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The research focuses on selected lexical units that need to be decoded from an etymological
and semantic point of view in the semantic interpretation of P. O. Hviezdoslav’s poetic
texts. The article emphasizes the need for a deeper analysis of the author’s specific lexicon,
which is a partial problem in the context of research into his work. At the same time,
the issue can be considered one of the few areas of research into Hviezdoslav’s work that
is still insufficiently developed and which, with the use of current advances in artificial
intelligence, could contribute to a better reading reception. Given the contemporaneity of
the language, as well as the author’s Parnassian orientation and his knowledge of several
foreign languages, the article outlines an etymological and semantic analysis of selected
lexical units, mainly from his shorter epics. It reflects the complexity of the reception
of Hviezdoslav’s work and suggests how, with the help of etymological interpretation of
words, it is possible to arrive at a deeper semantic interpretation and a more adequate
interpretation of the poetic text.

Keywords: P. O. Hviezdoslav, etymology, meaning, poetic word, syntax, interpretation

Kapitola Hviezdoslav

Pokym §tvrté prepracované vydanie Literdrnej rukovite (1988) predstavuje $tudentom slo-
venskej literatiry bdsnicku tvorbu Pavla Orszagha Hviezdoslava ako jednozna¢ne vyznamnu
epochu vo vyvine slovenskej literatury s vypoctom jej umelecko-estetickych kvalit (Minarik
akol.,1988,s.195 - 201), konstatovania Mikulasa Bakosa z jeho dobre znamej publikacie Vyvin
slovenského versa od skoly Stiirovej (pov. 1939, dalej cit. 1949) prindsaju (v nadviznosti na star-
$ie hodnotenia Tichomira Milkina) jemu vlastnym spdsobom sproblematizovany a sociologic-
ky determinovany pohlad na charakter tvorby mladej postirovskej generacie.

Na jednej strane M. Bakos uvadza, ze Hviezdoslavovu generaciu charakterizuje ,,umeleckost,
literarnost basnického prejavu, ktora sa zaklada na kultivovani zlozitych, rafinovanych, od ho-
vorovej re¢i vzdialenych basnickych foriem a atvarov, na pestovani vysokych, literarnou tradi-
ciou kanonizovanych basnickych druhov® (Bakos, 1949, s. 151 - 152), ¢o by sa - vytrhntic onen
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citat z kontextu — mohlo javit ako nanajvys pozitivne hodnotenie formulované takmer v inten-
ciach $tylizacii Literdrnej rukovdte, avSak na ovela va¢Som priestore — pri uplatneni ,,obsirnej-
$ieho sociologického vysvetlenia“ — konstatuje spojitost diel Svetozara Hurbana Vajanského,
Terézie Vansovej, Eleny Marothy Soltésovej, Martina Kukuéina a v jadrnosti svojho kritického
priezoru aj P. O. Hviezdoslava s ,,malomestiackym Zzivlom", s orientdciou na ,, maloburzoaznu
inteligenciu®, pricom vy¢ita programové (pre slovencinu neprirodzené) vyuzivanie jambického
versa a nevhodnost lexiky (pouzivanie cudzich slov a tvorbu novych slov skladanim). Priamo
u P. O. Hviezdoslava napokon indikuje prilisnu exkluzivitu, antifolklorne zacielenie a vysoky
yartistny“ $tyl neprilnavy k citatelovi (s. 151 - 160).

Oproti Bako$ovmu hodnoteniu, z ktorého priaznivejsie vystupuji prave predstavitelia slo-
venského literdrneho romantizmu, mozno postavit metodologicky celkom odli$ne formulo-
vany nahlad Frantiska Koliho. Jeho hodnotenie logicky vyplyva z filozofie pozitivizmu ako
prazakladu realistickej poetiky. Argumentujic (okrem dalsich diel obdobia realizmu) aj bas-
nickymi cyklami P. O. Hviezdoslava, konstatuje, Ze v realizme ,,priroda, pravda, poriadok/za-
kony a skuto¢nost st synonymné vyrazy, ktoré vyjadruju ,podstatu’, charakter realistického
chapania skuto¢nosti v protiklade s romantizmom. Proti principu nesputanosti, neviazanosti,
neobmedzenosti a svojvolnosti romantického subjektu/génia sa akcentuje moment zaputna-
nosti, obmedzenia/obmedzenosti“ (Koli, 2010, s. 71 — 72). Z tohto hladiska mozno spolahlivo
»dobovo obhdjit“ Hviezdoslavovu vedome kreovanu autorski met6édu, najma pokial ide o jeho
orientaciu na ,,vysoky §tyl®, artistne prepracovany vers i exkluzivitu v oblasti tvorby lexikalnych
novotvarov, pricom to vSetko dovedna dotvéra celistvost paradigmy jeho celozivotného diela.
Momentom ,,zaputnanosti“ by v uvedenom zmysle bolo mozné charakterizovat taktiez snahy
autora o ,,zaokruhlenost® ¢i ,,klasicku celistvost® literarneho diela - vsetko to, ¢o v polovici
sedemdesiatych rokov minulého storocia zahrnul Valér Mikula pod vedome a postupne rozvi-
jany ,,mytus klasika“ (Mikula, 1997, s. 50 - 55).

Ak sa obratime na sucasnu reflexiu Hviezdoslavovej tvorby a jej vyskum, azda najlepsie vy-
zdvihol ,,mytus klasika“ v ¢itatelskej praxi Zoltan Rédey. Vo svojej $tadii Hviezdoslav - bdsnik
velkych paradoxov a paradoxnej velkosti z roku 2021 konstatuje, Ze vdaka mnozstvu metatextov
a vyberovych vydani vieme o Hviezdoslavovi v podstate vSetko, no napriek tomu nemame
k jeho dielu blizsie nez dobovy citatel. Bez ohladu na to, aké miesto zaujima v kanone slo-
venskej literatury, bezny Citatel jeho basnickym textom skratka nerozumie, i ked o vyzname
Hviezdoslavovho diela pre narodnu kultiru nemd najmensie pochybnosti. Stotoznujeme sa
tiez s tvrdenim, Ze nema zmysel popierat recepénd nepristupnost Hviezdoslavovej poézie
iba z dovodu, Ze literdarnovedni znalci a niekolki nadsSeni diplomanti tento problém nemaju
(Rédey, 2021, s. 593). Dopliime, Ze préve samotni literdrni vedci (Jan Gbur, Stanislav Smatlék,
Franti$ek Miko, Valér Mikula a i.) - navzajom sa reflektujtic - jednozna¢ne poukazujui na prob-
lematickost recepcie Hviezdoslavovej poézie.

Nemienime sa podrobne zaoberat optikou vsetkych literarnych vedcov skimajtcich dielo
P. O. Hviezdoslava, ¢o by napokon nebolo mozné vtesnat ani do rozsahu tisicky strdn, a rovna-
ko tak nie je nasim zdmerom narusat ustalenost hodnoteni o velkoleposti a neodskriepitelnej
umelecko-estetickej kvalite jeho basnickej tvorby, no v suvislosti s témou etymoldgie basnic-
kého slova a sémantickej analyzy musime na pozadi doterajsich vyskumov zdoraznit, ze spo-
sob basnikovej literarnej transformacie realisticky ponimanej skuto¢nosti nie je pre citatela
dobového ani sucasného jednoduchym sémantickym cvic¢enim. Skuto¢nost, Ze ide o problém,
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s ktorym boli konfrontovani tak neskorsi ¢itatelia, ako aj sucasnici P. O. Hviezdoslava, dokladd
publikacia Romana Holeca Kniha o ¢itani, ¢itanie o knihdch (2022) s podtitulom Kto, co, kde
a preco cital v ,dlhom 19. storoéi na Slovensku.

Autor monografie podrobne analyzuje ¢itatelské preferencie az do prvej polovice 20. sto-
rocia, pri¢om na viac ako tristo strandch nendjdeme podkapitolu venovand ¢itatelskému nad-
$eniu z poézie P. O. Hviezdoslava. Z obsahu naopak vyplyva, ze k citatelsky uspesnym titu-
lom doby patrili va¢smi jeho preklady Williama Shakespeara, Friedricha Schillera, Johanna
Wolfganga Goetheho a, samozrejme, viacerych polskych a ruskych spisovatelov, pricom v ¢ase
svojich tvorivych kriz P. O. Hviezdoslav saim zotrvaval v presvedceni, Ze umeleckym prekla-
dom je uzito¢nejsi nez vlastnou pdvodnou tvorbou (Holec, 2022, s. 133).

Problematickost recepcie basnickej tvorby azda najkanonizovanejsieho klasika slovenskej
literatury, ktory si tuto skuto¢nost sam dobre uvedomoval, mozno s definitivnou platnostou
vnimat ako fakt. Vyvstava otazka, ako k danému ,,Hviezdoslavovmu paradoxu® pristapit, ako
jeho dielo va¢Smi spristupnit, kedze skusenost ukdzala, ze ani vreckové vydania (napriklad
»dobre znamej“ Hdjnikovej Zzeny z roku 1975) by podobne ako v minulosti, ani dnes nepomohli
zasadne ovplyvnit kvantitu a kvalitu ¢itatelskej recepcie.

»Hviezdoslavov paradox

Pri rieSeni ,,Hviezdoslavovho paradoxu“ je nutné identifikovat hlavny, ¢i lepsie povedané je-
den zo zakladnych problémov, ktorym - ako uz z nazvu ¢lanku a jeho abstraktu mozno de-
dukovat - indikujeme originalnu autorskd lexiku. Bazou pre jej rozvinutie nebola vylu¢ne
Hviezdoslavova kompetencia a ,,umienenost® v oblasti vysokého basnického umenia, ale s vel-
kou pravdepodobnostou znalost viacerych cudzich jazykov a s nou suvisiaca skisenost v ob-
lasti umeleckého prekladu. Kreativita autora v oblasti slovotvorby, samotnej pestrosti a $irky
uplatnenej slovnej zasoby je jednak neodmyslitelnou sti¢astou autorskej poetiky, no zaroven
kltc¢ovym zdrojom citatelskej neistoty a nasledného neuchopenia basnického textu, ktory na-
vy$e disponuje dal$imi $pecifikami v oblasti vyrazu, syntaxe, versa, strofy, zanru, témy a dal-
$ich aspektov dotvarajucich autorov onen vysoky styl.

Napriek zameraniu sa na lexikalnu rovinu, musime mat na zreteli vSetky menované zlozky
autorského $tylu, pricom najbezprostrednejsi suvisiaci problém, ktory v porovnatelnej miere
ovplyviuje citatelnost aj samotnu ¢itanost P. O. Hviezdoslava, je syntaktickd vystavba jeho
umeleckych textov. Ak sme uviedli, Ze autorska lexika (so vSetkymi archaizmami, historiz-
mami, cudzojazyénymi motivaciami a vlastnymi novotvarmi) je pre sti¢asného Ccitatela pre-
kazkou, zlozita syntax (podmienena formou versa) jeho neistotu akcentuje az do momentu
uplného neporozumenia. Oporu predoslej tézy nachddzame v lingvistickom vyskume zame-
ranom na anticipaciu jednotlivych komponentov obsahovej struktury textu.

Juraj Vanko v danej stvislosti uvadza, ze ,,prijemca dokaze v procese komunikécie predpo-
vedat alebo predvidat ur¢ité jednotky textu este predtym, nez boli vyslovené, resp. i v takych
pripadoch, ked vyslovené neboli“ (Varko, 1999, s. 108). Anticipacia alebo predpovedatelnost/
nepredpovedatelnost naslednosti jednotiek textu vychadza z psychickej opozicie ocakavané-
ho/neocakavaného, ¢o je tizko spité so zivotnou skusenostou konkrétneho jednotlivca a da-
nej spolo¢nosti, v ktorej sa pohybuje (s. 108 - 112). Z hladiska recepcie umeleckého textu
mozeme uvedenu tézu aplikovat na kognitivnu schopnost ¢itatela do urcitej miery predvidat
obsah a formu umeleckého textu, ktory nasledne vstupuje do jeho vedomia. Ak dané postulaty
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uplatnime vo vztahu k sti¢asnému ¢itatelovi, ktory berie do ruk Hviezdoslavovo dielo, iba s taz-
kostami mozno predpokladat, ze by (odkazujuc tu na vSetky menované $pecifika autorského
$tylu a dobovost textov) zdsadne dokazal predpovedat obsah ¢i formu nasledujicej textovej
jednotky, ak prave nie je znalcom literdrnej tedrie, literarnej historie, alebo aspon ¢iasto¢nym
znalcom tvorby tohto klasika slovenskej literattry. Skusenosti z beznej komunikacie, ani prie-
merna Citatelska gramotnost k adekvatnemu porozumeniu Hviezdoslavovho basnického textu
jednoznacne nepostacuju, pretoze sémantika jednotlivych (po sebe nasledujicich) jazykovych
elementov basnickej reéi je vo forme a obsahu autorsky origindlna a nemusi bezprostredne
nadvézovat.

KedZe lexikdlnej rovine sa v ¢lanku dalej podrobne nevenujeme, odkazujeme aspon na ly-
ricky cyklus Krvavé sonety (pdv. 1919, dalej cit. 1952), ktory je na viacerych miestach ukdzkou
Hviezdoslavovej sémanticko-syntaktickej preryvanosti, kde forma versa do zna¢nej miery
uréuje jednak poradie uplatnenych jazykovych elementov (syntax), ako aj volbu konkrétnych
lexikalnych jednotiek. Ak by ditatel (iste naivne) predpokladal, ze v pripade kratkej epiky
(tematicky orientovanej na ,,nevysoky“ Zivot dedinského ¢loveka) bude Hviezdoslavova syn-
tax pristupnejsia, z omylu ho moéze vyviezt basnicka skladba Margita, ktora je pre zmenu
ukazkou autorskej originality pri praci s priamou recou postav: ,,, Mne sdm - inak, sa mi zdd
~“/,Sdm on?*,CoZe ti tak divné? / Aj mat jeho -*,Jeho matka? / Za uzly, viem — kym mfia, sta
/ koza néz... vas, sladkd, hladkd -*/ ,Po ¢om farba? — Od protivne...?*/ ,Bodla som sa do prs-
ta.*“ (Hviezdoslav, 1956, s. 30). Citanie bezprostredne za sebou radenej priamej re¢i dvojice
zenskych postav (hoci aj v kontexte deja) predpoklada nadpriemerné naroky na citatelska
pozornost, pretoze vyzaduje nielen ststredenie sa a porozumenie sémantiky jednotlivych
jazykovych elementov, ale zaroven precitenie rytmu basnikovho versa.

Vyznam a pdvod slova ako zakladné nastroje porozumenia basnického textu

Volba zamerat sa va¢$mi na lexikalnu rovinu basnickej re¢i vychadza z faktu, ze slovo ako za-
kladna jazykova jednotka je primarnym nositefom vyznamu. Odhalit vyznam kazdého slova
v umeleckom texte je nevyhnutnym predpokladom ¢itania s porozumenim, ako aj jeho analytic-
kého a interpretacného uchopenia. Isteze, jednotlivé vydania Hviezdoslavovej tvorby spravidla
obsahuju prilozené slovniky, no tieto osvetlia vyznam iba stru¢ne alebo povrchne, pricom nepo-
kryvaju potreby vsetkych skupin ¢itatelov s lisiacou sa trovnou ¢itatelskej gramotnosti.

Ako prvy z prikladov problematickej recepcie uvedme vyraz iskrenne z lyrického cyklu
Krvavé sonety: O, ludstvo! ludstvo! tak si vzdialené / nebolo nikdy od prikazu Krista: / Blizného
miluj ako seba! zlista / a bez vyhrady zplna, iskrenne.“ (Hviezdoslav, 1952, s. 30). Vydanie z roku
1952 v edicii Hviezdoslavova kniznica, z ktorého zamerne citujeme, nepovazuje uvedeny vyraz
za vyznamovo nejasny, co dokazuje aj jeho absencia v Slovnicku. Ide o vyraz dobovej lexiky,
ktory by sme nasli aj v dielach inych autorov, pricom jeho dobovy vyklad poskytuje viacero
moznosti.' Ako vSak ukazuje nasa sti¢asna univerzitna prax, via¢sina studentov slovenského ja-
zyka a literatiry ma tendenciu odvodzovat vyznam slova iskrenne od slov iskrivo alebo Ziarivo.

1

Vyklad slova iskrenny. Slovnikovy portdl Jazykovedného udstavu . Stira SAV [online]. [cit. 20. 12.
2025]. Dostupné na: https://slovnik.juls.savba.sk/?w=iskrenn%C3%BD &s=exact&c=Wb0b&cs=&d=
kssj4&d=psp&d=0gs&d=sssj&d=orter&d=scs&d=sss&d=peciar&d=ssn&d=hssj&d=bernolak&d=-
noundb&d=orient&d=locutio&d=obce&d=priezviska&d=un&d=onom&d=pskfr&d=pskcs&d=ps-
ken#
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Iba mald ¢ast z nich dokaze bez upozornenia narazit na kontextovy nestlad tohto mylne deko-
dovaného vyznamu v ramci prvého $tvorversia citovaného sonetu.

Presnejsie a plynulejsie dekoduju vyznam vyrazu iskrenne/iskrenny Citatelia, ktori disponuji
znalostami inych slovanskych jazykov, napriklad juznoslovanskych alebo jazyka ruského. Slovnik
slovenského jazyka z rokov 1959 az 1968, ktorého vyklady je v pripade Hviezdoslavovho diela
vhodné uprednostnit pred vykladmi novsich slovnikov, uvadza, ze ide o vyraz knizny, pochadza-
juci z rustiny a pouzivany bol vo vyznamoch: vrely, horiici, ohnivy, srdeny, nadseny a tiprimny.
Na ddvazok dopliime, ze vyraz iskren vo vyzname tiprimny sa v juznoslovanskych jazykoch pou-
ziva dodnes. S uvedenou $kélou jednotlivych vyznamov je potrebné nasledne pracovat pri ¢itani
a interpretacii Krvavych sonetov, ak len mieni Citatel textu naozaj porozumiet.

Dal$im vyrazom, ktory patri k slovenskym nére¢ovym slovdm a zdroven je dobre zndmy
z korpusu juznoslovanskych jazykov, je slovo koprivica,> odvodené od kopriva® (vo vyzname
prhlavalZihlava) a pouzité napriklad v epickej basni Smeld Katka. Na dalsie basnicky zapra-
cované vyrazy s povodom v inojazy¢nych provenienciach Ciastoéne odkazuju aj Vysvetlivky
vydania desiateho zvazku Spisov P. O. Hviezdoslava (Kratsia epika zo Zivota dedinského ludu)
z roku 1956. Ndjdeme tu stru¢né vysvetlivky k vyrazom: Sukat z polStiny vo vyzname ,,cho-
dit hore-dolu a hladat® (v kratkych epickych basnach Studnica a Smeld Katka); ratiz/ratiz
z nemciny vo vyzname ,,obecny dom® (v basnach Na Luciu a Matus stoldr); rdkos z madaréiny
vo vyzname ,,krik“ - podla pola Rakos pri Pesti, kde sa od 15. storocia zvolavali uhorské snemy
(v basni Topelci) (Hviezdoslav, 1956, s. 464 — 474). Na tomto mieste musime este upozornit,
Ze samotna znalost slovanskych a inych cudzich jazykov v pripade bohatej Hviezdoslavovej
lexiky moze byt vyhodou pri plynulejSom porozumeni jeho bésnickych textov, no na mieste
je obozretnost — najmé pri slovach rovnako znejucich, no s lis$iacim sa vyznamom* (resp. s vy-
znamom reverznym?®).

