovensku. Napriek nesthlasu otca
Bakos vystudoval literarnu vedu a estetiku na
Filozofickej fakulte Univerzity Komenského
v Bratislave a vrhol sa do viru literarnej prace,
uz v gymnaziadlnych c¢asoch uzko spojenej
s priatefom Klementom Simonci¢om, ktory
neskor emigroval do USA. Ich spolo¢ny zau-
jem o kultdru a umenie vyustil do pomatu-
ritnej cesty po Francuzsku, ktord predurcila
Bako$ovu neskorsiu prislusnost k skupine
slovenského bésnického nadrealizmu (Stefan
Zary, Rudolf Fabry a i.), v ktorej s Michalom
Povazanom posobil ako teoretik avantgardy.
Velky vyznam malo jeho kratke nedokon-
¢ené Studium na Vysokej $kole obchodnej
v Prahe, nakolko mlady Mikula$ Bakos pobyt
v metropole vyuzil predovSetkym na kon-
takt s umeleckym a divadelnym prostredim.
Zasadnym momentom v$ak bolo jeho vte-
dajsie zozndmenie sa s Janom Mukarovskym
a Prazskym lingvistickym kriizkom - Bako$a
definitivne posunulo na poziciu literarno-
vedného $trukturalizmu. V osobnom styku
s Romanom Jakobsonom si zaroven osvojil
myslienky ruského formalizmu, ktoré pova-
zoval za nevyhnutné teoretické podlozie pre
posilnenie exaktnosti v tom ¢ase velmi eklek-
tickej slovenskej literarnej vedy.
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Mikulas Bakos ako mnohostranny, inter-
disciplinarny humanitny vedec a zakladatel
Spolku pre vedecku syntézu (1937) reagoval
na podnety ruského formalizmu v zmysle
metodologickych a terminologickych vycho-
disk vlastnych vedeckych prac v oblasti slo-
venskej literarnej avantgardy, $trukturalizmu
a historickej poetiky: Vyvin slovenského versa
(1939, prepracované 1949, 1966), Problém
vyvinovej periodizdcie slovenskej literatiiry
(1944), Problémy literdrnej vedy véera a dnes
(1964), Avantgarda 38 (1969), Literdrna his-
toria a historickd poetika (1973) a i. Svojim
vyskumom sa usiloval zvySovat exaktnost
slovenského vedeckého myslenia, definovat
predmet literarnej vedy, precizovat literarno-
vedné pojmy a kategorie, ¢im zasadne prispel
k metodologickej kvalite literarnovedného
prostredia v oblasti slovakistiky i vyskumu
a recepcie svetovych literatar.

Reflexia Bako$ovho vedeckého myslenia,
jeho nesporného prinosu pre oblast moder-
nej literarnej vedy 20. storocia je v naSom
kontexte nevyhnutna, odhliadnuc od nie-
ktorych jeho ideologickych nazorov a posto-
jov, vynuatenych pravdepodobne nepriazni-
vymi dobovymi okolnostami. S odstupom
desatro¢i a v duchu dnesného samozrejmého
vnimania slobody slova a vedeckého skiima-
nia sa mdZeme len dohadovat, nakolko boli
jeho niekdajsie dobovo vyhranené marxis-
tické pozicie skutoénym vndtornym presved-
¢enim a nakolko doc¢asnym, nedobrovolnym
ustupkom pod existenénym tlakom, z obavy
o rodinu. Napokon Bako$ sim o sebe vzdy
hovoril ako o lavi¢iarovi, ¢o vysvetluje aj jeho
blizkost k umeleckej avantgarde, ktorej kon-
Struktivisticka linia bola vzdy spolocensky
a politicky angazovana.