Vyznamovo vzdialeny je si¢asnému ¢itatelovi aj nedokonavy narecovy vyraz triznit,® ktory
Hviezdoslav vyuziva v roznych tvaroch: pretriznili vo vyzname prehodili/prevraveli (basnickd

Vyklad slova koprivica. Slovnikovy portdl Jazykovedného tstavu L. Sttira SAV [online]. [cit. 20. 12.
2025]. Dostupné na:
https://slovnik.juls.savba.sk/?w=koprivica&s=exact&c=Rc4e&cs=&d=kssj4&d=psp&d=ogs&d=sss
j&d=orter&d=scs&d=sss&d=peciar&d=ssn&d=hssj&d=bernolak&d=noundb&d=orient&d=locu-
tio&d=obce&d=priezviska&d=un&d=onom&d=pskfr&d=pskcs&d=psken#

Vyklad slova kopriva. Slovnikovy portél Jazykovedného Gstavu L. Stira SAV [online]. [cit. 20. 12.
2025]. Dostupné na:

https://slovnik.juls.savba.sk/?w=kopriva&s=exact&c=yb0d &cs=&d=kssj4&d=psp&d=0gs&d=sssj
&d=orter&d=scs&d=sss&d=peciar&d=ssn&d=hssj&d=bernolak&d=noundb&d=orient&d=locu-
tio&d=obce&d=priezviska&d=un&d=onom&d=pskfr&d=pskcs&d=psken#

K vyznamovému posunu v ramci slovanskych jazykov dochadza napriklad pri slove kapce z basne
Mladd vdova (podla Vysvetliviek citovaného vydania z r. 1956). P. O. Hviezdoslav ho pouzil vo vyzna-
me sponky na vlasy, ale pre porovnanie v macedoncine (slovo v rovnakom zneni) figuruje vo vyzname
ciapkalciapocka, v bulharcine: kanauxa a v srbcine xanuya — oboje vo vyzname mald ciapka/ciapocka.
Priklady slov s reverznymi vyznamami: #iZasny (v macedoncine: yxacna mpazeouja ¢i v bulharcine:
yaacua mpazedus v beznom prvotnom vyzname: strasnd, otrasnd tragédia, v tom istom vyzname sa
slovo vyskytuje aj v rustine: yxwacnas mpaecedus); divny (v srbéine/chorvat¢ine/bosniactine/¢ierno-
hor¢ine: divni ljudi | ousnu wyou v beznom prvotnom vyzname: prekrdsni, skveli ludia) a pod.
Vyklad slova triznit. Slovnikovy portdl Jazykovedného tstavu L. Stira SAV [online]. [cit. 20. 12.
2025]. Dostupné na: https://slovnik.juls.savba.sk/?w=trizni%C5%A5&s=exact&c=T331&cs=&d=k
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skladba Smeld Katka), netrizni vo vyzname nehovor (basnicka skladba Na Luciu), dotriziaji
vo vyzname dohovdrajii sa/rozprdavaju sa (basnicka skladba Mladd vdova). Prvoplanové prira-
denie vyznamu zvukovo podobného vyrazu tryznit je pri nedostato¢nej Citatelskej skuisenosti
s poéziou P. O. Hviezdoslava viac ako pravdepodobné a z nasej univerzitnej praxe opat aj po-
tvrdené. Na obhajobu $tudentstva dodame azda iba tolko, ze niektoré lexikélne jednotky je sku-
to¢ne tazké sémanticky dekddovat iba z kontextu diela a bez pomoci slovnikov ¢i vysvetliviek,
ktoré by okrem zakladnych vyznamov mali v pripade klasikov slovenskej literatury poskytovat
aj hlbsi kontextovy vyklad, ak teda mienime Citatelovi recepciu diela ulah¢it.

Uvedme este jeden priklad bésnickej skladby s ndzvom Jano Garazda, kde je potrebné
upriamit pozornost na priezvisko gazdu Jana Garazdu. Charakter hlavnej postavy indikuja
verSe: ,Ddzd sa spustil. Prsi, leje — / Zbeddkali Dubravéani: / ,Ovil pluta hdadam - Zle je! / Nase
travy na polani, / krdsne travy pokosené... / Len Garazda, hruby gazda, pipkajiic si na podstene
/ na lavicke zavalene, / ak sa smeje, tak sa smeje:* (Hviezdoslav 1956, s. 266). Autorov odkaz
na vyraz garazda’ nemozno pri interpretacii basne prehliadnut. Historicky slovnik slovenského
jazyka odkazuje jednak na madarsky povod tohto slova, ¢o samo osebe indikuje uréit pri-
znakovost, a sucasne st v kontexte basne dolezité jeho vyklady zo Slovnika slovenského jazyka
a Slovnika cudzich slov v zmysle krik/vytrznost/samopas. Citatelovi méze vyklad slova z ndzvu
basne vopred indikovat negativne aspekty charakteru hlavnej postavy, ¢im sa zjednodusuje re-
cepcia celého textu. Tu by sme mohli spitne odkazat na ziaduci aspekt komunika¢ného antici-
povania, v tomto konkrétnom pripade istého predpokladu v oblasti komunikovaného obsahu,
o ktorom sa v lingvistickom kontexte zmietioval J. Vanko.

Citatelska perspektiva

Napriek tomu, Ze mnohé uz bolo v suvislosti s tvorbou P. O. Hviezdoslava preskiimané, v oblasti
lexikalnej roviny (najmé etymoldgie a vyznamu) basnického jazyka v celej $irke jeho diela este
stale zostava priestor na preciznejsi vyskum a najmai jeho aplikaciu. Pre potreby $irsej citatel-
skej verejnosti, rovnako tak pre zaujmy stredoskolskej a univerzitnej vyucby je potrebné zhrnut
a aplikovat doterajsie poznatky do ¢itatelskej praxe, ¢im nemame na mysli zostavovanie dalsich
vydani s mierne aktualizovanym obsahom tivodnej $tiidie a dopliianim slovnikovej asti, ale vy-
tvorenie rozsiahlej databazy lexikalnych jednotiek a ich vyznamov, ktora by bola kvalitativne
porovnatelna napriklad s obsahom publikacie A Shakespeare Glossary (1986).

Takto formulovant poziadavku legitimizuje aj sumarizacné hodnotenie Jana Gbura, kto-
ry vytvoril profil doterajsieho literarnovedného vyskumu Hviezdoslavovho diela, pricom sam
jeho basnicku tvorbu interpretacne aktualizuje.® Uvadza moznosti, ako zlepsit jeho sucasnt

ssj4&d=psp&d=0gs&d=sssj&d=orter&d=scs&d=sss&d=peciar&d=ssn&d=hssj&d=bernolak&d=-
noundb&d=orient&d=locutio&d=obce&d=priezviska&d=un&d=onom&d=pskfr&d=pskcs&d=ps-
ken#
7 Vyklad slova garazda. Slovnikovy portdl Jazykovedného tstavu L. Stdra SAV [online]. [cit. 19. 01.
2026]. Dostupné na:
https://slovnik.juls.savba.sk/?w=garazda&s=exact&c=Lc58 &cs=&d=kssj4&d=psp&d=0gs&d=sssj
&d=orter&d=scs&d=sss&d=peciar&d=ssn&d=hssj&d=bernolak&d=noundb&d=orient&d=locu-
tio&d=obce&d=priezviska&d=un&d=onom&d=pskfr&d=pskcs&d=psken#
Napriklad ¢ldnok Zobrazenie hendikepovanej postavy z rurdlneho prostredia v Hviezdoslavovej epic-
kej basni Na obndcke, ktory vysiel v ¢asopise Litikon v roku 2021.
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recepciu pri zachovani povodnych umeleckych kvalit a originalnych $pecifik. Vyzdvihuje naj-
md intersemiotické preklady (televizne a filmové adaptacie a spracovania), vnatrotextové pre-
klady autorovych epickych pribehov ¢i moderné skolské formy komunikacie s basnikovym
dielom. Literarnovednej a vysokoskolskej komunite ,,s diskurzivnymi recepénymi danosta-
mi“ odporuca napriklad zbornik Jana Zambora Hviezdoslav v interpretdacidch (2009), ktory
obsahuje analyzy a interpretacie poprednych literdrnych vedcov (Gbur, 2021, s. 588 - 589).
Pre potreby institucionalizovaného vzdelavania a najmé pre $ir$iu Citatelska verejnost, kto-
rej by literarnovedné monografie a zborniky recepciu diela pravdepodobne neulahdili, bolo
by vhodnejsie vypracovat databazu lexikalnych jednotiek autorskej tvorby P. O. Hviezdoslava,
ktora by fungovala na online baze (napriklad formou interaktivnej aplikacie), pricom by bola
prepojend so Slovnikovym portdlom Jazykovedného tistavu L. Stira SAV. Aplikicia by umoz-
nila okamzity pristup k vyskytom problematickych lexikalnych jednotiek a k ich prepracova-
nym vyznamom s moznostou neustalej aktualizacie obsahu databéazy, ako aj k slovnikovym
vykladom jednotlivych slov.

Prilozené slovniky a vysvetlivky k tla¢enym vydaniam Hviezdoslavovej tvorby postu-
pom casu stracaja svoju aktudlnost, pretoze vznikaja v urc¢itom case a ich platnost s ohladom
na vyvin jazyka a potreby ¢itatelov bude vzdy iba docasna. Ak sa vratime k $tadii Hviezdoslav
- bdsnik velkych paradoxov a paradoxnej velkosti od Z. Rédeya, mdzeme iba doplnit, Ze vy-
razy, ktoré boli zrejmé dobovému (itatelovi, ten sucasny casto nedokaze dekodovat ani len
Ciastoéne, preto naroky na rozsah prilozenych slovnic¢kov ¢i vysvetliviek budu ¢oraz vyssie.
Isteze, mnoho zavisi od samotnej ¢itatelskej gramotnosti a vole ocenit slovensku literarnu kla-
siku a literarne umenie vo vsetkych jeho podobéch, no ak chceme ¢itanie klasikov slovenskej
literatury podporit, bude potrebné inovovat doterajsie postupy a vyuzit technoldgie, ktoré
ndm 21. storocie prindsa.
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Skladba Lukacovy skladby

FrantiSek Vseticka

The Composition of the Poem by Lukac
Litikon, 2025, Vol. 10, No. 2, pp. 13-19

Emil Boleslav Luka¢ wrote his poem The Pillar of Shame in 1940-1957. The symbol of
the pillar of shame is an imperfective motif, which has a share in the contrastive principle
of this poem, in composition, the emphasis is put on the structure of the verse, in
particular the refrain, the resuming and alliterative verse. The composition also has an
autobiographic character, with the poet in the role of the narrator.

Keywords: Emil Boleslav Luka¢, poem, poetry, contrastive principle, resuming verse,
motif

Emil Boleslav Luka¢ patfi k tomu druhu basnickych tviiret, kteti po udobi kratkych lyrickych
textt tihli k rozmérnéjsim basnickym platnéim. Béasen tohoto druhu, nazvanou Stip hanby,
stvoril v obsdhlém case 1940-1957; &ast této skladby, 1. az 5. zpév, publikoval roku 1940 v ¢aso-
pisu Elan, po dvacetiletém zakazu ji zaradil do vyboru ze své tvorby nazvaném Hudba domova
(1965). Za ¢tyti roky nato se stala soucasti sbirky PariZske romance (1969). O néco pozdéji se
k utvaru poemy vratil v Ode na poslednii a prvii, jez byla pojata do stejnojmenné sbirky z roku
1967. Tendence k rozsahlej$imu basnickému textu se projevuje u nejednoho z jeho vrstevnikd,
napt. u Jana Poni¢ana v jeho skladbé Divny Janko. U generaéné mladsich pak kupt. u Stefana
Zéaryho v poeméch Miiza oblieha Tréju, Svetojansky sen a Leto ndsho dospievania.

E. B. Luka¢ podal ve Stlpu hanby svou osobitou basnickou vizi své doby a v neposledni fadé
téZ svou biografii. Basnik v ném prochazi udélostmi prvni ptle 20. stoleti a poukazuje na jeho
nedostatky a nestésti. Jeho vize svéta je prevazné negativni. Sam si této skladby velice vazil
av predmluvé ke sbirce Parizske romance o ni napsal: ,To sa tyka najma mojej velkej basne Stlp
hanby, ktord podla mojej mienky je u nés jedinym, osamelym pokusom syntetizujiceho pohladu
a dosial nebola dostato¢ne ani povsimnuta ani zhodnotena. A jednako mi na nej azda najviac
zalezi, ved je po kazdej stranke dokumentom® (Lukéc, 1969, s. 8). Tato slova tfeba brat s nemalou
vaznosti, nebot jakymkoliv ivodiim ke svym pracim se autor viceméné vyhybal.

Titulni symbol sloup hanby predstavuje zaroven ustfedni motiv skladby. Je jim az
do 9. zpévu, kdy se nazorova a déjova linie dila za¢ind komplikovat (poema zahrnuje celkem
dvanact zpévi). Motiv mé prevazné spolecensky charakter. Déje svéta maji podle E. B. Lukace
hanebny, pochmurny rdz, autor Spevu vikov je posuzuje ponejvice jako skeptik. Sloup hanby
mu ztélestiuje vSechna negativa doby, kterou prozil. Re¢ je o ném od prvopocatku, presnéji
od incipitu:
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Zazltlé listy, mrtve zapisy
sveddia o tebe, tvojom jestvovani.

V 7. zpévu je motiv napt. vystizné spjat se seznamy mrtvych z prvni svétové valky:

Vyryté mena, dost som postéval
pod podstavcami vasich stipov slavy.
Zoznamy priSerné z nich poznaval,
stlp hanby je to vlastne popolavy.

Za kazdym riadkom utajeny ston

az dosial sepce: Kto bol vinnikom?

Basnik nemifi jen na spolecenskou situaci, poukazuje také do uméleckych rad, patrné rovnéz
na svoji tvorbu: ,,Hanbou je tvoje ¢isté umenie!“ Lukacova ptilisna sebekriti¢nost byla nepo-
chybné dobové podminéna, basnik svou skladbu dokon¢il v padesatych letech (na druhé stra-
né vak knizné vysla v relativné volnéjsich ¢asech).

Sloup hanby je ustfedni a vychozi vyraz, proto jim ver$ obvykle za¢ind. Konkrétné v 1. zpé-
vu, kde se vyskytuje celkem $estkrat a vidy v poslednim versi strofy:

ku stlpu hanby, ked nie do chladku (2x)
ku stlpu hanby - to je slohové

Teda stlp hanby. To je ina vec.

ku stlpu hanby zviazat, do zeliez

stlp hanby, ta sa v pranier, ku kladam.

Trikrat pak stézejni motiv uzavira jednotlivé zpévy, 2., 7. a 12. Dvandcty zpév je zpév koncovy,
ustfedni motiv tak ukoncuje celou skladbu:

Nech stlpy hanby ludstvo prekrese
na kariatidy slavy, pristresie.

Motiv v zavéru kon¢i podminéné - necht se sloupy hanby proméni v néco lepsiho a uzite¢néj-
$tho. Jde tedy o imperfektivni motiv, jenz neni v textu ukoncen (a v reflexivni basni ukonéen
ponejvice nebyva).

V 9. zpévu E. B. Lukac jako protiklad k sloupu hanby vzty¢il sloupy krasy. Proti singularu
hanby plurdl krasy:

Vy stlpy krasy, bez nich je len ¢mud
vyhorenisk a priepast s koncom krusnym.

Uprostied 9. zpévu vlozil basnik obé tyto predstavy hned vedle sebe:

Spev stlpov, napisal mi Valéry,
spev hanby - tislo sa mi na pery.



®

FRANTISEK VSETICKA ¢ SKLADBA LUKACOVY SKLADBY

Od tohoto okamziku dostava poema zjevny kontrastni raz, jinak feceno stézejnim principem
skladby se stava princip kontrastni.

Symbol zpév sloupti prevzal E. B. Luka¢ od Paula Valéryho, jehoz stejnojmennou basen
prelozil a jako posledni, vrcholici ji zaradil do svého vyboru z francouzské poezie, ktery nese
nazev Kvapky z perlete (1968). Je pfiznacné, Ze ji tam zaradil jako posledni, své odivodnéni
jednozna¢né vyjadril v doslovu k vyboru: ,Néro¢ky som skonéil Paulom Valérym, lebo jeho
jedine¢na basen Spev stlpov je ozaj akoby symbolizujticim klenobnym zavi$enim jednej kul-
turno-civiliza¢nej epochy. Potom uz znova za¢nu tragédie (Lukac, 1968, s. 209).

StéZejni kontrast mezi sloupem hanby a sloupy krasy doprovazi E. B. Luka¢ radou dil-
¢ich protikladti. V nékterych pripadech tvori tyto dil¢i kontrasty dvojversi nebo trojversi.
V 2. zpévu:

Nie nové — monotonna starina.
Nie horsky pramen, iba - barina.

V 11. zpévu:

Trpelo telo, trpel vSade duch,
cnost zlo¢inom a zlo¢in cnostou zvany.
Hrdina katom, kat zas hrdinom.

Pozoruhodné je dvojversi z 2. zpévu, nedoslo totiz jesté k dominantnimu kontrastu (ten az
v 9. zpévu) a uz se vrsi kontrasty dil¢i.

Kontrastni vidéni svéta provazi Lukacovu poezii téméf od pocatku. Konstatoval to v sou-
vislosti se sbirkou Krizovatky uz Milo§ Tomcik, jenz je vSak shledaval ve sféte ideové: ,Vody
jeho basnickej tvorby sa znova rozéerili bojom medzi absolutnymi filozofickymi a mravnymi
kategériami na jednej strane a na druhej relativistickym nazeranim na svet® (Tom¢ik, 1965, s.
326).

V neposledni radé treba dodat, Ze protikladny pocit nebo stav se objevuje pfimo v titulech
Lukéa&ovych sbirek - viz O ldske neldskavej, Oda na poslednii a prvi.

Kontrastni raz pronika i do refrénu skladby, jenz je zalozen na protikladu mezi Kapitalem
a Evangeliem. Poprvé se objevuje v 7. zpévu:

Odpoved na otazku pariu:
v Kapitali, ¢i v Evanjeliu?

Vétsinou se vyskytuje ve zpévech dvakrat — konkrétné ve zpévech 8., 10., 11. a 12., kde vzdy
uzavira strofu. Vyjimku pfedstavuje 10. zpév, jenz je kontrastnim refrénem uzavien:

Po strastiach odtial kynie féria
Kapitalu i Evanjelia?

Lukactv casty diiraz na Evangelium svéd¢i o jeho duchovnim zaméreni - studoval evangelic-
ké bohoslovi v Bratislavé a v Parizi a kratkou dobu piisobil na Slovensku jako administrator
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evangelické cirkve. Lukac¢tiv Kapital ma v jeho basni obecny raz, v nejednom pripadé vsak mél
na mysli také Kapital Marxtiv (viz citat ze 7. zpévu), coz na dlouha léta znemoznovalo zverej-
néni poemy. Slo o neptijatelny kontrast.