Vedecké ambicie Bako$ zaintegroval
nielen do koncepéného podlozia vlastnych
vedeckych préc, realizoval ich aj ako zaklada-
tel a prvy riaditel Ustavu svetovej literatiry
a jazykov SAV (1964 - 1972). Na nezvycajnu
silu jeho osobnosti, intelektu a tvorivosti si
dodnes spominaji mnohi z vtedajsich aspi-
rantov. Ladislav Franek, ktory sa ako mlady
vedec formoval pod BakoSovym vplyvom,
sa prave tejto témy dotyka v $tadii Slovenskd
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literdrna veda a Mikulds Bakos. Konstatuje, ze
zhodnotit prinos a mimoriadne $iroky ohlas
jeho vedeckého odkazu stoji pred sti¢asnou
literarnou vedou ako nelahka tloha. Podnety
jeho origindlneho a kritického myslenia pri-
rovnava k inej vyznamnej osobnosti sloven-
skej literdrnej vedy 20. storocia, romanistovi
Jozefovi Felixovi, BakoSovmu rovesnikovi
a kolegovi. Podla Franeka sa BakoSova mno-
hostrannd osobnost a jeho vedecky zaber
realizovali pocas 20. storocia vo viacerych
etapach i rovinach literarnej vedy ¢i huma-
nitnych vied. V 30. rokoch sa zoznamoval
s koncepciami ruskej formalnej $koly, ktoré
sa v prekladoch do slovenciny (antoldgia Ted-
ria literatury. Vyber z formdlnej metody, 1941,
1971) usiloval sprostredkovat slovenskému
vedeckému prostrediu s cielom zexaktnit
dovtedy pozitivisticky a esejisticky zamerant
literarnu vedu. Mozno povedat, ze podnety
ruskych formalistov, ktori sa primérne sustre-
dili na $trukturalnu analyzu literarneho diela
a vystavbové momenty umeleckého textu bez
vacsieho zdujmu o spolocenské, ideologické
¢i historické pozadie jeho vzniku, ovplyvnili
Bakosovo celozivotné vedecké smerovanie
(uz v 30. rokoch v jednej z taziskovych prac
Vyvin slovenského versa, 1939). V dramaticky
sa meniacich politickych rezimoch a ich
protichodnych ideologickych stanoviskiach
v priebehu 20. storo¢ia na Slovensku bol
Bakos$ nuteny neraz obhajovat myslienky for-
malistov a ich nesporny vyznam pre troven
slovenskej literdrnej vedy, ¢o sa odrazilo aj
na dobovej recepcii a osudoch spominanej
antologie. Za prvej Ceskoslovenskej repub-
liky boli u nds formalisti odmietani ako
»sovietski autori®, hoci, ako sam Bakos pise,
vo svojej vlasti boli marxistickou literarnou
vedou tvrdo kritizovani a prenasledovani. Za
vojnového ludackeho rezimu, ked bola anto-
légia stiahnutd z obehu, musel Bako$ celit
utokom namierenym proti zaradeniu textov
od autorov zidovského pdvodu, predovset-
kym Jakobsona, s ktorym vyber z formal-
nej metddy pripravoval a ktory pred nastu-
pujucim fasizmom v Eurdpe emigroval do
USA. Po druhej svetovej vojne a postupnom
ovlddnuti vedeckého prostredia komunis-
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tickou ideoldgiou boli u nas ruski formalisti
striktne odmietani ako priekopnici imanen-
tného skimania literdrneho diela bez pozor-
nosti k jeho ideologickému a sociologickému
vyznamu.

V 30. az 40. rokoch minulého storocia
Bako$ zdroven upriamuje pozornost na teo-
retické otdzky literarnej avantgardy, podobne
ako ruski formalisti, ktori svoje teoretické
koncepcie v prvej etape posobenia utvarali
v uzkom vztahu s poetikou ruského futu-
rizmu zaciatku 20. storocia (predovsetkym
s dielom Velemira Chlebnikova a Vladimira
Majakovského). BakoSov bytostny zaujem
o eurdpsku, najmé franctzsku avantgardu
(André Breton, Louis Aragon), sa pretavil aj
do teoretickej reflexie oneskorene sa vyvija-
juceho slovenského nadrealizmu. Podielal sa
na priprave programového zbornika avant-
gardnej poézie Ano a nie (1938), svoje ski-
senosti neskdr zhrnul v antoldgii Avantgarda
38 (1969), predovsetkym v uvodnej $tudii
O pojme umeleckej avantgardy.

Na formovanie vedeckych postojov
mladého Bako$a mal okrem Jakobsona
vyznamny vplyv aj uz spominany cesky struk-
turalista Mukatovsky, ktory v rokoch 1930
- 1937 posobil na Slovensku, kde na Filozo-
fickej fakulte Univerzity Komenského v Bra-
tislave viedol Esteticky seminar. Zaujimal sa
o oblast slovenskej vedy, kultury a umenia
a taktieZ o svojich $tudentov (medzi nich pat-
ril aj Bako$), ktorych viedol k analytickému
a exaktnému mysleniu. Reflektoval mys-
lienky ruskych formalistov, no predovsetkym
rozvijal teoretické pozicie Strukturalizmu pri
skimani literarnych a dramatickych textov,
filmovych i vytvarnych diel. Od tych cias
oboch vedcov spdjalo hlboké priatelstvo,
intenzivne kontakty a dlhoro¢na spolupraca.
V stadii Jan Mukatovsky a Mikuld$ Bakos$
jej autor Ondrej Sladek konstatuje: ,,Znacny
podil na tom mélo nejen to, Ze oba méli zivy
zdjem o védu a uméni, ale také skute¢nost,
ze co se tyce typu osobnosti, byli si do jisté
miry velmi podobni. Oba byli pfisni racio-
nalisté, oba se kriticky stavéli vuci jakékoli
nepromyslenosti, nediislednosti a nesyste-
mati¢nosti, a to jak ve véde, tak v Zivoté“ (65).
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V stadii - Soucasnost  strukturalizmu
Tomd$ Hoskovec upozoriiuje na aktualnost
podnetov Strukturalizmu pre modernu lite-
rarnu vedu, ktoré vsak treba reflektovat his-
toricky adekvatne ako program formulovany
v istej dobe a prostredi v spojeni s konkrét-
nymi vedeckymi osobnostami. V Cechéch to
bol predovsetkym spominany Mukarovsky
a na Slovensku Bako$, ktori postavili inter-
pretaciu umeleckych textov, resp. celych
dobovo kanonizovanych textovych korpusov
na skumani ich $truktary ako stretu vyrazu
a obsahu, a zaroven na ich zasadzovani do
teoretického a literarnohistorického systému:
,Objektivita strukturalizmu spociva v tom, Ze
kazdou interpretaci pojimd jako strukturni
rozbor celku, a to rozbor s nadindividudlni
zévaznosti uvnitt jistého historicky daného
kolektivu, vazaného jistym souborem norem
a hodnot“ (58).

Bakosovo nadvézovanie na podnety rus-
kého formalizmu a ¢eského S$trukturalizmu
a jeho vysoka schopnost vedeckého myslenia
a zovSeobecnovania vyustili v 60. rokoch do
nového okruhu teoreticko-metodologickych
a historiografickych otazok. V taziskovej
praci Literdrna histéria a historickd poetika
(1973) sa usiluje o vytvorenie koncizneho
systému literarnej vedy na baze exaktnej
terminoldgie. Pomenava ho pojmom histo-
ricka poetika, ktory uplatnioval tak vo vztahu
autora a textu, slohového vyvinu a zanro-
vo-druhovej diferenciacie, ako aj v oblasti
synchrénnych a diachrénnych aspektov lite-
rarneho procesu, modernej komparatistiky,
medzikultirnej vymeny a literarnej komuni-
kacie. Anna Valcerova v prispevku Aktudlne
hodnoty diela Mikuldsa Bakosa konstatuje,
ze Bako$ vo svojich pracach syntetizoval
vysledky ruskej formalnej $koly a ceského
literarnovedného Strukturalizmu. Vyzdvi-
huje jeho nesporny prinos v oblasti verzolo-
gie, predovsetkym v diele Vyvin slovenského
versa (1939), kde zddraznil, Ze organizujucim
momentom ver$ovej Struktiry je akusticka
rovina, na ktord sa napaja zvukovy i graficky
aspekt, a napokon vyznamova zlozka basnic-
kého textu ako urcujica (na rozdiel od kla-
sicistického stopovo organizovaného a ¢aso-
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merného versa). Podobne ako predstavitelia
ruského formalizmu (Boris Tomasevskij, Jurij
Tynanov, Roman Jakobson) oznacuje Bako$
rytmus za zakladny organizujuci ¢initel poé-
zie, ktory prenika vSetkymi zlozkami versa,
determinujuc tak ich vzdjomny pomer (na
Slovensku na jeho vyskumy nadviazala Nora
Krausovd, Viliam Turcany a i.). Vyskumom
sylabotonickej podstaty basnického diela slo-
venskej $tirovskej generacie, P. O. Hviezdo-
slava, poézie slovenského realizmu, symbo-
lizmu i povojnovej tvorby Bakos§ vyznamne
prispel k vzniku modernej slovenskej fono-
légie, opierajucej sa o vyskumy ¢eského versa
v praci Jakobsona O (esskom stiche (1923,
neskor Zdklady ceského verse, 1926).