Refrén je vers$ (nebo dvojversi), jemuz prikladd basnik nemaly vyznam. Za ojedinélou basni-
kovu zvlastnost treba povazovat jeho zduraznovani zavérecného verse strofy, jemuz ¢asto dava
rdz resumé; osamostatnuje jej, tvori z ného jednu vétu. Jde o resumovy vers, v SestiverSovych
strofach, na nichz je vybudovana cela skladba, vzdy vers posledni. Ve 4. a 10. zpévu se vyskytuje
¢tytikrat, v 11. zpévu pétkrat. K nejpocetnéjsimu vyskytu dochazi v 6. zpévu, kde se objevuje
osmkrat. Je to dano tématem, prvni svétovou vélkou, do niz musel E. B. Luka¢ jako maturant
narukovat a slouzit novému cisafi panu. Ze vsech osmi ptipadi viz strofu desatou:

Zburcovaného krupobitim diel

v prisahu skrivent ma prinutili

a hodeného na hromadu tiel

jak babku na povrazku pohodili.
Pajdca pripravili na atak.

Mater? Ta zamdlievala pfi vratach.

Neméné zavazny je resumovy ver$ tam, kde jde o dalsi spoleéensky vyznamné akty. V 10. zpé-
vu podtrhuje resumovy ver$ ndstup nacismu:

I za priatelstvo medzi ndrodmi,
vzne$ené surucenstvo plodonosné,
nedelitelny medzinarodny

mier, zaruéeny v Zeneve i v Moskve.
Tak bluznil ubohy ten kalika.

A na obzore rastla svastika.

V 11. zpévu maji obdobny charakter zavére¢né verse prvni a druhé strofy:

A kapitulacia ostudna.
O nase telo kocky metali.

Resumovy vers se navic na zaéitku poemy spojuje se stézejnim motivem: ,Teda stip hanby.
To je ina vec.” Lukactv dliraz na ver$ se vyjimecné projevil i v akcentaci alitera¢niho verse:
»Zo zastav zdrapy, zdrapy zmluvnych slov.”

Formalni volbé zde odpovida volba sémantickd, vers$ se objevuje tam, kde E. B. Lukac¢ zdu-
raziuje zradu zapadnich spojencii, zejména Francie, na konci tficatych let.

Stlp hanby ma vyrazny autobiograficky charakter, coz autorovi umoziiuje, aby ve své poemé
vystupoval také jako vypravéc. Objevuje se v ni jako vypravéc¢ personalni a zaroven autorsky.
Jako personalni vypravé¢ vystupuje ve skladbé primo a jako autorsky vypravé¢ se s nim plné
ztotoznuje:
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Nemaj mi za zIé, mily citatel,

nech neurazi vzacnu lahostajnost,
ked spominal som teraz na mater,

ja nechcem ni tvoj stcit, ani prajnost.

Jako autorsky vypravé¢ neopomene Luka¢ zminit vlastni tvorbu, zejména pak ty své sbirky,
v nich? reagoval na spole¢enské a dobové udalosti. V 10. zpévu:

Vystrihal pred priepastou Elixir
a nad priepastou bilagoval Moloch

V zdvérecném zpévu:

De profundis som volal Babelom.
Z kazatelnice ¢akal na prelom.

Kazatelnou mysli E. B. Luka¢ patrné sném za Tisova rezimu, v némz byl poslancem. Uvedend
dila zdtiraznuje basnik tim zptisobem, Ze je v§echny klade do rymové pozice.

Zminka o koncovém rymu je u E. B. Lukdce zavazna, mimo jiné uz proto, ze se dotyka
celkové architektoniky skladby a basnikovych tektonickych postupt viibec. Autor Spovedi
vidy zdiraznuje koncovou pozici. Jeho refrén zavrsuje strofy a vyjimecné také cely zpév. Jeho
resumovy ver$ rovnéz uzavira strofy. A posléze celd poema ukoncuje v Parizskych roman-
cich jejich druhy oddil. Ve vyboru Hudba domova ukoncovala tento obsahly soubor. Preklad
Valéryho Spevu stlpov posléze uzaviral ,vyber z franctizskej poézie od Villona po Valéryho*
Kvapky z perlete. Tihnuti k zavére¢nému zavrseni neni Lukac¢ovou jedinou architektonickou
tendenci. Doplije ji sttedovou zamérnosti — Stlp hanby se nachazi v Parizskych romancich
v relativnim stiedu, totéz plati o Ode na poslednii a prvii ze stejnojmenné sbirky. Basnik kom-
binuje, koncovky u ného vsak prevladaji.

Stlp hanby ukoncuje jeden oddil PariZskjch romanci, ale zaroven je problematizuje, nebot
souvislost skladby se sbirkou a jejim titulem je vagni. V poemé je sice pfipominan Daudet
a Valéry, ale jako rozhodujici je v ni sloup hanby a zrady Francie z konce tficatych let, jak jej
E. B. Luké¢ zdiraziuje a podtrhuje také svym aliteraénim ver$em. Basnik vlozil Stlp hanby
do této sbirky nepochybné proto, ze po dvacetiletém komunistickém zédkazu mnoho moznosti
uz nemél. Pedchézela sice Oda na poslednii a prvii, ale tam nebyl jesté z ideovych divoda za-
fazen, naprosto se posléze nehodil do Srdce pod Kaukazom, které vyslo kratce pred tviircovou
smrti. Je ovéem velkou otazkou, na koho vseho Lukaciv sloup hanby ukazoval.

Z hlediska zanrového vyvoje, z hlediska rozmérnéjsiho basnického textu, se ke Stlpu hanby
v povale¢ném obdobi fadi pribuzné texty v predchozi sbirce Oda na poslednii a prvii. Sbirka
obsahuje tfi takovéto skladby - vstupni sonetovy soubor o deseti ¢islech Vychddzka, déle ba-
sent Tabule a posléze poema, po niz byla basnicka kniha nazvana. Po formalni strance je svymi
pravidelnymi strofami Stlpu hanby nejbliz$i basen Tabule. VSechny basné sbirky postradaji
dataci, ptesto je vic nez pravdépodobné, ze vznikly po Stlpu hanby. Rozdil mezi touto poe-
mou a trojici z Ody je zna¢ny, zminéna trojice totiz nedosahuje uméleckych kvalit Stlpu hanby.
Piedevsim jich nedosahuje titulni Oda, kterd trpi nadmérnym verbalismem (Andrej Kostolny,
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autor monografie o E. B. Lukdcovi, se o Ode na poslednii a prvii vyjadril diplomaticky: ,,Lyricka
skratka tu prepustila miesto vodopdadu, ba zaplave slov opakovanych az neekonomicky, ¢o vsak
prezradza zamernost architektonicki“ — Kostolny, 1970, s. 107). Stlp hanby ma proto v po-
valetném vyvoji vyjimecné postaveni. Je to nepochybné dano tim, ze vznikal jesté ve Ctyti-
catych a padesatych letech. Predstavuje v podstaté spojovaci ¢lanek mezi prvnim a druhym
Lukac¢ovym obdobim. Albin Bagin ve svém prispévku o Lukacovi pravi: .,V Lukdéovej povoj-
novej poézii nedoslo k prestavbe noetickej zakladne a tiez v oblasti poetiky ostal autor v zajati
tradi¢nich prostriedkov® (Bagin, 1978, s. 49). Uvedena charakteristika je presna; pokud jde
o Stlp hanby, ten se svymi uméleckymi kvalitami p¥iklani jesté k prvnimu obdobi basnikova
tviréiho vyvoje.

Z morfologickych prostredkd, jez E. B. Luka¢ ve své skladbé pouzil, jsou pozoruhodné
dva - imperfektivni motiv a resumovy vers. Pozoruhodnost imperfektivniho motivu spoéiva
v tom, Ze je zaleZitosti predevsim prozy. Basnik udélal v tomto pripadé vyjimku a uplatnil jej
vbasnickém textu. V eském kontextu jej pouzili napt. Josef Svatopluk Machar a Fréana Sramek,
oba sice basnici, ale imperfektivni motiv uplatnili ve svych prézach, prvni v cestopisném Rimu
(Vseticka, 2011) a druhy ve StFibrném vétru (Vseticka, 2005). Lukdcovo pouziti imperfektiv-
niho motivu je ponékud vyjime¢né, v daném pripadé také navysost aktualni a dotirajici, po-
névadz motiv tohoto druhu ukazuje na presah, moznost pokracovani, tedy potencialni hrozbu
spjatou se sloupem hanby. Resumovy vers je z tektonického hlediska jeho protiklad, jenz néco
uzavira, ztlumuje. Mezi obéma stavebnymi prostredky tak panuje napéti, které prispiva k dy-
namice poemy. Druhy z téchto prostredki, resumovy vers, predstavuje v poezii, a nejen ve
slovenské, zvlastnost a zaroven morfologickou originalitu.

Stlpem hanby vytvotil E. B. Luka¢ jednu ze svych nejlepsich basni, takovou, po niz touzil
v sonetu Takd ma byt:

Kristalovu raz basen, prizmaticky cistu,
dumavo dihovu a nedotknutelnd,
brisenu zivotom v Sestisten ametystu

s ostrymi hranami a nerozbiteln...

Sestistén ametystu byl stvoten.
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The study focuses on the position of science fiction literature in teaching at primary
and secondary schools in Slovakia. The first part describes how this type of literature is
presented in textbooks, while the second part suggests ways to better inform students
about this literature. Excerpts from the work of Slovak poet Daniel Hevier are used to
improve the teaching process. The study aims to contribute to the discussion on the use
of science fiction literature in the teaching process.
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Vedecko-fantasticka literattira alebo science fiction literattra (dalej sci-fi literatdra) patri podla
vyskumov ¢itatelskych preferencii na izemiach Slovenskej a Ceskej republiky do oblasti &ita-
telsky najoblubenejsich zanrov (napr. Babiakova — Kasac¢ova — Cabanovd, 2020)." Tato realita sa
zacala reflektovat aj v $kolskom prostredi, v ktorom sa sci-fi literattira dostala nielen do vzdela-
vacich standardov v oblasti slovensky jazyk a literatura, ale v istej miere zacala ako sucast lektu-
ry zaplat aj ucebnice literatdry - a to tak na zékladnych, ako aj na strednych $kolach. Tak ako
pri vyucbe inych zanrov a zanrovych variantov, aj v pripade sci-fi literatury sa otvara séria
otazok o tom, ako sa v Skolskom prostredi pristupuje k jej vyucbe. Nasim cielom je poskytnut
analyzu vedomosti (vykonov), ktoré su od ziakov a ziacok v danej oblasti pozadované. Zaroven
je v centre nasej pozornosti aj aktualny Stétny vzdelédvaci program (dalej SVP) pre Stvorro¢né
a patro¢né gymnazid, pricom sa pokusame urcit, v akej miere prihliada na aktualne vyskumy
v oblasti sci-fi literatary. Vystupom stddie je tiez navrh na edukaény materidl z textov Daniela
Heviera (konkrétne zo zbierky basni Elektronkovy klaun, 1983), ktory predstavuje netradi¢ny
variant vedeckej fantastiky, t. j. sci-fi poézie.

' N. Konradyova a M. Slavkovska (2021) zistili, Ze sci-fi literataru ¢ita 31,17 % starsich adolescentov

a 41,51 % mladsich adolescentov. Fantasy je este o nieco popularnejsia, s percentami 57,14 % pri star-
$ich ziakoch a 60,38 % pri mladsich ziakoch.
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Genologické vychodiska

Zéner mozno definovat ako otvorend $truktdru — podla Stevena Johnsona (2012, s. 157) je ra-
dom implicitnych pravidiel, ktoré vykazuju dostato¢nt sidrznost, aby sa tradicionalisti mohli
v jeho ramci bezpe¢ne pohybovat a aby dobrodruznejsi umelci mohli svoje publikum provo-
kovat pretvaranim, zmenou alebo rusenim pravidiel. Daniela Hodrova, ktora vychadza z re-
alistickej koncepcie, tiez prizvukuje otvorenost zanrovej strukttry: ,,Zanr pro nas predevsim
predstavuje dynamicky utvar, at uz o ném uvazujeme jako o priznaku dila, ¢i jako o teoretic-
ké abstrakci. Chapeme jej jako historicky, socialné, esteticky a funk¢éné podminény systém
(intenci k tomuto systému) jistych obsahové formalnich ryst, jejich prostfednictvim se v dile
prezentuje urcity postoj ke skutecnosti. Tento systém je v dil¢ich momentech v konkrétnich
dilech proménlivy, variabilni (vSechny rysy nemuseji byt zastoupeny, jiné naopak mohou nové
pristupovat)“ (Hodrova, 1987, s. 318).

Ak sci-fi literatdru povazujeme za samostatny zaner,” v historicko-genologickom nahlade
vieme identifikovat jej viaceré Zanrové varianty. Literarne druhy a zanre (prvé dve genologic-
ké roviny) st viac javom ahistorickym, inklinuju k antropologickym (a metafyzickym) kon-
Stantdm a javom, a teda ide o pomerne uzavreté mnoziny. Zanrovy variant (subzdner) je jav
historicky, ukazuje, ako sa ten-ktory zaner vyvija, modifikuje, aktualizuje, je teda daleko viac
otvorenym systémom a zdroven je miestom prieniku viacerych zanrov. Do vzdjomného vzta-
hu sa tu dostéva zlozka invariantna (konstantna) a historicka (doplnkova), ktora ma blizsie
ku konkrétnemu dielu, v ktorom sa realizuje dany zaner. Tieto zlozky koexistuju v dynamic-
kom napiti — konstantna zlozka je dominantna a vylu¢uje evolu¢nti predstavu pra-typu (Sidak,
2013, s. 107).

Dnes$né vyskumy subsumuju sci-fi literatiru pod tzv. ,,speculative fiction® Ide o oblast, kto-
ra podla Terezy Dédinovej (2015) presla od $tyridsiatych rokov 20. storocia vyvojom a v su-
¢asnosti sa v povodnom zneni nevyuziva. Naopak, jej aktudlna podoba je v podstate zhodna
s fantastickym zanrom vobec a zahrna vsetky diela, ktoré mozno zaradit pod sci-fi, fantasy,
horor, pripadne aj pod dalsie subzanre ako mystery, soft fantasy a i. Hoci st definicie sci-fi
roznorodé a jej charakteristiky su casto difizne, podla Mareka Oziewicza (2017, s. 19) spajaju
zanre z oblasti ,speculative fiction” dve nosné charakteristiky — speculative fiction spochybnu-
je normativne predstavy a vSeobecny konsenzus o realite a svete a zdroven si nenarokuje ani
na presnost, ani na faktualnost.

Mnozstvo pokusov o vycerpavajucu definiciu sci-fi literatiry (a v SirSom zmysle aj fantas-
tickej literatury) so sebou prinieslo skor jej difiznost. V istom zmysle sa tak na funk¢né defino-
vanie sci-fi rezignovalo — objavil sa v§ak konsenzus v definicii tychto Zanrov ako tzv. ,,neostrej
mnoziny“. Podla T. Dédinovej (2016, s. 11) sa s vnimanim fantastickych zanrov spajaju viaceré
vyhody, a to uznanie ich vzdjomnej priepustnosti a prace s hrani¢nymi oblastami, tzv. bodmi
dotyku. Zanre z oblasti fantastiky tak mézu mat mnohé znaky spolo¢né. Niektoré pravidla sa
vsak relativne stabilné, tvoria tzv. jadro Zanru, st pre neho klticové, iné su, naopak, pohyblivé,
skor podliehaji modifikaciam, hoci ani toto neplati bezvyhradne a pausalne.

2V otéazke, ¢i sci-fi literattiru chapat ako samostatny Zaner, sa taktiez nedosiahol konsenzus — v nasom

kontexte ide napriklad o nazory Dusana Slobodnika (1980, s. 202 - 203), ktory sa priklana k nazo-
ru, Ze sci-fi je ,literdrna kategoria“; zmienuje pritom aj iné tézy, napriklad Ze sci-fi nie je Zaner, no
obsahuje v sebe vietky zanre, ¢i Baginovu charakteristiku ,,Zanrovej formy*“. V $kolskej praxi sa vSak
literarnovedné polemiky nezvyknud odzrkadlovat.
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Analyza $kolskej u¢ebnicovej praxe a SVP

Ziaci a ziacky sa prvykrat s danou oblastou literatiry zozndmia na zdkladnej $kole. V 6smom
ro¢niku sa podla pokynov vzdelavacich $tandardov inovovaného SVP (2015) zavddza pojem
vedecko-fantasticka literatura, s ktorym sa nasledne pracuje v deviatom ro¢niku ako uz so za-
vedenym. Vo vzdelavacich §tandardoch SVP novej kurikuldrnej reformy (2023) ho nahradil
vyluéne pojem sci-fi, ostatné je totozné s predoslym $tandardom. Oba dokumenty ale nedo-
sledne pracuju s pojmami ako literarny druh a Zaner a ani jeden z nich nepouziva subzaner
¢i zanrovy variant. Zavedenie tretej genologickej roviny by zna¢ne pomohlo vniest logiku
do nasledujucich pokynov:

»lerminy, ktoré si ma ziak osvojit (na zaklade pochopenia pojmu) [...] proza — dobrodruz-
nd, dievcenskd, detektivna, historickd; scifi, horor, dennik, komédia, tragédia, ¢inohra, muzi-
kal, reportdzna literatura, cestopis, literatdra faktu® (SVP, 2023, s. 44).

Na porovnanie, v starsom SVP z roku 2015 je v tabulke aplika¢ného kontextu v ¢asti obsah
pre 6smy ro¢nik uvedené:

,» — epika: roman: detektivny roman, biograficky roman, diev¢ensky roman, historicky roman,
dobrodruzny roman, roman vo forme dennika

— diel

- vedecko-fantasticka literatura

- literatara faktu

- vedecko-populdrna literatara® (SVP, 2015, s. 64).

Pozrime sa, ako na takto nejasne formulované poziadavky reaguju ucebnice ZS. V uéebnici
Literatiira v pohode 8 najdeme preklad pojmu (science = veda; fiction = fikcia) a stru¢né vy-
svetlenie, ¢o je to vedecko-fantasticky (sci-fi) romén: ,,Cerpa ndmety z poznatkov vedy a tech-
niky, na tom zaklade buduje predstavy o buducich vynalezoch, ale aj moznych negativnych
doésledkoch techniky. Zachytava cesty do vesmiru, stretnutia s mimozemskou civilizaciou,
prelinanie minulosti a budiicnosti, motiv ve¢nej mladosti. Sti¢astou su dystopické romany (au-
tori predstavuju fiktivnu krajinu s blizSie neuréenym totalitnym rezimom, ktory manipuluje
Tudmi)“ (Svitekovd, 2021, s. 64). Dalej nasleduje zoznam niekolkych sci-fi romanov - zo slo-
venskych Viliam Klimacek: Vdria Krutov; Jozef Zarnay: Casolet, Prekliata planéta; Alta Vasova:
Po, Blizenci z Geminy.

V pripade $kolskych definicii sa nutne rata s potrebou redukcie komplexnych a difuznych
literarnovednych opisov, mali by sa teda pomenovat najmé nosné znaky a charakteristiky sci-f.
Zatial ¢o napriklad spatost s vedou a technikou ¢i s budovanim predstav o budicnosti pova-
zujeme za vhodné, v rade tematickych variantov reflektujicich motiv cesty do vesmiru, mimo-
zemskeé civilizacie ¢i prelinanie ¢asovych rovin sa objavuje aj trochu zvlastne pdsobiaci motiv
ve¢nej mladosti, ktory nepovaZujeme za ,prototypovy®. Uvadzanie dystopickych romanov
moze tiez pdsobit reduktivne, sci-fi sa napokon viaze aj s utopistickymi a antiutopistickymi ro-
manmi a inymi Zanrami z oblasti speculative fiction. Vyber zo slovenskej linie autorov sci-fi by
sme azda mohli ocenit a pozitivne hodnotime aj to, Ze Ziaci ZS maji moznost stretnut sa s pro-
totypovym sci-fi dielom (Douglas Adams: Stopdrov sprievodca po galaxii). Za problematické
ale povazujeme ulohy k danej ukazke. Vzhladom na povrchnid uéebnicovu definiciu je desat
nejasne a nelogicky formulovanych (i zoradenych) otazok naro¢né naplnit, ak ich ma ziak/
ziacka vypracovat samostatne. Posledna tloha vyzyva k ,,preukazaniu znakov vedecko-fantas-
tického romanu“ (Svitekova, 2021, s. 67), av§ak vhodnejsi pokyn by signalizovalo skor sloveso



®

ADRIANA PESKOVA — Eva URBANOVA SIMKOVA ¢ NIEKOEKO POZNAMOK K SCI-FI LITERATURE VO VYUCOVANT

»zosumarizuj, kedze predoslé otazky vedu k identifikacii nosnych znakov z definicie. Zaroven
absentuje otdzka, ktora by ziakov a Ziacky viedla k tvorbe vlastného nézoru na text, napriklad
prostrednictvom tvorby ilustracie, vlastného dotvorenia ukazky ¢i vypisania myslienok alebo
citatov, ktoré ziakov zaujali. Didaktika literatiiry poskytuje mnozstvo technik, ktoré by aktivi-
zovali hodnotiace procesy.

Podla SVP sa viak predpoklada, ze vicsia pozornost sa sci-fi bude venovat na strednej $ko-
le. Podobne ako v pripade ZS, aj na SS je nutné redukcia definicii poskytovanych literdrnou
vedou s tym, ze oproti ZS by uz mala sci-fi literatira predstavovat osvojeny koncept, ktory
mozno dalej rozvijat ¢i funkéne spochybnovat. Rovnako ale plati, Ze tato redukcia by mala byt
logickd a mala by ziakom predstavovat nosné znaky sci-fi.

Pripomenme, Ze Zanre, ktoré literarna veda v sti¢asnosti zaraduje pod zmienenu ,specu-
lative fiction', sa v stredoskolskych ucebniciach (zrejme na zaklade SVP) zdruzuju pod oblast
fantastickej literatary. Difiznost zanrov fantastickej literatury tematizovana literarnou vedou
sa vSak prili§ nezdoraznuje. Ako priklad vyberame ucebnicu Literatiira pre stredné skoly IV.
(Polakovi¢ova a kol., 2020, s. 127), v ktorej sa v tomto kontexte objavuje definicia:

~Vedecko-fantasticka literatira/science fiction [...] je druh literatdry, v ktorom fantasticky
prvok spociva zvyéajne v obraze sveta buducnosti, vyuziva poznatky sucasnej vedy a techni-
ky a hypotézy o vyvoji vedy, ale i sveta a inych planét. Obraz budicnosti je ¢asto alegériou
na existujtice alebo o¢akdvané udalosti v redlnom svete (napr. diela K. Capka). Reprezentantom
vedeckej fantastiky je napr. dielo Julesa Verna [...], z audiovizualnych diel ¢esko-slovensky film
Cesta do praveku (K. Zeman, 1955) ¢i popularny Votrelec (R. Scott, od 1979), alebo Hviezdne
vojny (G. Lucas, od 1977).

Definicia uvadza dva terminy — vedecko-fantasticku literatiru a science fiction. V $kol-
skom prostredi sa rozdiel medzi nimi nepocituje, vnimajui sa ako synonyma. Literarna veda
ale reflektuje rozdiel, v ktorom sa sci-fi povazuje za skorsi termin prijaty prevazne na Zapade,
pri¢om v nasom prostredi sa zacal objavovat v patdesiatych rokoch — dovtedy sa takmer exklu-
zivne vyuzival slovensky preklad nespravneho ruského prekladu nau¢naja fantastika: vedecka
fantastika (Herec — Ferko, 2001, s. 48). Sovietska literatira sa pritom sustredila predovsetkym
na atribat vedeckosti, na rozdiel od ponatia v anglofénnych krajinach, ktoré sa sustredili skor
na sujetovu liniu.

Z definicie mdzeme vyvodit tieto znaky: fantastické prvky, orientacia na budicnost, po-
znatky sucasnej vedy a techniky, iné planéty, alegoria. Mozeme konstatovat, ze tato $kolska
definicia postihuje predovSetkym dominantné znaky zanru, rovnako ako na zakladnej skole.
V sucasnosti sa v§ak aj mnohé z tychto dominantnych znakov problematizuju — napriklad nej-
de uz len o pohlad na budutcnost, ale aj na minulost. Zaroven definicia nespomina casty znak
sci-fi, ktorym je racionalne vysvetlenie fantastického prvku v ramci fikéného sveta. Modernd
podoba sci-fi v ponati literarnej vedy zaroven odzrkadluje ¢iasto¢né vzdialenie sa od strojov
a techniky (nadalej sa pracuje napriklad s témou umelej inteligencie), tematizovanou oblastou
sa stava aj ludska dusa a psychologické procesy - sci-fi literattra sa tak od pociatkov Zanra, kto-
ré stvarnovali oslavu techniky a vztah ¢lovek - stroj, humanizovala (Slobodnik, 1980, s. 206):
»[...] rucicka imagindrnych vah sa presunula k humanitnému pélu, k etickym postulatom,
k projekcii socidlnych utdpii a antiutépii, k vysloveniu vystrah pre moznym vyvinom hnu-
tia.“ Aj Robert Stukovsky (1965, s. 133) hovori o trende relativneho miznutia technologickych
prvkov a o postupnom zamerani sa na biologické, neurologické ¢i psychologické vyskumy.
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Zaroven sa dnes fantastické prvky ¢asto dostavaju aj do mainstreamovej literatury, ¢im vzni-
ka tzv. slipstream. Okrem toho md samotna sci-fi literatdra mnozstvo subzanrov a inych Zan-
rovych variantov vratane kyberpunku, steampunku, tzv. space opery, spomenutej dystopie ¢i
apokalypsy.

Pri pohlade na pozadované vykony zo vzdelavacich $tandardov pre $tvorro¢né a pétro¢né
gymnazia (2015) sa dozvedame, ze ziak vie ,vysvetlit autorovu myslienkovu a esteticku kon-
cepciu diela a pri jej vyklade zohladnuje vysledky $tylistickej analyzy“ (2015, s. 37) - otazka
znie, na ¢o by mala byt tdto $tylistickd analyza zamerand. V stredoskolskej u¢ebnici Literatiira
pre stredné skoly II1. sa pri ukazke z Capkovej Vilky s mloky této poziadavka napriklad odré-
za v ulohe: ,Identifikujte jazykovy $tyl vyuzity v ukdzke. Charakterizujte jeho znaky“ (2020,
s. 190). V tomto kontexte si autorsky kolektiv u¢ebnice nezvolil (dodavame, Ze ani nemusel
zvolit) moznost prepojenia $tylistickej analyzy s autorovou myslienkovou a estetickou kon-
cepciou diela, v kontexte ukazky, ktora inklinuje k nau¢nému $tylu, tato uloha na nds pdsobi
skor ako snaha prepojit lingvisticku a literarnu zlozku, no bez prihliadania na funkéné vyuzitie
Stylistickych prvkov v textovej a nadtextovej kompozicii. Literdrne texty sa nebrania spolu-
praci s jazykovou a slohovou zlozkou predmetu slovensky jazyk a literatura, pri akcentovani
myslienkovej a estetickej koncepcie diela by vSak $tylistickd analyza mala ustapit do dzadia.
Adekvatna interpretacia vykonov z SVP moze byt napokon aj tilohou pedagégov a pedago-
gi¢iek, ktori/ktoré sa s touto tlohou rozhodnt pracovat, no v konkrétnom zneni SVP tento
vykon posobi skor umelo a neorganicky.

Dalej sa docitame, Ze Ziak vie ,,urcit deformdcie epického ¢asu a priestoru v sci-fi a fantas-
tickej proze® (2015, s. 37). Opitovne sa vynara otazka, ¢o sa pod ,,deformaciou epického casu
a priestoru® mysli — nazdavame sa, ze ma ist o spatost s cestovanim v ¢ase a s jeho ontologickou
deformadciou, ktora tvori jeden z castych motivov sci-fi pribehov. Problémovo moéze posobit aj
termin , fantasticka proza“ — v uéebnici Literatiira pre stredné skoly IV. sa pod pojem fantasticka
literatira napokon subsumuje tak sci-fi, ako aj fantasy a horor. Pri fantasy ani pri horore vsak
cestovanie ¢asom netvori prototypovy zanrovy znak. Pohyb v rozli¢nych dejovych a ¢asovych
linidch navyse nie je len doménou sci-fi, je beznou stucastou struktiry moderného romanu,
v ktorom taktiez dochddza k prelinaniu ¢asovych rovin, k spomienkovym pasdzam, snovym
sekvenciam a pod. Tento aspekt sa aj pri sci-fi moze problematizovat, kedze postava sice moze
cestovat medzi rozliénymi ¢asovymi rovinami a priestormi, ¢itatelovi vSak sujetova kompozi-
cia sci-fi neraz umoznuje sledovat konanie postav v chronologickom rade. Namiesto urcenia
»deformacie epického ¢asu a priestoru” sa nam tak vhodnejsie zd4 akcentovat to, aby Ziak vedel
identifikovat vnutornu logiku a pravidla, ktorymi sa ten-ktory fikény svet riadi.

Problematizovat mozno aj poziadavku, ze Ziak ma chapat ,fantasticka literataru ako kom-
pozi¢nu aplikaciu Tudovej rozpravky, starovekého eposu alebo stredovekej literatiry a vie to
dokumentovat vysledkami analyzy. Vie porovnat a posudit koncepciu postav fudovej rozprav-
ky, mytu, starovekého eposu a stredovekej literatiry s postavami fantastickej literatary“ (2015,
s.37). V praxi vak ide o ndro¢nu operaciu — na to, aby Ziak vedel dokumentovat ,kompozi¢na
aplikaciu rozpravky®, by mal poznat aj konkrétnu literarnu predlohu, na ktorej je dany pribeh
vystavany, pricom len zriedka ide o jeden konkrétny vplyv. O takéto rekonstrukcie sa napokon
pokausa literarna veda - ziak by mal vediet, Ze fantasy ¢asto vychadza z rozpravky alebo z myto-
logickych pribehov, ale ak sim nepozna vychodiskovy bod, v texte ho nemad ani ako rozpoznat,
ani ako analyzovat s cielom najst konkrétne dokazy o vzajomnom prepojeni.
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To, ako naplnit naroky SVP, by malo byt odzrkadlené v u¢ebniciach literatiry — prave tie
by mali uditelom a ucitelkdm literatdry poskytnit vhodné podklady na vyucbu. Sci-fi textov
a ukdzok v stredoskolskych ucebniciach nie je vela a aj tie, ktoré ndjdeme, ¢asto nie su pro-
totypovymi sci-fi. Neznamena to, Ze ide o chybu, len potom absentuje odévodnenie vyberu
lektary vzhladom na sledovany Zaner a jeho premeny. Napriklad sa ponutka otazka, preco sa
pri K. Capkovi do vyberu dostala Vélka s mloky a nie RUR, v ktorej prvykrét zaznieva aj slovo
»robot“ Pri snahe najst oporu v uéebniciach sme neidentifikovali dostato¢ny prienik medzi
poziadavkami na vykon uvedeny v SVP a osvojovanim si charakteristiky zdnru.

7d4 sa, ze z uvedenych vykonov, ktoré ma Ziak podla SVP dosahovat, vypadli déleZite;j-
$ie znaky ,,prototypového® sci-fi — napriklad identifikovanie momentu, v ktorom budtcnost
varuje pred sucasnym konanim, identifikacia nosnych alegorickych prvkov, dalej znaky ako
ohrozenie technoldgiami, ale napriklad aj unik od skuto¢nosti. Navyse sa pridavaju poziadav-
ky na vlastnua tvorbu, ktora by zrejme mala demonstrovat ziskané vedomosti o danom Zzanri:
,Ziak vie vytvorit krat$iu fantastickti poviedku alebo sci-fi poviedku“ (2015, s. 39).

Pri vlastnej tvorbe SVP uprednostiiuje Zanrové varianty, v ktorych dominuje sujet — okrem
predtym vymedzenych znakov uvadza D. Slobodnik (1978, s. 32) dalsie znaky, akymi su kon-
trastnost, paradoxnost a hyperbolizacia. V sci-fi literatdre sa v$ak objavuju aj také Zanrové
varianty, pri ktorych je sujet oslabeny. Ide predovsetkym o varianty kombinujtce prvky sci-fi
a poézie — znakom sci-fi napokon nie je vylu¢ne prozaicka forma. Edward Lucie-Smith v tvo-
de k antoldgii Drzim tvojich osem riik. Antologia vedeckofantastickej poézie [Holding Your
Eight Hands: An Anthology of Science Fiction Verse] piSe, ze ,vedeckofantastickd poézia je
Zaner star$i nez samotna vedecka fantastika” (Lucie-Smith, 1969, s. xiii). Ako priklad menuje
aj Homérovu Odyseu — ¢o v naSom kontexte sice mdzeme brat s rezervou, no témy a motivy
blizke sci-fi proze sa paralelne reflektuju aj v poézii.

Prave sci-fi poézia sa v $kolskom prostredi zatial radi medzi neprebddané izemia. V dalsich
¢astiach sa poktisime ukézat, Ze tento zdnrovy variant v mnohom vyhovuje zimerom SVP -
napriklad v rovine identifikacie hlavnych znakov sci-fi ¢i transformdcie jedného Zénra na iny
a vyhovuje i narokom kladenym na vlastnu tvorbu ziakov a Ziacok.

S Hevierom do vesmiru alebo aspon k vesmirnemu pocitau

Daniel Hevier uz od zadiatkov svojej basnickej tvorby odkazuje na sci-fi. V jeho druhej bas-
nickej zbierke Nonstop (1981) ndjdeme napriklad basen s nazvom Science fiction. Rovnako
v dal$ich zbierkach (Elektrénkovy klaun, Pohyblivy breh, Psi tridsiatok, Storocie konca) nasycuje
svoju obraznost technologickymi prvkami z oblasti matematiky, kvantovej fyziky ¢i geometrie,
odkazuje na simultannost casov, mimozemské civilizacie ¢i klimatické zmeny. Prostrednictvom
alegorie tak poukazuje na premenlivost sveta a ludského myslenia. Na prvy pohlad exkluzivne
motivy sa menia na celkom $pecificku viziu sveta, v ktorom technicky pokrok nepredstavuje
pozitivum, ale stava sa, naopak, vystrahou vo¢i dehumanizacii ¢i ekologickej katastrofe. Autor
neskor sam komentuje svoje prvé sci-fi basne v ¢lanku s ndzvom Sci-fi lyrika: ,,Napisal som
tych niekolko basniciek preto, lebo sa mi nechcelo pisat poviedku alebo roman. A tiez preto,
lebo by som to nevedel“ (1990, s. 352).

V normaliza¢nej dobe predstavovali fantastické témy a motivy vhodny unik pred metédou
socialistického realizmu, ¢asto sa v$ak stavali aj jednym z nastrojov nepriamej kritiky rezi-
mu. Autori a autorky sci-fi literatiry mali iba dve moznosti ,,uniku®: bud pomocou ironickej
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modality cez humor, satiru a alegdriu posiliiovali dvojzmyselnost interpretacie a nesulad
na hibkovej a povrchovej trovni diela, alebo sa obmedzili na tematizovanie vieobecne Tud-
skych problémov, pricom mimoliterarny kontext zostaval v diele neur¢ity (Heidtmann, 1982,
s. 89 - 90). V pripade D. Heviera sa ukazuje, ze ani jeho zaujem o sci-fi nebol len ndhodnym
experimentom implementovat do poézie vedecko-fantastické prvky, ale jeho obraz budiceho
sveta ostro polemizoval so smerovanim socialistickej spolo¢nosti.

K najkomplexnej$im prispevkom k subzanru basnického sci-fi by bolo mozné zaradit dve
autorove zbierky. Prvou z nich je Elektronkovy klaun (1983), konkrétne jej oddiel Politac Hamlet
(16 basni) s podtitulom sci-fi lyrika, a druhou je pomerne nedévna zbierka s dystopickym nd-
zvom Storocie konca (2022). Pre didaktické ucely sa javi vhodnd prva menovana zbierka, a to aj
vzhladom na vyssie naznaceny odpor voci rezimu — mozno na nej deklarovat aj dobovy kontext.
Dal$im dovodom je jej vysoka komunikativnost s ¢itatelom. Lahké desifrovanie poetického textu
zarucuje aj jeho forma - text nie je vzdy zalomeny do verSov, ale graficky imituje akési fragmenty
prozy, pripadne zachovava strofickd $trukturu, ale s vyraznym sujetovym jadrom.

Ako mozny podklad pre uvazovanie o slovenskom sci-fi v $kolskom prostredi, konkrétne
o zanrovom variante sci-fi poézie sme z uvedenej zbierky vybrali dva typy basni:

1.

Namet pre science-fiction

Ktovie, ¢o by robil
ten posledny,
ak rozumiete, o ¢om hovorim.
Ten naozajstny posledny,
definitivne posledny
s kyslikom na par hodin.
Mozno by pochovaval svojich pribuznych,
pozeral sa na storocia,
kri¢al proti hviezdam,
pisal posolstvo,
smial sa,
plul na zrkadlo,
zoS$alel,
chodil po prazdnych uliciach,
zambkol sa,
vykradal obchody,
ucil sa cudzi jazyk,
modlil sa,
rozbijal nabytok,
spachal samovrazdu,
alebo by jednoducho odisiel,
zhasol by v dome
a pobral sa prec.
(s. 100)



Hamlet, ako vzdy $ialeny

Pocitac J. S. Bach
sklada hudbu

k televiznym reklamdm
na protiobézne kresla.

Pocita¢ Leonardo

maluje tisici prvy original

Mony Lisy

a zasielky podla subskribéného zoznamu
odosiela prvym milionarom.

Pocita¢ Hemingway
piSe memodre
skrachovanym politikom.

Pocita¢ Napoleon
pripravuje

materialy pre novy variant
psychedelickej vojny.

Pocita¢ Galileo
odvoléva svoju tedriu
elastického vesmiru.

Pocitac Seneca

re¢ni v OSN o Zenskej otazke
a hromadnych samovrazdach
velryb.