Verzologickym vyskumom Bako$a ve-
nuje pozornost aj Martin Stur v $tadii Prvé
vydanie Vyvinu slovenského versa od skoly
Stirovej v dejindch vedeckého, umeleckého
a filozofického myslenia na Slovensku. Uve-
dené dielo vnima ako pricu zasadného
vyznamu pre literarnu vedu, tedriu a prax
historického vyvinu ver$a, v mnohom antici-
pujucu metodolégiu humanitnych disciplin,
predovsetkym semiotiky, estetiky a lingvis-
tiky. Zial, tento potencial bol vo vedeckom
vyvine samotného autora i slovenskej vedy
a kultdry v autoritarskych obdobiach spolo¢-
nosti (klerikalny $tat, komunisticky rezim)
potlacovany a ideologicky deformovany. Stti-
dia poukazuje na fakt, ze historické okolnosti
vzniku diela (relativna prosperita a demo-
kracia prvej Ceskoslovenskej republiky) boli
pre rozvoj literatary a vedy priaznivé, preto
mohol Bako$ pomerne slobodne reagovat
na podnety ruského formalizmu, prazského
$trukturalizmu a Viedenského krazku. Jeho
scientisticky pristup mu dovoloval uvazo-
vat vedecky i historicky, vecne a objektivne
zhodnotit vers Sturovskej generacie, zalozeny
na ludovej tradicii a z poetického i vyvi-
nového hladiska poukazat na zmeny metra
a rytmu slovenského basnictva z nadhladu
svetového i domaceho verzologického mys-
lenia az k jemu azda najblizsej avantgardnej
nadrealistickej poézii.

Robert Gafrik v uvahe Mikulds Bakos
a osud ruského formalizmu na Slovensku

Recenzie / Book Reviews

mapuje zlozitd reflexiu formalnej $koly
v prostredi slovenskej literarnej vedy 20. sto-
rocia, kde potrebu scientistickej orientacie
vyskumu presadzoval prave Bako$. Drama-
tické peripetie dobového vnimania Bako-
$ovho moderného uvazovania o literatdre
poznacili jeho vedeckd osobnost a v konec-
nom désledku mali dosah i na jeho zdravie
a predc¢asny odchod. V stvislosti s recepciou
ruského formalizmu v$ak zanechal mnoz-
stvo zasadnych impulzov pre slovensku ver-
zologiu a poetiku, literdrnu historiografiu
a moderné porovnavacie $tudid.

Eva Tkacikova v prispevku K textologic-
kym iniciativam Mikuldsa Bakosa reflektuje
situdciu v slovenskej literarnej vede v obdobi
kratko pred druhou svetovou vojnou a po
nej, ked na bratislavskej univerzite postupne
vyrastala nova generacia literarnych ved-
cov, ktora sa koncom 30. rokov zacala hlésit
k modernej$im teéridm, najmd k ceskému
$trukturalizmu a ruskej formdlnej $kole
(Mikul4ds Bako$, Michal Povazan, Klement
Simon¢i¢). S iniciativou presadzovania nevy-
hnutnosti medziodborového vyskumu sa
v ramci Spolku pre vedecku syntézu usilovali
prostrednictvom literdrneho morfologizmu
a Strukturalizmu ,,diskvalifikovat idealistickd
metafyziku hegelovského historizmu a vtedy
v podstate amorfny pseudopozitivizmus®
(98). Tieto nazory prezentoval predovsetkym
Bako$ v programovej $tudii K rozvoju slo-
venskej literdrnej historie (1938) a v znamej
uvahe Problém vyvinovej periodizdcie sloven-
skej literatiiry (1944), kde ponukol $truktu-
ralistickd viziu typoldgie jednotlivych his-
torickych obdobi, postavent komplexne vo
vztahu k estetickej Specifickosti literarnych
diel. Po roku 1948 bola vsak tato tradicia
nésilne prerusend nastupujicou politickou
mocou a fou pozadovanou jednostrannou
ideologickou orientaciou literarnovednych
vyskumov. V roku 1950 bola pri Literdrno-
vednom ustave Slovenskej akadémie vied
a umeni zriadend tzv. Textologickd komisia,
ktora vypracovala Ndvrh zdsad pre vyddvanie
tlacenych pamiatok slovenskej literattiry. Svoje
vyhrady k nim Bako$ neskor zhrnul v $tadii
K vyvinu slovenskej textoldgie v poslednom
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desatro¢i (1960), kde textolégiu oznadil za
plnohodnotnu literdrnovednu  disciplinu
v zmysle hlbsieho skamania $pecifickych
procesov literatiury a historicky chapanej
estetickej analyzy.

Jubilejny zbornik, venovany Zzivotu a ve-
deckému odkazu Mikuldsa Bakosa, analyzuje
nielen jeho vztah k teoretickym nazorom
ruského formalizmu a deského Struktu-
ralizmu, ale aj nesporny prinos pre oblast
slovenskej basnickej avantgardy, verzolo-
gie a textoldgie. Za rovnako dolezitt oblast
BakosSovych vyskumov autori $tudii ozna-
¢uju jeho historiografické prace, obsiahnuté
predovsetkym v diele Literdrna histéria a his-
torickd poetika (1973), kde postihol zlozita
dynamicka Struktaru literarneho procesu,
ktorej zaklad tvoria literarne prady, smery,
zanrové formy a faktory ich dobovej vymeny.
Nitrianska publikacia fundovane zhodnocuje
zasadné podnety Bako$ovho uvazovania pre
modernt literdrnu vedu 20. storo¢ia v duchu

pluralitnej vedeckej koncepcie - historickej
poetiky, ktort chapal ako syntézu S$truktu-
rdlneho a historického pristupu k literarnym
javom (prepojenie synchrénneho a diachrén-
neho aspektu vo vyskume literatury, otazky
periodizacie literdrneho procesu a vyznamu
umeleckého kanonu). Bakosov $iroky inter-
disciplinarny pristup k taziskovym oblas-
tiam literarnej vedy (metodologické kon-
cepcie vyskumu, terminologické aspekty)
vo vyznamnej miere umoznili vybudovat
exaktné teoretické predpoklady pre podobu
sti¢asnej literarnej vedy integraciou postupov
viacerych humanitnych disciplin. Vysled-
kom dalsieho vyskumu Bakos$ovho diela by
preto mala byt komplexna reflexia ruského
formalizmu, jeho metodologického prinosu
pre slovenské literarnovedné prostredie na
zaklade hibkovej analyzy vedeckych prac
Mikulasa Bakos$a a ich domdcej a medzina-

rodnej recepcie.
SONA PASTEKOVA

JANKA KASCAKOVA: Katherine Mansfieldova. Medzi dvoma svetmi
RuzZzomberok: Verbum, 2015. 154 s. ISBN 978-80-561-0282-4

vy 1

Dlhoro¢ny zdujem Janky Kas¢akovej o tvorbu
Katherine Mansfield (1888 - 1923), anglickej
autorky novozélandského povodu, vyustil do
vydania syntetickej monografie Katherine
Mansfieldovd. Medzi dvoma svetmi (2015).
Knihe predchadzal vyber zo spisovatelki-
nej tvorby Nerozvdzna cesta a iné poviedky
(2013), obsahujuci sedemnast proz, ktoré
dokumentuju hlavné témy a etapy jej pisania.
Obe diela, posobiace aj vizualne ako kom-
plementarna dvojica, vytvaraji jednotlivo
i ako celok dostojnu platformu pre sloven-
sku recepciu jednej z kluc¢ovych prozaiciek
anglickej moderny, inovatorky poviedko-
vého Zanru. Treba konstatovat, Ze napriek
vzrastajucej popularite v anglofénnom svete,
ale aj vo Francuzsku, Taliansku ¢i Madarsku
a dlhej tradicii prekladov v Ceskej republike
posobi pritomnost K. Mansfield na Sloven-
sku stale inicia¢ne. Monografistka pontka jej
profil ako komplex pretinajucich sa suradnic,
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ktorych epicentrom je sice autorkino dielo,
ale v $irSom radiu prinasa mnozstvo rele-
vantnych informacii o anglickej moderne,
dobovom kultirnom svete, ument a literar-
nej praxi. Kas¢akova napriklad poukazuje
na spisovatelkine mnohorozmerné dotyky
a prieniky s tvorbou tych umelcov, ktori su
recepéne viac znami (V. Woolf, T. S. Eliot,
D. H. Lawrence a ini), aby nasledne nasvietila
tie znaky autorkinho diela, ktoré su priekop-
nicke a svojbytné.