Pocita¢ Adam

a pocitac Eva

vyrabaju nové pocitace.
Pocita¢ Hamlet

sa zesekol,

donekoneéna opakuje
akusi nezmyselnu otazku.
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2.
Vzbura rastlin

Volaco sa muselo stat. Vzduch bol plny napétého, neprirodzeného ticha. Nepohol sa v iom ani
listo¢ek. Ano, to je to, pomyslel si, ked stal na balkdne a pozeral sa na prézdne ¢repniky.
Vsetky rastliny kamsi zmizli. Zazrel este, ako sa posledné stromy stracaju za rohom. Mesto
bolo zrazu prazdna beténova plocha.
Tak sa zacal zdpas.
Prichadzal s pocitom dusenia v plticach.
(s.96)

Temporanti

V tempomatoch, prestupnych staniciach medzi storo¢iami, posedévaji temporanti — cestova-
telia ¢asom. Po¢uvaju fahostajné tikanie vesmiru. St unaveni a nev§imavi.
Trochu ich vie zaujat iba to, ked niekedy nahodou stretnt samych seba putujicich z minu-
losti do buducnosti alebo naopak.
(s. 104)

Uvedené texty mozno vyuzit na zdkladnej i strednej skole, lisili by sa len typy zadania.
Predstavme si napriklad hodinu slovenského jazyka a literatiry na gymnaziu. Na uvedenych
textoch mozno celkom jednoducho demonstrovat konstantné znaky zanru a zaroven poukazat
na fakt, Ze niektoré z nich moze autor ¢i autorka funk¢ne narusat alebo nahradit inymi. Ak by
sme vychadzali najmé z definicie, ktori sme nasli v ucebnici pre gymnazia, mohli by sme
identifikovat fantastické prvky, ktoré ukazuju svet buducnosti, resp. hrozivé predstavy o jeho
smerovani — posledny den na zemi, nahle zmiznutie rastlin, zvlastne bytosti, ktoré cestuju ¢a-
som. Vedecky aspekt, ktory sa zvycajne spaja so sci-fi, je tu zastipeny odkazmi na rozne typy
pocitacov a zatial neobjavenych pristrojov. Rovnako téma basni zodpoveda frekventovanym
nametom sci-fi, t. j. civiliza¢nej kritike, ktora sa zrkadli v obraze apokalyptického zaniku sve-
ta. Na plnohodnotné desifrovanie zmyslu danych textov st potrebné isté vedomosti, kultdrna
encyklopédia, ktoru Ziakom a ziackam moze doplnit pedagég/pedagogicka. Mame na mysli
odkazy na svetové osobnosti a ich diela. Napliia sa tak téza o racionalnom pristupe k fantas-
tickym prvkom v dielach sci-fi. Typické prostredie vzdialenych planét ¢i odkazy na vesmir st
pozadim najmi poslednej uvedenej basne.

Variabilné znaky, ktoré sa tu uplatiuju, vyplyvaju z poznania, zZe ide o sci-fi poéziu, ktora sme
oznacili za jeden z moznych Zanrovych variantov, inak povedané, za subZaner. Je zrejmé, Ze v poé-
zii sa niektoré znaky zanru nebudu moct rozvinat ako v proze, ktora pracuje primarne s epicky-
mi kategoriami ako dej, rozpravac, hlavné a vedlajsie postavy, priestor, ¢as a i. Sci-fi poézia bude
vyuzivat naopak typické znaky svojho vyrazového planu, a preto sa v textoch pracuje napriklad
s rytmizaciou (opakovacie figary - napriklad v basni Hamlet, ako vZdy Sialeny), obraznostou
(naznak personifikacie v basni Vzbura rastlin; enumeracia obycajnych ¢innosti ako modlenie, pisa-
nie a iné vedla takych, ktoré vyzaduju predstavivost, napriklad pozeranie na storocia, kri¢anie proti
hviezdam v basni Ndmet pre science-fiction), asociativnostou (zdanlivo nahodny, logicky nesuvisiaci
sled aktivit v basni Ndmet pre science-fiction) a alegorickostou. Obraz budiicnosti je aj v tomto pripa-
de alegériou na existujtce alebo o¢akavané udalosti v redlnom svete. Pocita¢ Hamlet, akysi vesmirny
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sudca, zvazuje, ako fudstvo na tom je, berie do Gvahy fakty, Gspechy a zlyhania Iudstva, ale zaroven
nabada k spoluucasti ¢itatela, ktory rozhodne ¢i byt alebo nebyt.

Nésledne by dané texty mohli byt ponuknuté na dotvorenie (splnenie poziadavky SVP:
»Ziak vie vytvorit kratsiu fantasticku poviedku alebo sci-fi poviedku.“) podla tychto instrukcii:
Prvu skupinu tvoria dve basne, ktoré zodpovedaju tradi¢nej predstave o poézii. Ide o texty
rozlozené do vers$ov. V pripade basne Hamlet, ako vZdy sialeny je text rozlozeny do strof s pra-
videlnou $truktirou (az na jednu vynimku sa striedaju $tvorversové a trojverSové strofy) a ana-
forou na zaciatku kazdej strofy. Ulohou ziakov a zia¢ok by bolo doplnit vlastnt strofu (alebo
viac strof) podla ich zdujmov a poznatkov. Mohli by vyberat osobnosti ¢i diela, ktoré poznaju
z knih, seridlov, filmov ¢i hudby a kopirovat vzorec basne. Podobne sa da postupovat v basni
Ndmet pre science-fiction, do ktorej mozu doplnit verSe podla ich predstavy, co by mohol robit
posledny ¢lovek na zemi posledné hodiny svojho Zivota.

Druht skupinu tvoria basne pripominajtce fragmenty prozy. Je mozné ich vyuzit na dotvo-
renie. Prva z nich predstavuje ndmet na dystopicku poviedku: Ako by vyzeral svet bez rastlin?
Preco rastliny odisli? Co by to pre ludstvo znamenalo? Svoje predstavy mozu Ziaci a Ziacky
doplnit ilustrdciami. Basen Temporanti je zas postavena na motive cestovania v ¢ase. Je mozné
doplnit ju o tedriu cestovania v ¢ase, ktortt mozu Ziaci vyhladat na internete alebo v encyklopé-
dii, pripadne ju sami vymysliet. Dalej sa ponuka priestor na bliz$ie opisanie tychto zvldstnych
bytosti. Ziaci im mézu pripisat vlastnosti, zdluby, uviest ich do vztahov.

Cielom takejto tvorivej transformacie by okrem zrejmého rozvijania tvorivych kompetencii
malo byt aj lepsie pochopenie daného pojmu a podstaty Zanru sci-fi. V. danom pripade by mala
praca s textom vyvolat pocit spoluzodpovednosti, aktivovat otazky o planéte a jej smerovani,
zéroven by viak mala nadalej dominovat esteticka funkcia umeleckého textu. Ziaci a Ziacky by
sa mali spoliehat najma na svoju imagindciu, a preto nemusia vediet zdovodnit, preco dany text
dokondili takym ¢i onakym spdsobom.

Zaroven praca so sci-fi poéziou umoznuje reflektovat moderné trendy v literarnej vede, ktora
sci-fi neobmedzuje len na texty so silnym epickym, resp. narativinym jadrom. Sci-fi poézia ako
relativne novy subzaner sa sice rozvija aj tymto smerom, t. j. v zahrani¢i by sme naéli aj prikla-
dy poézie s narativnymi prvkami, v naSom kontexte v$ak pri D. Hevierovi alebo inych sloven-
skych autoroch a autorkach (napriklad i formalne netradi¢nd zbierka Michala Talla s ndzvom
Kniha tmy, ktord imituje ,,¢iernu skrinku® ndjdent po zaniku planéty) dominuje lyricky prvok.
Uvedomenie si vzajomnych vztahov a prelinani spétych s ich postmodernou relativizaciou
umoznuje ziakom a ziackam opustit monolitné chapanie zanrov z oblasti speculative fiction,
ktoré sa v sicasnosti ¢oraz viac kontaminuju a ich hranice sa postupne stieraju.
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Cesty, cesticky a slepé ulicky poézie Vlada Janceka

Eva Urbanové Simkov4
Katedra slovenskej literatury a literdrnej vedy
Filozofickd fakulta Univerzity Mateja Bela v Banskej Bystrici

Roads, Paths, and Dead Ends of Vlado Jancek’s Poetry
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The article deals with the poetic work of Vlado Jan¢ek. Through the category of comedy;,
it describes his authorial poetics, which differ in quality in individual collections.
We consider the first two collections (Motylov, 1999; Koctrov, 2009) are aesthetically
effective, mainly thanks to the effective use of various types of comedy, such as irony,
parody, jokes, and nonsense. These are minimalist poems based on simplicity and
improvisation. In terms of genre, they oscillate between short poems, aphorisms, and
jokes with so-called black humor. They are also based on the disruption of established
phrases (proverbs and sayings) and ideas. We consider the third collection (Ahoj krv,
2019) to be less aesthetically effective. Thematically, it shifts from universal human
themes to the personal problems of the subject, often with a sentimental result.

Keywords: Vlado Jancek, poetry, poems, irony, comedy, joke, themes

Vlado Janc¢ek je znamy nielen ako bésnik, ale tiez ako hudobnik, (spolu)textar skupiny Saténové
ruky, prekladatel a dramaturg. Jeho basnické dielo tvoria tri zbierky: Motylov (1999), Kociirov
(2009) a Ahoj krv (2019). V roku 2019 vysli prvé dve zbierky v reedicii, v jednotnej vizuédlnej
uprave, spolu s poslednou menovanou, a to v edicii Literarny cirkus (KK Bagala), ktorej nazov
¢iasto¢ne naznacuje, ako sa aj po dvadsiatich rokoch vnima v slovenskej literarnej obci Jan¢ekova
poézia. Otazkou ostava, aky ,,cirkus“ jeho poetické slovo naozaj prinasa.

Celkovo mozno poéziu V. Janc¢eka charakterizovat ako funkénu parodiu ,,vaznej“ literatury,
jej zauzivanych postupov, tém a motivov. Cosi podobné konstatuje aj Michal Jares, ked sa pri-
znéva, Ze Jancekova tvorba pre neho predstavuje ,vyvazeni toho ptili§ vazného a zatézkaného
slovenského basnéni, co se leckdy jen vydava za poezii“ (Jares, 2019). Jeho destrukcia ,,vaznej*
poézie vSak nie je zaloZend na novych, origindlnych postupoch ¢i témach, prave naopak, jej
vychodiskom je tradi¢na poézia sikromia,’ ktorej variabilitu takto per negationem potvrdzuje.

V publikacii Hladanie sticasnosti je Jancekova tvorba priradend k $irokej skupine diel, ktort ,,kritika
a historia zvycajne zaraduje pod bohuzial ni¢ nehovoriace oznacenie ,tradi¢nd poézia“ (Passia — Tara-
nenkovd, 2014, s. 179). Jaroslav Srank ju priraduje presnejsie k ,,poézii sukromia“ (Srank, 2013, s. 266

-379).
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Istu tradi¢nost signalizuju jednak tematické vychodiska (univerzalne témy literatury, ktoré su
stabilnou sui¢astou literatury vobec), ale i forma (viazany vers).

Autor vo svojej prvej knihe Motylov odkazuje na tieto ,velké“ a ,vazne“ témy, ktoré
boli kedysi predmetom ,vysokej“ literatury, ¢o dokazuju uz nazvy oddielov: Verit, Milovat
¢ Pracovat. Zamerne ich vSak bagatelizuje, ¢itame kratucké rymovacky persiflujice tie-
to tri hlavné piliere ¢lovedenstva. Banalita ako textotvorny postup sa v zbierke prekryva
so spontdnnostou vypovede, pri¢com jej desifrovanie je tiez pomerne jednoduché. Uéel takto
vystavaného komického basnického textu mozno vnimat na urovni jednej basne — tu mo-
Zeme uvazovat o akomsi momentdlnom vtipe, odlahceni, ale aj na urovni poetického gesta
— ako kritiku, vysmech preintelektualizovanej, vykonstruovanej ¢i dekonstruktivnej linii su-
Casnej poézie (pozri aj Jares, 2019).

Druhy Jancekovej komiky - ir6nia, parodia, recesia ¢i morbidny vtip

Neustdle zlah¢ovanie osciluje medzi iréniou a parddiou, obe vSak maju vo svojej implicitnosti
zakoreneny vztah ku ,karikovanej“ predlohe a tam, kde je vztah, nie je lahostajnost. Janc¢ekova
poézia ukazuje aj empatick tvar svojho smiechu - zaujima sa, pozoruje veci a javy okolo seba,
zamys$la sa nad nimi, pretvara a ,,prevracia” ich zmysel, ¢im postihuje paradoxy Zivota rovnako
poctivo, ak nie este hlbsie, ako jej vazne pendanty. V tomto zmysle ide o vyrazne angazovanu
poéziu, ktora prostrednictvom komiky vyjadruje isté stanovisko. Rovnako Ivana Gejgusova
(2003) definuje komiku ako vyraz urcitého postoja k svetu, k otazkam, s ktorymi sa musi jedi-
nec vysporiadat, ale taktiez k sebe samému.

Spominané ,velké” témy objavujeme i v druhej basnickej zbierke Kociirov: nabozenstvo
(Druhd pomoc, Odpust, Basnicky pre pokorné deti), laska (Ldtky cas, Navnada, Cely) ¢i aktualne
problémy spolo¢nosti (Ludstvo, Bank’s not dead). Podobne ako v debute, aj tu je Jan¢ekov humor
laskavy, nemozno ho nazvat len vysmechom, ale skor hladanim inej (menej vaznej, odlahce-
nej) cesty k danym témam. Kritika basni teda nie je namierend voci ,,predlohe® samotnej, ale
skor vodi jej jednosmernému vnimaniu. Takym je napriklad cyklus Bdsnicky pre pokorné deti
zo zbierky Kociirov, ktory tvoria dvojversové basne-gnoémy. Ich mravoucny charakter je vsak
v procese recepcie spochybneny, ¢i dokonca uplne prevrateny — prave prostrednictvom jedno-
duchych tvrdeni sa tu smeruje ku kritike dogmatického prijimania viery ako takej: ,,Kto sa vela
modli, / nemdze byt podly“ (Jancek, 2019b, s. 13), ,Nefajci a neklam, / ujde$ branam pekla“
(s. 16), nie vSak jej odmietnutia: ,,Prvé svité prijimanie / rozsiruje vnimanie“ (s. 19).

Prvé dve Jancekove zbierky obsahuju zaroven akési mimovolné postrehy namierené voci
konzumu, tepu ,,doby“ a pod., ale i také, ktoré st zalozené na glosovani kazdodennosti a tiez
umenia, s predpokladom kultirnej encyklopédie recipienta (Zdhada okolo Beethovena, Otelo,
Kanibali, Umeleckohistorickd poucka, O tom a i.). Mnohé z nich maju potencial zludoviet a ob-
javovat sa v réznych situdciach a diskurzoch. Nadc¢asovost im zarucuje uz samotny prototext,
V. Jancek vybera a na eklektickom principe vklada do basni notoricky zname frazy a frazémy,
ktoré samy o sebe patria k ludovej kultdre, napriklad: ,, Anicka, dusicka, nekasli / aby mak / pri
tebe nenasli“ (Jancek, 2019a, s. 11); ,,Dovtedy sa chodi s dzbanom po vodu, / kym sa neskon¢i
jedna faza / porodu® (s. 13), ,,,Cereéniéky, cere$nicky, ceresne, / po kolko ste?* / ,Kilo euro.
Beres, ne?™ (Jancek, 2019b, s. 45). Princip narti$ania ustalenych spojeni je evidentny uz z nie-
ktorych nazvov basni: Vsade depre, doma najvicsia, Hravou lavou, Akd, takd atd.
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Komiku Jancekovych textov dotvaraju aj ich zanrové aspekty: viaceré basne pripominaju
svojou stru¢nostou aforizmy, $truktirou (nastolenie problému a prekvapivé rieSenie v podobe
vtipnej pointy) zase epigramy. M. Jare$ by vSak autora oznacil ,,spi$§ za pohrobka nonsensu,
k tém, co navazuji na rddéni poetistii, na recesi i na absurditu pisniovych textti od Olympiku
pres novou vlnu az k dnesnim dntm® (Jares, 2019).

Na prieniky s hudbou v Janéekovej poézii upozornil uz J. Srank, aj ked predovsetkym v si-
vislosti s tvorbou piestiovych textov ¢i improvizaénymi vystipeniami a recitdciami (Srank,
2013, s. 329). Z tejto kategorie by bolo mozné doplnit podobnosti Janc¢ekovej tvorby s basnic-
kami hudobnika Karla Plihala (zhrnutymi napriklad v zbierke Jako cool v plote z roku 2006),
ktoré, podobne ako tie Janc¢ekove, osciluju medzi ,,skutoénou® a ,,uzitkovou“ poéziou, relativi-
zujlc aj samotné uvazovanie v stereotypnej polarite ,,vysokého“ a ,,nizkeho®

Dolezitym momentom Jancekovej poetiky je improvizacia - ta ho zas zblizuje napriklad
s odkazom Milana Lasicu a Juliusa Satinského. V basnach V. Janc¢eka rovnako vnimame re-
cesisticka energiu (Srank, 2013, s. 328), t. j. radost z objavovania a pomentivania sveta cez
prizmu komického. S postupom improvizacie sa viaze tiez nonsens, dal$i zakladny kamen
Janéekovej poézie, pritomny uz od debutovej zbierky Motylov: ,,Ako skrotit motyla: // pri-
kradnut sa od tyla, / zatajit dych, / zobrat lesny med a... // Uletel? / Tak potom // sa to neda.”
(Jancek, 2019a, z prebalu). Paradoxné je najma vyustenie jednotlivych basni - prave tu nastdva
tzv. moment sklamaného ocakavania, ked namiesto predpokladaného zaveru nastupi absurd-
nd pointa: ,V¢era v noci ma navstivil diabol. / Povedal mi: / ,Toto véetko bude iba tvoje, ale /
povysavaj“ (Jancek, 2019a, s. 61).

Takto nastaveny modus je avizovany dal$ou instrukciou z prebalu druhej zbierky. Okrem
podmienky improvizovania v nej ¢itame i spominany priznany vztah (srdce) k predlohe:
»Ako kreslit kocura: 1) najprv treba pekny chvost, 2) tuha ma byt hortca, 3) ruka mé byt
uvolnena, 4) fuzy kreslit od srdca“ (Jancek, 2019b). Citovana ukazka naznacuje isté prieniky
s detskou literaturou, o ktorych uvazovala aj Ivana Hostova v suvislosti s ilustraciami: tie spo-
lu s textom ,,knizku naoko postvaju do detskej literatary® (Hostovd, 2010), resp. tvorbou pre
teenagerov. Detska hravost je pritomna v kazdom z textov V. Janceka, je podmienkou, vy-
chodiskom, ale plnohodnotnym recipientom danych basni je dospely Citatel, ktory pochopi
aj podtexty zdanlivo detskych basni¢iek. V tomto pripade by sme mohli uvazovat o nadviz-
nosti na hravi poéziu Viliama Klimacka (napriklad na jeho zbierku Karamelky z roku 1992),
s ktorou ju spdjaju viaceré prieniky (auditivna strdnka, smerovanie ku groteske, nadhlad a se-
bairdnia, demonstrovanie naivity subjektu a pod.). Zatial ¢o V. Klimacek dotuje svoju vypo-
ved najmé hudobnou improvizaciou (dzezové a iné korelaty), comu zodpoveda aj jej vizualne
experimentalna podoba, V. Jancek kladie predsa len vacsiu vahu na slovo, hoci rymované, ale
obsahom nadradené nad formou. Uz nazvy zbierok nabadaju k odhaleniu motivacie tychto
novotvarov — Motylov evokuje akysi priestor, oblast ¢i krajinu, kde sa poku$ame krotit motyle,
a teda i dotknut sa krehkosti (tém, slova, ¢loveka i sveta). Zbierka Koctirov slovotvorbou sice
odkazuje na debut (z motylov sa ale stali kocury), predpokladame teda opét akusi lahkost
¢i nendpadnost, evokuje v$ak najmi nasu ,,smiechovu® tradiciu - Koctirkovo Jana Chalupku.
Opit sa tu teda kreuje kritika prostrednictvom smiechu — na rozdiel od J. Chalupku, raciona-
listu, osvietenca, ktory si vybera predovsetkym smiech negativny (Mikula, 1997), je Janc¢ekova
komika katarznd, oslobodzujtica fudského ducha prave z ptt rozumu. Metafora Kocurkova je
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v oboch pripadoch rovnaka - je to miesto, kde je vSetko naopak - vychodiska a dosledky su
vsak rozdielne.

Viacvrstvovost Jancekovej komiky odkryvaju tiez basne pripominajice vtipy-anekdoty,
ktoré vyznéavajt ¢ierny humor, opit predovietkym v zbierkach Motylov (Zit je narit, Vysoké
Vatry, Triaska ai.) a Koctirov (Bd-sen, Prvd vystraha, Psie kusy, Strmhlav, Chlapici, Prvd vystra-
ha a i.). Miestami dokonca evokuju akési ,,morbidaky“ z humoristickych ¢asopisov, co umoc-
figje aj ich vytvarna stranka — v reedicii ide o koldZe Pala Cejku. ,,Kreovanie“ mikro-pribehu je
v nich, rovnako ako v morbidnom vtipe, vystavené na postupnej gradacii zobrazovaného ne-
$tastia az k tragickej pointe: ,V zlatych poliach vl¢ie maky, / krvacal som na Sustiaky. // VSetci
mali mobily. / Dobili ma / v obili.“ (Jancek, 2019b, s. 35), alebo inde: ,Vravis si, Ze zit je narit,
/ ze to dalej nejde. / Chod sa na dialnicu zvalit. / Ono ta to / prejde.” (Jancek, 2019a, s. 31).
Opét sa nam pripoment nielen basnicky Karla Plihala, ale tentoraz najma ¢ierna poetika Tima
Burtona, ktorého do slovenciny prebdsnil prave V. Jancek (zbierka O Sldvkovom neslévnom
konci a dalsie burtonovky, 2015).

Po smiechu byva pla¢

Nateraz posledna zbierka basni Ahoj krv je v tomto zmysle popretim ,tvrdo* budovanej tvare
autorského subjektu. Jej odklon signalizuje uz nazov: od univerzalneho, spolo¢ného ,,priestoru®
a tém sa prechddza k osobnému, individudlnemu pozdravu ,,Ahoj“. Lahkost stvarnenia témy,
priznak improvizacie a z neho prameniacej komiky su tu zastreté tsilim o demonstraciu ,,sku-
to¢nych® problémov lyrického subjektu. Autor v zbierke upusta od vseobecnych tém a ustred-
nou otazkou sa v nej stava kriza stredného veku. Nazov knihy teda skuto¢ne odkazuje na tento
»smer® pohladu - pozdrav k sebe. Napriek signalizovanému nadhladu (,,Ahoj“ mozno chapat
ako zamavanie, stretnutie sa s danym problémom a jeho nasledné prekonanie, povedzme aj
pomocou karikovania) ho V. Jancek nedokaze udrzat v celej zbierke.

Emblémova je v tomto zmysle najdlhsia basen s nazvom Stard, ktora sa vyznacuje nostal-
gickou atmosférou. Lyricky subjekt spomina na mladost a slavnych spisovatelov, s ktorych zi-
votmi sa prostrednictvom aktu tvorby prelina: ,,Stary muz sedi v este star$om kresle. / Na staré
Casy, ked sa vela pilo, spomina. [...] S iskri¢kou v oku spomina / na zlaté Sestdesiate. / Naproti
nemu sedim ja / a piSem” (Jancek, 2019c¢, s. 51). Basen tvori Sest stran zbierky, ¢o posobi, v po-
rovnani s predoslymi textami (¢asto dvoj- ¢i $tvorversovymi), priznakovo, navyse si na Sirsej
ploche viac vsSimneme i jej formalnu stranku — dovtedy jednoduché (piesnové) rymové schémy
posobili ako vysledok momentalnej improvizacie, v dlhsich basnach, naopak, signalizuja pre-
myslent $trukturu. Princip nahody, hry (na chytanie motyla, kreslenie koctra a pod.), ktory
vytvaral iluziu, akoby dané basne vznikali v momente napadu, vystriedal uvedomely a v is-
tom zmysle uz aj anachronicky konstrukt. Zaver basne, hoci explicitne vypoveda o viacerych
moznostiach vyustenia stavu lyrického subjektu, pdsobi jednoznac¢ne, bez necakanych ¢i ab-
surdno-originalnych zvratov, pritomnych v predoslych zbierkach: ,,Dnes sa bud nasrot opijem,
/alebo zabijem. // Alebo uvidim® (s. 56).

Autor ani v tejto zbierke neupusta od motivov evokujucich detstvo - to sa vSak objavuje ako
davno stratena minulost s nadychom pesimizmu (pars toto basen Koniec detstva). Implicitné
v textoch nahradza explicitnd snaha pomenovat dané stavy autenticky, Casto ale s opa¢nym efek-
tom. Napriklad v basni Sdm V. Jancek nastoluje hlavny problém subjektu celkom jasne hned
vuvode: ,Vidim seba, ako starnem" (s. 47), nasledne ho v§ak odlahc¢uje pomocou hravej asociacie,
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ked slovo ,,strunka“ evokuje starobu (stary gauc), ale i prasknutt hudobnt strunu (koniec napa-
dov), ¢i dokonca dusu v tele ¢loveka: ,.Vidim sa, ako spadnem, prasknem, / vyleti zo mna mala
/ kriva / strunka, / niekam sa zakotula“ (s. 47), aby ale v zavere opat skon¢il doslovne, uzavreto:
»Som sam® (s. 47). Spominanu energiu, radost z tvorby, striedaji smutok a pochybnosti, ako
napriklad v prizna¢ne nazvanej basni Zruitil sa mi svet: ,Mohol som ¢akat, ze to celé takto skon¢i.
/] Vsade st kilometre kablov mojich / zauzlenych viet“ (s. 45).

Ak sa vSak autorovi podari udrzat hranicu sentimentu v prijatelnej miere (Jemne, Obycajny
den, Kratko z domova, Nastav mi dlane), potom Citame texty, ktorych subjekt sa prejavuje ako
citlivy pozorovatel (seba a vztahov v bezprostrednom okoli) ¢i estét a vysledkom je i scitlivenie
recipienta: , Krehké teld / teplych hviezd / v makkych rukdch / jemne niest (s. 18). Na liniu
uspes$nych basni z predoslych zbierok nadvdzuju najma jej kratsie texty, v ktorych minimalis-
ticky koncept neumoznuje vpad sentimentalnej ¢i inak jednoznacnej pointy. V takychto bas-
nach zaznieva uderny, strohy az ,,infantilny® ton, ktory tlmo¢i zdanlivo neddlezZité veci, aby ich
dolezitost nechaval tusit. Autor sa tak aspon nakratko navracia k povodnej motylej lahkosti
a kocurkovskej absurdite, ale tentoraz namierenej do vlastnych radov: ,,Znova si lahnem a po-
zeram na mraky. // V trdbe mdm prazdno / a v dusi / zemiaky“ (s. 27).
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In his contribution, the author deals with the personality and work of Marie Kodovska
(1912-1992), an intuitive artist from the North Moravian town of Rymarov, whose
untrained talent was intensely manifested in the fields of visual art and poetry, with both
spheres corresponding with each other. The author also draws on his own research into
the artist's legacy, which is now classified as art brut and is gaining increasing recognition
thanks to numerous collective and solo exhibitions of her visual art in the Czech Republic
and abroad, archived by her son Vladimir.
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Otazka vztahu literarniho centra a periferie pfitahuje pozornost badateli riznych védnich
disciplin a ma jisté interdisciplinarni charakter. Pfi zkoumani onoho vztahu se neobejdeme
bez hodnotovych konotaci. Proto je namisté sledovat problematiku necentralnich, okrajovych
¢i perifernich oblasti, jimz se dnes pfiznava nejenom pravoplatné misto v déjinach uméni, ale
také specificky statut a funkce v uméleckohistorickém procesu. V nasem pripadé je touto ob-
lasti Rymarovsko v okrese Bruntal, jez chapu jako prirozeny typ mikroregionu.

Literarni védec se pfi terénnim vyzkumu, podobné jako folklorista, muzikolog a historik
vytvarného uméni, musi vyrovnavat s ¢asto velmi rozlehlymi a nesourodymi sférami tvor-
by mezi uménim ,vysokym® a ,nizkym“ v rtiznych opozitnich ¢i komplementarnich vztazich.
Rozpoznani charakteru téchto vztaht a vazeb by mélo byt prvni podminkou identifikace slo-
zitého fenoménu popularni literatury. Zasadni opozice popularni literatury vic¢i umeélecké
literatufe se realizuje na trovni ¢tenarské recepce jako protiklad mezi tvorbou ur¢enou ma-
sovému ¢tenafi a ¢tenafi kultivovanému, vzdélanému a v jistém smyslu elitirnimu.! Dosud

! Piotr Kowalski pfi hodnoceni publikaci o popularni literature konstatuje, Ze je mozné vysledovat

v nich dva hlavni sméry badani: popularni kultura (a literatura) 1/ jako forma vyrazu urditych so-
cidlnich skupin, 2/ jako soubor vnéjsich (tj. mimo danou skupinu) manipulaci (v eufemisti¢téj$im
pojeti — usmérnovani) jako odpovéd na predpokladané potieby vnimatele. Uvedené rozliseni nachdzi
oporu v nékterych kulturnéhistorickych koncepcich, které chapou kulturu velmi $iroce, zohlednujice
jeji spolecenské rozvrstveni (Kowalski, 1976, s. 27).
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byla popularni literatura sledovana vétsinou v opozici k literature ,,vysoké®, v posledni dobé
jsme vSak svédky akcentovani ,,demokratiza¢niho® vyznamu sféry populdrni literatury (prede-
v$im v oblasti literatury popularné nau¢né). Popularni literatura se zde chépe jako prostrednik
mezi literaturou elitdrni a riznymi subkulturami. Ackoliv tato jeji druha role ptisobi dojmem
abstraktniho konstruktu, jelikoz jednotlivé sféry nelze dost precizné od sebe odlisit, umoznuje
plasti¢téjsi charakteristiku vlastnosti popularni literatury. Ty jsou zdsadné odli$né od kritérii,
podle kterych tradi¢né posuzujeme literaturu a kulturu ,vysokou® ¢i elitarni.

Objektem naseho vyzkumu je inzitni tvorba a skute¢nost, Ze se v ni velmi ¢asto setkavame
s textem doprovazejicim vytvarny projev (jak si posléze ukdzeme), nas vede pravé k aplikaci
kritérii imanentnich sémiotice. Doprovodny text md zfejmé za ukol komentovat nebo slovné
parafrazovat zobrazeny vyjev, jako by inzitni tviirce usiloval o intermedialni uchopeni a zafixo-
vani jednoho jediného vyznamu svého dila.

Inzitni literatura se nachazi v $iroké oblasti literarnich projevii mezi literaturou ,,vysokou“
a »folklorem® (viz nize navrh oznaceni ,,pololiterarni®). Bylo by, myslim si, omylem ji ptitazo-
vat k literatute populdrni, kvili konotacim ,,masovost, ,,$irokd dostupnost® atd., které se poji
s pojmem ,,popularni®. Z hlediska poetiky se zde nabizi uzit pro onu Sirokou sféru vhodnéjsi
a sémanticky méné zatiZzeny termin literatura , treti“ (Czeslaw Hernas); ten se vSak v praxi ne-
ujal. Inzitni literaturu proto radéji vydélujeme ze spolecenského obéhu podle sociologickych
kritérif rozsifeni a dosahu. Uzivd se pro ni rovnéz oznaceni ,,naivni, ,,laicka, ,,primitivni“ lite-
ratura. Jde v podstaté o jedno a totéz, termind se v§ak uziva promiscue. Za nejméné vhodny ter-
min povazuji oznaceni ,,primitivni®, nebot v ramci typu inzitni tvorby se setkdvdme i s mnoha
projevy opaku ,,primitivnosti®. (Osobné se pridrzuji terminu ,,inzitni“ literatura, z lat. insitus
= vrozeny, po vzoru Slovniku literdrnich smérii a skupin (1983, 2. dopl. vyd.). V nasem pri-
spévku budu nucen misty uzit terminu ,,naivisté“ v souvislosti s citacemi nazort vytvarnych
kritikd. Ani ve vytvarné oblasti, k niZ predevs$im byla dosud obracena pozornost odbornikd,
neni zatim pro tento fenomén ustélena odborna terminologie.) V citovaném slovniku autor
hesla ,,Inzitni literatura® Milan Blahynka nasel nékteré jeji rysy, k nimz patfi ,,bezprostrednost
a radostna nebo tlevna spontannost, s nimiz autor vypovida predevsim o sobé a o svém okoli
a s nimiz tlumodi své trpké zkusenosti i blazené nebo hriizné sny, dale jednoduché a silné
emocionalni vyrazové prosttedky, predmétnost, odpovidajici celistvému naivnimu Zivotnimu
nazoru a postoji autora, neskryvané potéseni z tvorby [...], kterd je ¢asto protivahou vsed-
niho nebo strastiplného autorova obc¢anského osudu, bezdééné ignorovani zanrovych hranic
a sméSovani slohovych prostredku, neznalost dobovych norem, tsili o dokumentarni presnost
a podrobnost pozorovani i zaznamu a konec¢né fantazie nespoutavana literarnimi a logickymi
zteteli“ (s. 102). M. Blahynka povazoval inzitni literaturu za ,,pololidovou®.

Bohuslav Bene$ naproti tomu navrhuje v tomto pripadé hovorit radéji o pololiterarni tvor-
bé, coz se mu zda byt vhodnéjsi pro oznaceni inzitni produkce 19. a 20 stoleti, zatimco polo-
lidova literatura figuruje v naSem povédomi jako tvorba 17. - 18. stoleti. Za inzitni literaturu
oznacuje tu ¢ast pololiterarni tvorby, ,.kterd je tematicky vyhradné zamétena k vyliceni indi-
vidualniho osudu autora nebo jeho nejblizsiho okoli“ (Bene$, 1971, s. 567). Ptikladem mu je
asi nejzndméjsi postava Ceské inzitni literatury Alois Beer (1833-1897), femeslnik a inzitni
tviirce z Dobrusky. Dodejme, Ze z Beerovych paméti vybrali a usporadali Karel Michl a Rudolf
Sktecek knihu Lituji, Ze nejsem bdsnik... (1970). Arsen Pohribny rovnéz usporadal sbornik
poezie a prozy Ceskych naivisti Bosé nozky (1969), kde nalezneme ukazky z literdrni i vytvarné
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tvorby dal$ich devatenacti autort. Otdzkou existence inzitniho uméni ve stfedoveku se zaby-
val v Ceské literatute Emil Prazak (1969). Z oblasti vytvarné zmifime alespoti znamou kni-
hu Josefa Capka Nejskromnéjsi uméni (1920), publikaci Arsena Pohribného a Stefana Tkace
Naivni uméni v Ceskoslovensku (1967) a ¢asopis Inzita. Kromé toho existuje nékolik katalogi
k riznym vystavam z této oblasti.

Nesporné nejvyznamnéjsi a také relativné nejznaméjsi inzitni autorkou na Jesenicku byla
Marie Kodovska.” Jeji biografie odhaluje sklon k tvir¢i praci a je dulezita i pro pochopeni
a vyklad jejiho dila, které, podobné jako u jinych naivist, bylo obranou vii¢i mnohdy tézkym
zivotnim podminkam. M. Kodovska se narodila 21. ledna 1912 v Korytné u Uherského Brodu,
na den presné padesat let po smrti Bozeny Némcové; pozdéji tomuto ndhodnému faktu jako
malirka a basnirka prikladala jistou dtlezitost. Na svét prisla jako pata z deviti déti a narodila
se z dvojcat. Jejim dvojcetem byl chlapec Antonin, ktery mél vyrazné muzické nadani a je-
hoz obdivovala. Ve dvaceti letech se vSak ztratil. Nejstarsi bratr Jan padl na Blizkém vychodé
za 2. svétové valky jako serzant francouzské cizinecké legie. Ostatni sourozenci zemreli také
velmi mladi, kromé bratra Karla, ktery se ve Zliné dozil sedmdesati $esti let. Jako mala si Marie
silné popalila pravou ruku a jeji fyzicky handicap ji stale zneklidnoval. Proti tomu vSak doka-
zala bojovat a uz jako dité bez védomi rodi¢t utekla do Brna na operaci ruky. Dalsi operaci
se podrobila pozdéji, ovéem rukou zdaleka nevladla tak, jak by chtéla, proto své obrazy malo-
vala rukou levou. Odmali¢ka v§ak pomdhala v domacnosti a na poli. Pozdéji pracovala jako
zemédélskd délnice. Otec Antonin Kodovsky zajizdél jako preddk s partou mistnich délniki
po celé Evropé za praci. Byl to Vrbas v Jugoslavii, Estré ve Francii, Kapfenberg v Rakousku
a Madarsku. Na podzim roku 1929 vzal s sebou i svou sedmnactiletou dceru Marii na praci
do zahrani¢niho cukrovaru ve Francii, asi 200 km severné od Parize, kde prala a varila tfice-
ticlenné parté délnikd. Za vydélané penize si Kodovsti doma koupili pole. V roce 1935 matka
donutila tfiadvacetiletou Marii provdat se na inzerat za stolafe Jana Bétika (10. 1. 1911 - 13.
10. 1974); kdyz ji vedli do kostela, vidéla svého zenicha teprve potreti v zivoté. Manzelstvi
nebylo zrovna $tastné, mizeme-li véfit jejim vzpominkam, které zachytil pro rozhlasové pas-
mo Cs. rozhlasu Ostrava Jan Slavotinek (1981). Na jate 1946 od rodiny odesla do Rymarova,
kam za ni zahy ptijel manzel s babickou a jejimi tfemi détmi: synem Vladimirem (9. 8. 1936),
Stanislavem (20. 5. 1945) a dcerou Jitinou (4. 12. 1937), kde si nasla zaméstnani v podniku
Brokat (dnes Hedva). Vzpominala na tézké zacatky svého pisobeni v podniku, kdyz ji vinou
chromé ruky padaly tézké baliky latek, jez méla nosit, nebo kdyz ji vlivem nezauceni padala
nalozena pradena s prizi. Pracovala v barevné, ve vydejné atki, a nakonec v $atkové expedici,
kde svou praci, diky jinak vrozené Sikovnosti a divtipu, zvladala nad normu a stala se prikla-
dem pro celou dilnu. V roce 1953 odchézi do invalidniho diéichodu. V Rymarové mezi tim
splacela domek (Mlynskd ulice ¢. 21). Po smrti manzela si v roce 1975 nechala zménit pfijmen
Bétikova na své divéi Kodovska. Syn Vladimir si nechal zménit pfijmeni po otci na matéino
divéi jméno uz v roce 1964.

M. Kodovska jako zemédélska a pozdéji textilni délnice az do svych padesati dvou let z exis-
ten¢nich diivodi neméla moznost plné rozvinout vrozeny talent a neprosla zddnym vytvarnym
$kolenim ¢i literarnim vzdélanim. Kromé vSech téch mlynard, truhlard, lesnikd, hajnych, hor-
nikd, obuvniki a jinych profesi, z nichz se obvykle rekrutuji naivisté, se ovSem najdou inzitni

> Osobné jsem M. Kodovskou nepoznal, zemfela 12. listopadu 1992 v Rymarove, a tak jsem ponejvice

¢erpal z archivu jejtho syna V. Kodovského.
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tviirci i mezi intelektudly a umélci jinych nez vytvarnych a literarnich obort.. Vzpomenme
na obrazy herce Josefa Hlinomaze nebo hudebnikii Frantiska Ringo Cecha a Ivana Mladka
(obrazy maluje také ,,bozsky Kaja“ neboli prosluly cesky zpévak Karel Gott). Mnohdy vytvarné
¢i slovesné tvori i predstavitelé dosti kuriéznich profesi, jako naptiklad majitel pohtebniho
ustavu Albert FiSer, zapasnik v cirkuse Bombois Camille, modistka Cecilie Markova, model
na AVU Joza Mrazek-Hoticky, tane¢nice drazdanské opery Ludmila Pokorna atp.