Kasc¢akovej metdda pisania nesie v mno-
hom stopy anglofénnej literarnej vedy. Na
rozdiel od Strukturalistickej tradicie, ktora
doposial vyrazne ovplyviiuje tvorbu slo-
venskych literarnych vedcov, nie je doraz
dominantne koncentrovany na dielo a jeho
$truktdru; priestor knihy sa velkorysejsie
nuka aj biografickym a kontextovym suvis-
lostiam a anekdotam. Tato ¢rta odlahcuje
Kasc¢akovej rukopis, neposobi vsak lacno,
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kedze monografistka v ni¢om neobchadza
kritérid kvalitného vedeckého vystupu - spi-
sovatelkinu tvorbu dopliaju precizne edi¢né
poznambky, kniha pracuje so $irokou databa-
zou autorkinych zapiskov, listov i kritickych
prac a permanentne odkazuje na jej bohatt
a podnetnu recepénu reflexiu v anglofénnom
svete. Kas¢dkova na jednej strane neskryva
presvedéenie o vynimo¢nom prozaickinom
talente a sile osobnosti, prostrednictvom do-
bovych kritickych poznamok na autorkinu
adresu vSak ponuka aj alternativnu recepciu.

Recenzovand publikdcia je ¢lenend na
pét kapitol. Ich ndzvy su inspirované pro-
zaickinym svetom - citatmi ¢i parafrdzami
jej obltibenych autorov a tryvkami z jej diel,
ktoré autorka monografie spaja s klucovymi
témami jednotlivych oddielov: K. Mansfield
a modernizmus, poviedkovy Zaner, problém
¢asu a pamiti, postavy a témy proéz, posmrtna
reputdcia a recepcia Katherine Mansfield.
Témy sa vzdjomne prestupuji a doplitaju —
tym, ktoré maju v jednej kapitole len ilustra-
tivnu funkciu, je nasledne na inom mieste
venovany $iroky analyticky priestor. Pri ¢itani
sa nepostiivame z jednej uzatvorenej témy
do druhej, ale okolo tematickych okruhov
neustale oscilujeme, autorka ich nasvecuje
z roznych zornych uhlov a neustile doplha
stvislosti, ¢o neunavuje, ale drzi v pozitiv-
nom napéti; kniha je aj pri mnozstve faktov
¢itava, o nie je pri vedeckej monografii Stan-
dardna skusenost.