Pocatky psani poezie lze u M. Kodovské tézko datovat. Psavala tajné a ze studu pred vy-
sméchem okoli své basné nicila. V roce 1964 zacina jeji soustavna vytvarnd ¢innost, kdyz syn
Vladimir jako vysokoskolsky student ptivezl katalog z vystavy naivntho umeéni v Praze. Po pro-
hlédnuti reprodukovanych obrazi mu pry sdélila, Ze to by svedla namalovat taky. Zasluhou
Vladimirovou (povolanim ucitel, ktery je téZ solidnim amatérskym fotografem a talentovanym
basnikem), jenz se prubézné staral o opatfovani malifskych potreb a aktivné ji po celou dobu
v praci podporoval, vzniklo do smrti M. Kodovské na ¢tyfi tisice obrazii, kreseb, ilustraci, kold-
zi a dal$ich finalnich podob aplikace riznorodych vytvarnych technik a postupti. Postupem
Casu se jeji tvorba vyvijela (na rozdil od jinych naivisti) tak, jak se zdokonalovala v objevovani
vytvarnych technik. Tim je mezi naivisty jedine¢na.

Jen velmi stru¢né shrnu uspéchy M. Kodovské ve vytvarné oblasti: Prvni ocenéni ziskala
na 1. Ceské vystavé amatérské tvorby v Sumperku v roce 1970 (obdrzela Cestné uznéni mi-
nisterstva kultury), v sedmdesatych letech nasledovalo pét samostatnych mensich vystav,
v Krnové péci basnika a vytvarného pedagoga Jittho Daehneho probéhla v roce 1978 rozsahla
expozice 150 praci. Jiz pfedtim byla zastoupena na kolektivnich vystavach u nas i v zahrani-
¢i — v Norimberku (1975), Bilbau, Madridu, Drazdanech (vSe 1977), Berliné, Dessau (1980).
Obrazy do sbirek zakoupila Slovenskd narodna galéria v Bratislavé (1972). Dalsich devét ob-
razll se nachazi v Oblastni galerii v Litoméricich, kde je od roku 1982 ztizena stala expozice
¢eského naivniho uméni. Od roku 1975 je jeden obraz v Norimberku, od roku nasledujiciho
vlastni tfi obrazy narodopisné oddéleni Narodniho muzea v Praze. Jednim obrazem je zastou-
pena ve stalé expozici muzea naivniho uméni Musée d'art naif de Lile De France ve vesnicce
Vicq u Pafize. Reprodukci jednoho obrazu M. Kodovské 1ze najit v katalogu Le reve et les naifs
(1981). Syn Vladimir prihlasil rymarovskou malitku prostfednictvim Art centra do soutézi
v Bostonu a Tokiu.

Vytvarnou tvorbou M. Kodovské se odborné zabyval Jindfich Gar¢ic, roénikovou préaci pod
vedenim Aleny Nadvornikové Moravskd naivni malitka Marie Kodovskd zpracovala v roce 1978
posluchacka oboru vytvarna vychova PdF UP Olomouc Eva Dohnalova. Zminény J. Gar¢ic
upozornuje, ze v fadé pripadt je basnicka tvorba M. Kodovské zakomponoviana primo do jed-
notlivych obrazii. Autor¢inu vytvarnou tvorbu z hlediska tematického rozdéluje do tii Siroce
pojatych celkd: ,Na obrazech prvniho z nich vidime skute¢né objekty okolni reality. Nékteré
obrazy jsou dokonce namalovany pfimo podle skute¢nych predloh, napt. kvétiny, vlastni po-
dobizna atd. [...] za pravdivé vyobrazeni skute¢nosti nepovazuje vystizeni jeji vizudlni podoby.
Vybira ze zobrazované reality pouze ty znaky, které povazuje za typické, a méné typické opomi-
ji. Napt. kominik je charakterizovan ¢ernou barvou ve tvari, krasa mladé Zeny jejim usmévem
a bohatosti vlast atd. Vnimdnim reality a formou jejtho ideografického zobrazeni se blizi vyra-
zové prostredky této naivni malitky vytvarnému projevu déti. Za zaklad jejich vyrazovych pro-
stredku lze oznadit ty, které si dochovala z détstvi. Postupné byly kultivovany v disledku novych
zku$enosti ziskavanych soustavnou vytvarnou ¢innosti. Uvedena charakteristika vytvarného
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jazyka malirky plati i ve vztahu k dal$im tematickym okruhtm jeji tvorby. Obrazy druhého
okruhu jsou vytvareny malif¢inou fantazii. Kodovskou vzrusuje vSe, co ma pro ni nadech ne-
skute¢nosti a tajemstvi. Malbou obrazt poznava a proziva to, co je pro ni v redlném svété nedo-
stupné, nebo to, co zde neexistuje. Maluje napt. obrazy pohadkovych bytosti, personifikovanych
ptirodnich sil, kosmickych svétu, ozivlych predméti atd.

Do posledniho tematického okruhu Ize zahrnout obrazy obsahujici malif¢iny avahy o Zivo-
té a udelu clovéka. Poselstvi, kterd jsou v nich zahrnuta, maji promlouvat i po smrti tviirkyneé.
Vypovidaji o prekazkach v lidském Zivoté a o tom, Ze zit md smysl jediné v sepéti s vlastni
tvotivou Cinnosti. Pravé tato ¢ast vytvarného projevu souvisi s basnickou ¢innosti malirky.
Basné jsou zde ¢asto pfimo zakomponovany do obrazu. Obraz se potom kompozi¢né rozpada
na vytvarnou a slovni ¢ast. Slovni sdéleni urcuje vyznam obrazu, vytvarné prvky maji vyznam
symboli“ (Garéic, 1982, nestr.).

Jakkoli M. Kodovska dosla uznani jako inzitni malifka, pak jako inzitni basnirka se ne-
dockala zhodnoceni své slovesné tvorby. Také Bohumil Hrabal nasel slova uznani pro jeji
obrazek, ale s zidnymi autor¢inymi texty nebyl uz seznamen. Rymarovska autorka rozhodné
nereprezentovala typ spisovatele, jakym byl Stanislav Mraz, ktery nejenze zaujal Karla Capka,
ale dnes se k nému vraci rezisér Jan Antonin Pitinsky. Své verse psala ve slovackém nareci
(a s mnoha gramatickymi chybami), ¢imz pfipomina inzitni malitku a povidkarku Ludmilu
Prochazkou, ktera psala ve starohanackém dialektu. M. Kodovské se nedostalo prakticky zad-
ného literarniho vzdélani, zasadné pry necetla knihy. V jejim Zivotopise se vSak setkdme s né-
kolika zajimavymi skute¢nostmi. Do rodiny Kodovskych daval vazat své knihy pan ,,rechtor®
a za to jim néktery svazek vénoval. M. Kodovska vzpomind na to, jak pouZila ve slohové praci
poeticky obrat ,,mohutné duby $elestily“ a jak ji tehdy ucitel, domnivaje se, Ze jde o opis, pred
celou tfidou zesmésnil. Své basné od roku 1960 psala na psacim stroji (pouze v jednom exem-
plafi), ktery dostala z Cs. rozhlasu v Praze, kam své literdrni pokusy kdysi zasilala. Piilezitostné
vychazela jeji poezie v podnikovém casopise Brokat a ve sborniku Ustfedni lidové tvotivosti
Esce lepsi bude (1960). Jak v malbé, tak v psani byla velmi plodna, tvotila az obsedantné. Denné
napsala nékolik basni, az z nich vznikly $palicky, které syn Vladimir nechaval v Bruntale svazat
do podoby strojopisnych sbirek. Neztidka byly tyto svazky, jejich pocet se bliZil Sedesati, autor-
kou ilustrovany perokresbou nebo kolazi.

Z toho, co jsem mél moznost poznat, usuzuji, Ze zde ¢asto dochazi k prolinani podobnych
namétd z obou tvurcich oblasti — vytvarné a slovesné. Typickym ptikladem jsou pohadkové
motivy, které pravdépodobné cerpala poslechem rozhlasovych pohadek a v détstvi slychala
od rodi¢a. Basen Zdzitek (svazek Poezie 9, 1973) je podékovanim Cs. rozhlasu za pravidelné
vysilani nedélnich pohadek a ma dvé varianty. Obvyklé bylo u M. Kodovské zpracovani néko-
lika variant jednoho vytvarného a literarniho namétu. Stejné jako ve vytvarné tvorbé, kde vét-
$ina obrazi byla malovana a la prima (malifka od obrazu odesla tehdy, kdyz byl hotov), rovnéz
basné vznikaly najednou, bez konceptu. Udajné nejcennéjsim svazkem z hlediska minulosti
autorky mély byt Paméti babicky Katefiny Kodovské, a to pro své realistické podani konkrétni-
ho Zivotniho osudu. Svazek vSak nebyl vracen z prazského Ustiedi lidové tvofivosti. Nékteré
dalsi svazky se rovnéz ztratily.

Lyrika M. Kodovské tvori samostatny celek tvorby a neni jako u jinych naivistii pouhym
komentdrem k vytvarné ¢innosti. Jednalo se u ni o dvé zcela oddélené vétve umélecké tvor-
by. Shleddvame-li v jeji vytvarné ¢innosti quasisecesni prvky, v jeji poezii bychom formalni
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ptibuznost s dobové paralelni literaturou nenasli. Inzitni tviirce zpravidla stoji mimo styly
a soudobé sméry. Poezie rymarovské autorky obsahuje vzpominky na détstvi a mladi, na sou-
rozence, rodice, Casté je vyrovnavani se s téZkym zivotnim ddélem, zdtivodnovani si smyslu
své tviréi prace, svych utéki do svéta fantazie. Pokusila se i o drama ve versich (Let na Mars
Franty Vincii, 1974), pochopitelné bez jakékoliv znalosti zakonitosti stavby zanru. Psala také
satiry (Ozvény Havlicka, 1975) na obecnou notu (napft. ver§ovana satira Provérka vdovy je psa-
na na napév pisnicky Na silnici do Darwil). Pochopitelné, v basnich najdeme mnohad zajimava
slovni spojeni, katachréze, nehledané metafory, ,vytvarnou“ symboliku.

Je tieba také vidét i to, Ze se M. Kodovska v pocatcich své tvorby blizila pravé naivnimu
pohledu ditéte na svét. S estetickymi vytvory déti poji autorku sbirek Vonicka Moravy (1975),
Ma myslenka a ja (1974), Balada ve znameni mého slunce (1974), Ldska je jako kvétina (1966),
Dech Iéta (1974), Bdsné mého Zivota (1974) svézest a hravost vidéni, jakasi spontanni radost
z moznosti nazirat na svét a jeho rozmanitost. S tim je spojena zna¢na idealizace a sklon k ro-
mantickému prikraslovani skute¢nosti. Inzitni tvorba M. Kodovské je charakteristicka jedno-
duchymi vyrazovymi prostredky a postupy, vybocenim z kompozi¢ni struktury, nelogickym
vétvenim déje, na drovni véty ¢astymi anakoluty a zeugma, stylistickou nesourodosti, nékdy
az naturalistickou a detailni popisnosti, coz souvisi s vyraznym sklonem k introvertnosti ¢i
introspektivnosti autorky.

Zatimco do roku 1989 bylo dilo M. Kodovské fazeno do oblasti naivniho a inzitniho umé-
ni, po padu komunistického rezimu jej prehodnotila Alena Nadvornikova, a to v kontextu stre-
doevropské tvorby art brut na vystavach v Praze (1998) a v Olomouci (2008). Galerie Octopus
pri Méstském muzeu Rymarov pak v letech 2012, 2013, 2015 a 2016 usporadala cyklus vystav
s nazvem Marie Kodovskd - zndmd i nezndmd. K nékterym vystavam (také v Polsku) byly
vytvoreny dvojjazy¢né katalogy Marie Kodovskd: krdlovna modrojasu. Maria Kodovska: kro-
lowa blekitu (2017),® Kvéty a kytice v dile Marie Kodovské. Kwiaty i bukiety w twérczosci Marii
Kodovskiej (2018).* Heslo Marie Kodovska bylo zarazeno do Slovniku ceskych a slovenskych
vytvarnych umélcti 1950-2000 (2000).

Od roku 2015 zacala fungovat Galerie Marie Kodovské sidlici v autor¢iné zrekonstruova-
ném domé na Mlynské ulici 21 v Rymarové. Posmrtné vydany Vybor z bdsni Marie Kodovské
I - Pohddky (2018) a Vybor z basni Marie Kodovské II - Sci-fi a sny (2022) s autor¢inymi ilus-
tracemi edi¢né pripravili Michal Vyhlidal a Zdenka Prikrylova Nesetova, grafickou tupravu
navrhl Roman Karel.

Pokud jde o prvni sbirku basni, kunsthistorik M. Vyhlidal vybral, se svolenim autor¢ina syna
Vladimira Kodovského z dochovanych strojopisnych svazki, basné na pohddkova témata, kte-
ra tvofi prvni dil zamysleného ¢tyfsvazkového vyboru. Basné M. Kodovské prirozené vynikaji
prostotou a upiimnosti. Casto psala o kazdodennich radostech, rodiné a rodném kraji. Dale ur-
¢itym duchovnim rozmérem. V jejich textech se ¢asto objevuji motivy Boha, nadéje a vdé¢nosti
za 7ivot. V neposledni fadé propojenim s vytvarnym uménim. Jeji poezie a obrazy tvori nedilny
celek, mnohé basné doprovazeji jeji specifické malby a naopak, nékteré malby obsahuji také verse.
Jednim z jejich znamych motivil je laska k domovu a kréasa Jeseniki, kde prozila vétsinu Zivota.

Katalog vysel k vystave, ktera se uskutecnila v Muzeu Wsi Opolskiej w Opolu v terminu 30. 6. - 27. 8.
2017 a v Méstském muzeu Rymarov v terminu 7. 9. — 4. 10. 2017.

Vydano ke stejnojmennym vystavam v Méstském muzeum Rymarov 28. 6. - 29. 7. 2018 a v Muzeu
Wsi Opolskiej w Opolu 17. 8. - 15. 10. 2018.



L1BOR MARTINEK ¢ MARIE KODOVSKA — INZITNf UMELKYNE Z RYMAROVA

Jeji verse Casto pripominaji lidovou pisen: ,Mam rada tuto zem a lidi v ni, / mdm rada slunce,
které rany hoji. / At kazdy den mi v srdci zazvoni / a duse ma se v tichu upokoji.

»Marie Kodovska po cely sviij zivot prikladala sntim velky vyznam. Vychazela z nich ve své
vytvarné tvorbé a spoustu z nich zverSovala. Kniha Vybor z bdsni Marie Kodovské II - Sci-fi a sny
obsahuje dvé epické basné Let Franty Vincii na Mars a Sen o Venusi, v nichz autorka osobité po-
jednala o své predstavé vesmiru a existenci jinych, podle ni nezkazenych civilizaci v ném. Basné
maji nejen umeéleckou kvalitu, nybrz vypovidaji téZ o dobové fascinaci kosmonautikou a zavo-
dech v dobyvani vesmiru mezi 50. az 70. lety (1957 vyslani prvni druzice Sputnik, 1961 prvni
¢lovék ve vesmiru J. Gagarin, 1969 prvni ¢lovék na Mésici N. Armstrong, 1978 prvni ¢s. kosmo-
naut ve vesmiru V. Remek ad.), které autorku inspirovaly jak ve vytvarném, tak poetickém dile,
zpracovala je vSak svym zcela originalnim zptisobem® (Vyhlidal, 2022).

Soudasti svazku je rovnéz futuristicka préza Md predstava o budoucnosti, ,.ve které basnirka
upustila uzdu své predstavivosti, jak to bude vypadat na zemi za stovky let. Nasleduji basné
Slunci, Mésici a hvézdam, oddil s verSovanymi sny a ptlno¢ni uvahy. Jednotlivé basné opét
doprovazeji ilustrace a knihu zavrsuje editory Zdenkou Nesetovou a Michalem Vyhlidalem vy-
pracovana studie, edi¢ni poznambka, popisujici postup zpristupnéni textil, a medailon doplnény
dobovymi fotografiemi, z nichZ vétsina nebyla dosud publikovdna“ (tamtéz).

Jak se domnivd editor svazku M. Vyhlidal, ,Vesmir se svym nekoneénym prostorem, za-
hadnymi hvézdami a dosud neobjevenymi planetami podnécoval bezmeznou obrazotvornost
Marie Kodovské. Nikdy v$ak pfi svém romantickém a lyrickém zalozeni nebyla ve vytvarné
tvorbé ani textech technicistni; kosmické bytosti i planety maximalné polidstovala, avsak ne-
obdarovala je lidskymi, to jest dle jejiho soudu prevazné negativnimi vlastnostmi, naopak, vée
kosmické vladne klidem, dokonalou souc¢innosti, laskou, dobrotou a nesmirnou moudrosti
na rozdil od vSeho zemského* (tamtéz). V jedné basni najdeme i sebeosloveni lyrické subjektu,
kdy se basnitka jako by obraci sama k sobé¢: ,,Ty musi$ napted / poznat krasu Hvézd / a nesmis
stdle / myslet na bolest / a chces-li $tésti / aby dalo kvét / tak jiny musis / vytvareti svét.”

V pristich letech by mély vyjit dalsi svazky vénované lyrické poezii nebo autobiografic-
kym basnim M. Kodovské. Pro pfipomenuti polozapomenuté osobnosti basnitky a malirky
iniciovala Zdenka Prikrylova Nesetova pfi ¢trnactideniku Rymarovsky horizont vznik celo-
statni literarné-vytvarné soutéze pojmenované po Marii Kodovské, jiz se podatilo uskute¢nit
$est ro¢niki.

Psychologii tvorby inzitnich umélct, ale také lidi dusevné postizenych (schizofreniki ap.)
- coz nenf pripad M. Kodovské -, se vénoval Ivo Pondélicek v knize Fantaskni uméni (1964).
Kromé problematiky osobnosti inzitniho tviirce by bylo tfeba se podrobnéji zabyvat zaroven
problémem inzitnosti jako takové (chapeme-li inzitnost jako neskolenost, neimyslnost, pti-
vodnost, upfimnost), jeho komunikaéni kvalitou, tvarovou charakteristikou a estetickou hod-
notou. Stranou pozornosti by neméla ztstavat ani otdzka vztahu inzitniho literarniho projevu
k oblastem jinych uméleckych disciplin, zvldsté k vytvarnému umeéni. Bylo by produktivni
sledovat vztah vytvarného inzitniho projevu ke ky¢i, od néhoz se naivni malba zdsadné od-
lisuje. Jako projevy ,,pololiterarni povahy by se méla tvorba inzitnich spisovatelii zkoumat
vpoméru k uméni lidovému a ,,vysokému® (eventuelné k literdrnimu braku); naptiklad v dobé,
kdy se periferie stava inspiraci pro profesionalni umélce, aby jim pomohla prekonat rafinova-
nost vyrazovych prostfedki. Tim se vracim k uvodu ¢lanku, kde jsem se zminoval o vztahu
centra a periferie. Zda se, Ze periferie miize byt sama o sobé centrem v ontologickém smyslu,
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sttedobodem k celistvému uchopeni svéta, a ze mtize energif tvorivého potencialu specifickym
zpusobem a za urcité konstelace literarniho vyvoje obohacovat centrum, u néhoz predpokla-
dame vysokou profesionalitu tvirct a jiné podminky pro rozvoj ,vysoké® literatury. Tuto ten-
denci jsme u nas mohli sledovat v proletarské poezii, zvlasté ve stylu poetického naivismu
Jaroslava Seiferta, expressis verbis v programovych statich raného Devétsilu, u poetisti pak
mél obrat k literdrni periferii pfimo programovy charakter.