Kasc¢akova predstavuje modernu ako
mohutny, v mnohom prevratny spoloc¢en-
sky pohyb, avSak vyrazne individualizo-
vany. K. Mansfield z tohto hnutia cerpd
a zaroven ho spoluutvara, a to napriklad aj
schopnostou syntetického vztahu k umeniu
(prienikom vytvarnych, hudobnych a filmo-
vych prvkov a postupov do poviedkového
zanru), inovativnym vztahom ku kategrii
¢asu, ktory je reflektovany v napiti medzi
meratelnym a psychologickym, linedarnym
a cyklickym, tendenciou zachytavat prud
vedomia, stopu pamadti. Prestupovanie ¢aso-
vych rovin, prenikanie minulého a budtceho
do aktualne prezivaného ma v prozaickinej
tvorbe nielen prepojenie s Bergsonovymi ¢i
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Einsteinovymi pracami, ale aj s kataklizmou
vojny, v ktorej stratila brata, a s predtuchou
skorej smrti, anticipovanej tuberkulézou,
ktorej v mladom veku podlahla. Velky inter-
preta¢ny priestor je venovany S$truktdre
poviedok, ktoré su ¢asto budované ako volne
spojené série momentov, ukotvené v jednom
vyznamovom bode, predstavujucom rychly
ndhlad do zivota, ,moment bytia“ (47).
V duchu modernistickych tvah Kas¢akova
zameriava pozornost aj na dobovo pertrak-
tovand tému - emancipaciu Zien. Na jednej
strane zachytava tento pohyb v biografickych
stvislostiach - ako odvahu autorky vzopriet
sa rodinnym ocakdvaniam, teda zit auto-
némne v anglickej imigracii a aktivne poso-
bit v dobovo vplyvnych ¢asopisoch (New
Age, Rhythm); v tvorbe - cez odvahu tema-
tizovat domace a sexudlne nasilie, postavenie
Zien limitované tzkym domacim priestorom
a putami homogénneho (muzského) casu;
na druhej strane v$ak hovori o spisovatelki-
nej nevoli voci umelo vytvaranej exkluzivite
modernistickych autorov a vSadepritomné-
mu tematizovaniu sexualneho komplexu;
Zeny zobrazuje ako obete muzov, ale aj vlast-
nych predsudkov a limitov. Zdéraznuje pro-
zai¢kin priklon k univerzalizmu, ,,malym
Tudom’; in$pirdciu niz§imi formami umenia.
Pomerne velky priestor je v monografii veno-
vany aj literdrnokritickej ¢innosti autorky a jej
modernému reflektovaniu Zdnru recenzie.

Nazov poslednej kapitoly Spolo¢ny hrob
je odvodeny od udalosti, ked sa pre nepo-
zornost manzela, ktory nezaplatil hrobové
miesto, ocitlo spisovatelkino telo na kratku
dobu v spolo¢nom hrobe, odkial ho ,vykapil
vlastny otec. Kasc¢akova analogicky v tejto
¢asti mapuje dve tristné témy domdhajuce
sa ¢inorodého rieSenia - v prvom pripade
sa stopa renesancie zaznamenava, v dru-
hom privoldva. Dlhodobo vyhraneny obraz
autorky, ako ho sice dobre mienenou, ale
v kone¢nom désledku skodlivou oddanostou
utvaral jej manzel J. M. Murry, skreslil bio-
grafiu i podobu prac natolko, Ze obe oblasti
vyvolavali dojem neddveryhodnosti. Az do
jeho smrti v roku 1957 vsak nebolo mozné
ziskat bezprostredny pristup k materidlom
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a vytvorit prozaickin relevantny literarno-
vedny obraz. Slobodny vyskum jej diela tak
mohol zacat az v druhej polovici 20. storo¢ia.
Druh4 téma, ktorou Kas¢idkova knihu uza-
tvara, sa vztahuje na recepciu K. Mansfield
v byvalom Ceskoslovensku a jeho néstup-
nickych statoch. Komparicia s ¢eskym pro-
stredim vyznieva pre Slovensko nepriaznivo.
Na rozdiel od pozitivnej recepcie F. X. Saldu
uz v 20. rokoch 20. storocia (,tancici jiskry
prosy Katefiny Mansfieldové, ktoré prosivaji
temno lidského podvédomi jehlou hodnou,
aby $ila kosilky a sukénky vildm®, 122) a sty-
roch kniznych vydani jej poviedok (1938,
1952, 1958, 1975), ktoré prelozil a edi¢ne
pripravil vyznamny cesky prekladatel Aloys
Skoumal, bola recepcia na Slovensku iba frag-
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mentarna a skreslujuca — napriklad poviedka
Zena v obchode, ktord vysla v roku 1931
v periodiku Slovensky vychod, bola doplnend
mravoucnou pointou, ktoru origindl neob-
sahoval ani ju jednozna¢ne neimplikoval.
Kas¢akovej preklad a vedecka monografia st
tak prvymi komplexnej$imi pracami, ktoré
tvorbu K. Mansfield predstavuju slovenskej
Citatelskej verejnosti. Autorka venovala $ta-
diu tvorby tejto vyznamnej predstavitelky
poviedkového zanru vela usilia a energie,
preto by jej snaha nemala zapadnut prachom,
ale in$pirovat k dals$iemu ¢itaniu a reflekto-
vaniu - ved ¢lovek moderny je uz tak velmi
sti¢casnikom.
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