Naivisté mnohdy ziji v izolaci (neni to vSak pravidlem) a jejich jednotliva dila vznikaji
osamocené. Casto jde pouze o rukopisy bez velkého ¢tendiského dosahu. Tito autofi se ne-
vyrovnavaji kladné ¢i zaporné s predchazejici normou, nenavazuji na tradice. Neexistuje tu
vlastné vyvoj stylu, ktery je dilezitym prechodem tvarové vystavby ve vyslednou vyznamovou
strukturu dila. Mira vyznamu uméleckého dila ptitom roste s mirou inovace, tedy ,,neuspora-
danosti“ znakové struktury. Na rozdil od vétsiny produkce popularni literatury muaze ovSem
inzitni tvorba jisté inovace prinaset. Kritikové a spisovatelé ji ocenuji zvlasté pro jeji impre-
sivnost, bezprostfednost, emociondlnost, jednoduchost vyrazovych prostredka. To je jeden
z divodu, pro¢ ma smysl se inzitem podrobnéji zabyvat.
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This article examines Nino Haratischwili’s The Eighth Life (for Brilka) as a key example
of the contemporary generational novel, focusing on narrative strategies, memory, and
gendered narration. Drawing on theories of generational storytelling and postmemory,
it analyses how individual life stories intersect with collective historical trauma shaped
by twentieth-century Georgian and Soviet history. Central to the analysis is the
female narrator Nica, who occupies a dual role as both participant in and mediator of
intergenerational memory. The study interprets the metaphor of the carpet as a structural
model of memory, emphasizing its layered, non-linear, and recursive organization.
Female characters function as narrative nodes that preserve, transmit, and reinterpret
family history, while the recurring motif of the “magical” chocolate disrupts linear
temporality and reinforces cyclical patterns of trauma. The article argues that the novel
constructs memory as a dynamic narrative practice that challenges linear historiography
and foregrounds the openness of the future.

Keywords: Nino Haratischwili, novel, postmemory, carpet, narration

Nino Haratischwiliovd (nar. 1983, Tbilisi) je gruzinsko-nemecka spisovatelka, dramaticka
a divadelna rezisérka. PiSe prevazne v nemeckom jazyku a patri k najvyraznej$im hlasom su-
¢asnej po nemecky pisanej prozy. Debutovala roménom Juja (Juja, 2010), ktory predstavuje
v jej tvorbe vynimku, pretoZe sa v nom uplne vyhla postsovietskemu priestoru a s nim spoje-
nym témam, nasledoval Moj nezny blizenec (Mein sanfter Zwilling, 2011), v ktorom uz siahla
po traume prameniacej z gruzinsko-abchazskeho konfliktu, dalej celosvetovo zndmy Osmy Zivot
(pre Brilku) (Das achte Leben (Fiir Brilka)), 2014), Macka a general (Die Katze und der General,
2018) a Nedostatok svetla (Das mangelnde Licht, 2022). Okrem toho sa vyrazne presadila aj ako
dramaticka a rezisérka; jej divadelné texty a inscendcie sa uvadzaju na vyznamnych nemec-
kych a eurdpskych scénach. V roku 2025 jej vysla zbierka poeticko-politickych eseji Eurdpa,
zobud' sa! (Europa, wach auf, 2025). Jej tvorba sa vyznacuje epickym rozmachom, silnou
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emocionalnostou a prepojenim individualnych osudov so zasadnymi historickymi a politicky-
mi procesmi. Ustrednymi témami Haratischwiliovej diel st pamit, trauma, nasilie, rodinna
kontinuita a diskontinuita, skimanie identity v kontexte dejinnych zlomov prostrednictvom
zenskych hrdiniek. Bez ohladu na volbu zanrov spaja jej tvorbu ddraz na rozpravanie ako akt
pamati so zenskou rozpravackou ako sprostredkovatelkou kolektivnej skiisenosti.!

Romén Osmy Zivot (pre Brilku) predstavuje vrchol jej prozaickej tvorby a zaroven paradig-
maticky text ako stvoreny pre analyzu narativnych stratégii v kontexte rodinnej sagy. Ide o roz-
siahly epicky roman (v originali tisicdvestoosemdesiat kniznych stran), ktory sleduje pohnuté
osudy piatich generdcii a dsmich ¢lenov gruzinskej rodiny DZasiovcov na pozadi dramatickych
dejin 20. storocia — od konca carskej éry cez revolucie, stalinizmus a sovietsku éru az po rozpad
ZSSR a tristnua postsovietsku realitu. Text je vystavany ako retrospektivne rozpravanie, v ktorom
sa individudlne zivotné pribehy prelinaju s historickymi udalostami a vytvarajiu komplexnu siet
pamiiti, traumy a opakovania. Roman je chronologicky ¢leneny do dsmich knih, z ktorych sa
kazd4 ststreduje na Zivot jeden konkrétnej postavy. Az na jedného muzského protagonistu ro-
diny (ktorého zivot v$ak formuju predovsetkym zenské postavy) st to vyhradne zenské hrdinky.
Poslednd, 6sma kniha nesie nazov Brilka a obsahuje symbolicky prazdne stranky, ¢o reflektuje
otvorenost budicnosti a moznost pokracovanie narativu.

Koberec rozpravani a ¢itani

Haratischwiliovej roman mozno ¢itat rézne — z perspektivy tedrie narativnej pamati a gene-
ra¢ného rozpravania.” Autorka pracuje s viacvrstvovym rozpravanim - pribeh rodiny sa stava
médiom kolektivnych dejin. Rozpravanie nefunguje linearne, ale ako ,,siet” opakovani, prepo-
jenych epizod, odchodov a navratov, ¢im sa zdéraznuje fragmentarnost paméti a nemoznost
minulost uplne uchopit.

Klacovu ulohu v tejto narativnej Struktdre zohravaju zenské postavy (je to predovsetkym
rozpravacka Nica, ale vo velkej miere aj Stasia a ostatné ¢lenky rodiny Dzasiovcov — Christina,
Kitty, Elena a Daria), ktoré mozno vsetky chapat ako narativne krizovatky deja, klticové uzly
v komplikovanej narativnej sieti medzi 1) minulostou a pritomnostou, 2) medzi vlastnym indi-
vidudlnym pribehom a kolektivnou pamitou. St to prave zZeny, ktoré v romane spéjaju jednot-
livé generacie, uchovavaju rodinnt pamait a sprostredkuvaja pribeh dalej. Ich Zivoty a tiez teld®
sa stavaju miestom, kde sa pretina sukromné s politickym, osobna skuisenost s historickym
epochalnym nasilim. Nie st pasivnymi obetami dejin, ale aktivhymi nositelkami rozpravania:
ich perspektivy $trukturuju text a urcuju, ktoré udalosti st zapaméitané, nanovo interpretované
alebo potlacené. Zenska skusenost sa tak stdva centrom nardcie.

' Na Slovensku doposial vysli tri Haratischwiliovej romany v mojom preklade: Moj nezny blizenec
(2022), Nedostatok svetla (2023), Osmy zivot (pre Brilku) (2025). V3etky tituly vydalo nakladatelstvo
Inaque.

?  Haratischwiliovej romdn mozno ¢itat aj postkolonialne, dalej ako traumaticky narativ, historiografic-
ka metafikciu ¢i rodinny roman.

* Zinterpreta¢ného hladiska posobi v romdne vyznamne moment ,,telesného“ zapisania dejin, pretoze
takmer vsetky Zenské hrdinky zazivaja v suvislosti s historickymi javmi aj urcité fatalne ,,zapisania“
do tela - napriklad KGB u Kitty ako jednu z donucovacich metod pre vyzradenie, kde sa nachadza jej
partner Mika, vykond potrat, v dosledku ktorého dieta umiera, a Ramaz polial manzelke Christine
polovicu tvare kyselinou a znetvoril ju, aby viac nemusela byt milenkou stranickeho pohlavara.
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PauLiNa SEDIKOVA CUHOVA o NICA AKO KEUCGOVA KRIZOVATKA NARACIE
V GENERACNOM ROMANE OSMY ZIVOT (PRE BRILKU)

Rozpravacka rodinnej histérie Nica vyrastla v Tbilisi, po rozpade Sovietskeho zvazu sa
vsak rozhodne odist do Berlina, kde Studuje histériu a za¢ne pisat rodinny pribeh. Podnetom
k pisaniu sa stdva zmiznutie najmladsej ¢lenky rodiny — netere Brilky, pre ktort chce Niza
sprostredkovat dovtedy len tutrzkovito zachovanu rodinnu histériu, ¢astokrat zamléovana
a potlac¢and: ,Nikdy nerozpravate o minulosti, Kosta. Pre¢o? Ani tvoja matka, ani teta, ani
ty. Viem o vas tak malo. Nedavno som na povale nasla debnu so starymi fotkami. Ani len
poriadny rodinny album nemadte. Ved je to divné“ (Haratischwili, 2025, s. 353). Nica skima
sedem Zivotov rodiny Dzasiovcov hlavne preto, aby Brilka mohla viest vlastny — dsmy Zivot —
nezviazany minulostou.*

Cielom $tudie je analyzovat Haratischwiliovej roman z perspektivy generaéného rozpra-
vania, textovo-naratologickych postupov a tedrie pamiti prostrednictvom metafory koberca.
Z hladiska teérii narécie a pamiti je Osmy Zivot (pre Brilku) exemplarnym prikladom generac-
nych roménov, ktoré stustreduju rozpravanie na generaciu ako ,,sty¢né miesto individudlnych
a kolektivnych dejin® (Eigler, 2005, s. 10) a ktoré uz od prelomu tisicro¢i vyrazne formuju
po nemecky pisanu sicasnd literaturu.® Funguju ako $pecificka forma historického rozprava-
nia, v ktorom sa individualne naracie prelinaja s kolektivnou pamétou.

Nica - viazacka pamaiti

Nica je rozpravackou rodinnej historie Dzasiovcej a tiez integralnou sucastou generacnej
rodinnej $truktury, ktort svojim rozpravanim spitne rekonstruuje. Zastava tak v romane
dvojita poziciu (porov. aj Lempp, 2020, s. 5) — 1) je homodiegetickou rozpravackou, preto-
Ze je sama sucastou rozpravaného sveta, 2) je rozpravackou ,generacii“ Zien svojej rodiny.
Nica rozprava retrospektivne, ale tiez reflexivne, pricom do rozpravania zahrna celé storocie:
»Za tieto riadky vda¢im storociu, ktoré vsetkych podviedlo a oklamalo, kazdého, kto dufal®
(Haratischwili, 2025, s. 16). Rozprava rodinnu histdriu, ktoru zazila nielen ona sama, ale
rozprava aj to, ¢o pozna z rodinnych legiend, rozpravani inych ¢lenov rodiny, doplnajic to
o vlastné poznamky, premyslania.

Hyperlexikon literarnych pojmov SAV definuje homodiegetické rozpravanie s rozpravacom
ako postavou pribehu ako autodiegetické, ak je rozprava¢ determinovany vlastnymi percepc-
nymi schopnostami,® ¢o v suvislosti s rozpravackou Nicou rovnako vnima aj Marie-Christine
Boucherova. Aj podla nej Nica scasti rozprava autodiegeticky a posobi ako auktorialna rozpravac-
ka, napriek faktu, ze ,,v texte vyjadruje svoju neistotu” (Boucher, 2025, s. 125). Nica si uvedomuje
prazdne miesta, medzery v rozpravani, mnohé len tusi, ale vlastni nevedomost otvorene priznava
a doklada pri sprostredkavani zazitku ¢i udalosti iného ¢lena rodiny poznamkou ,,predstavovala
som si“ alebo ,,nie som si ista“ (Haratischwili, 2025, s. 254): ,,Predstavovala som si, ako si jedinym

V roméne ma ¢islo osem dvojaky vyznam: oznacuje pocet ¢lenov rodiny, ktorych osudy sa dostavaju
do centra naracie, a sucasne pdsobi ako symbol nekonec¢nosti a cyklického opakovania dejinnych
a rodinnych skdsenosti.

Napriklad roméan Eugena Rugeho V ¢asoch ubiidajiiceho svetla (In Zeiten des abnehmenden Lichts,
2011), Poludnica Julie Franckovej (Die Mittagsfrau, 2007), ale aj romdany autoriek, ktoré pochadzaju
rovnako ako N. Haratischwiliova z krajin byvalého Sovietskeho zvizu - Prisla z Mariupola (Sie kam
aus Mariupol, 2017) od Nataschi Wodinovej a Mozno Esther (Vielleicht Esther, 2014) od Katji Pet-
rowskej.

Pozri https://hyperlexikon.sav.sk/pojem/234/rozpravac.
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pohybom ruky uvolnila gombicku na krku a ako sa makucka latka zosunula na zem, ako sa jej
podarilo stat sa pre neho nenahraditelnou® (s. 343, ale tiez s. 344, 388 ¢i 786).

To, ze Nica funguje v dvojroli (rozpravacka a sucast rozpravania), jej roli rozprava¢ky umoz-
nuje urcity odstup od traum jej blizkych, ako aj od osudovych historickych zlomov. Jej identitu
formuje nielen vlastna skiisenost, ale aj prenesena pamét v zmysle konceptov postmemory, kto-
ra sprostredkiva traumy a konflikty minulosti, aj ked ich sama nezazila. Ako tvrdi Marianne
Hirschova (2012), tento koncept oznacuje vztah generacie, ktora nasleduje po tych, ktori pria-
mo zazili kultdrnu alebo kolektivnu traumu, k skiisenostiam ich predchodcov. Tato generacia
si minulost neosvojuje prostrednictvom vlastnej pamati, ale sekundarne - cez pribehy, obrazy
a vzorce spravania, ktoré formuju jej vnimanie identity a historickej kontinuity (porov. Hirsch,
2012, s. 4 - 8). Tento koncept je o¢ividny v postave Nici. Ako rozpravacka totiz vykonava me-
didciu pamati - sprostredkdva minulé traumy rodiny a zaroven ich transformuje do vlastného
narativneho hlasu. Jej pribeh ilustruje mechanizmus postmemory v praxi: trauma predchodcov
je prezivand a rekonstruovana sekunddrne, pricom rozpravanie samotné sa stava prostriedkom
zachovania a reinterpretacie kolektivnej pamati.

Nica zaroven ako histori¢ka’ svoje rozpravanie doplna historickym materialom charakteri-
zujucim dané obdobie,® pricom jednotlivym tsekom textu’ predchadzaju dobové citaty z do-
bovej krasnej literatary, hudby ¢i tlace a zaroven historické udalosti daného obdobia. Podla
Marie-Christine Boucherovej (2025, s. 132) sa tymto spdsobom na ¢asovej rovine nielen pre-
pletaju kolektivne a individudlne dejiny, ale zaroven dochadza k ich prepojeniu na ¢asovej ro-
vine: kym na urovni svetovych dejin sa spominaji udalosti s dlh$im trvanim, Nica napriklad
zalina rozpravanie opisom vlastného narodenia v konkrétny den."

Nicinmu ,zbieraniu“ rodinnej histérie pre Brilku predchadzalo dlhé odmietanie a nevola
zaoberat sa rodinnym pribehom, no neskor sa stdva angazovanym a adresnym rozpravanim,
ktoré by vsak bez Brilky nikdy nevzniklo: ,,Za tieto riadky [...] vdac¢im tebe, Brilka. Vda¢im
za ne tebe, pretoze si zasluzi§ 6smy zivot. Pretoze sa hovori, Ze ¢islo osem znamena vecnost,
rieku, ktord sa stéle vracia. Ddvam ti svoju osmicku® (Haratischwili, 2025, s. 16).

Nica sa stava tym, na ¢o upozornuje uz hned v uvode - narativnym uzlom, ktory spaja
minulé generacie. Rodinna linia DZasiovcov tvori metaforicky material, z ktorého sa viaze ko-
berec typicky pre tato kaukazsku oblast, ktory je zaroven nositelom rodinnej histérie, tradicie.
Zo vsetkych kaukazskych republik je to najmi Gruzinsko, kde sa kobercové umenie rozvijalo
niekolko storo¢i (histdria siaha az do 5. storocia) a je hlboko zakorenené v identite krajiny.
Mnozstvo gruzinskych kobercov je ru¢ne viazanych uzlovou technikou, ¢o znamena, ze kazdy
koberec je jedine¢ny a vyzaduje si $pecialnu techniku. Jeho vyroba je mimoriadne naro¢na -
koberec sa viaze uzol po uzle a vrstve po vrstve. Vznikd tak komplexna, vrstvena struktura, kde
kazda Cast je zavisla na inej, pricom predchadzajtce uzly tvoria rimec pre nové.

Nica sa sustreduje na vyskum stuc¢asnych vychodoeurépskych dejin.

Historicky dobovy material vyuzity v Haratischwiliovej romdne si vyzadoval autorkino enormné re-
Ser$né usilie na poli histérie, literatdry & hudby. Casti textu rémcujt napriklad ruska poetka Anna
Achmatovova, Galaktion Tabidze (gruzinsky poet), sovietska hymna, vyroky Stalina, Chruscova, Le-
nina ¢i Maa.

Mozno ich vnimat ako kapitoly a podkapitoly.

Napriklad: ,Narodila som sa 8. novembra 1973 v dedinskej nemocnici, ktora nestoji za dal$iu zmien-
ku, nedaleko Thilisi v Gruzinsku“ (Haratischwili, 2025, s. 17).
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Vyraba sa prevazne z vlny, ktora je odolna a pruzna. Na osnovu (zakladna $truktdra kober-
ca) sa pouziva bavlna. Nielen farby a material, ale aj vzory a symboly maju hlbsi vyznam, ktory
Casto rozprava pribehy z geografie, historie a mytoldgie Gruzinska.

Na uzol v romane odkazuje aj symbolika uzlovou technikou viazaného starého rodinného
koberca, ktory Nici ukaze prababicka Stasia. Jej je venovana prva kniha s nazvom Stasia: ,Dam
urobit zo starého koberca novy a zavesim ho. [...] Koberec je pribeh. A v iom sa ukryvaju dal-
$ie nespocetné pribehy. [...] Tvoria ho jednotlivé vlakna. Kazdé samostatné vlakno je ako sa-
mostatny pribeh, chépes? [...] Ty si jedno vlakno, ja som jedno vlakno, spolu vytvarame maly
ornament, s mnozstvom dal$ich vlakien vytvarame vzor. Kazdé vlakno je iné, rozdielne hrubé
a tenké, ma inu farbu. Vzory st jednotlivo tazko pristupné, ale ak ich pozorujeme v spojitosti,
objavi sa mnozstvo fantastickych veci (s. 25 - 26). Dolezitost Gvodnej scény s kobercom sa
potvrdzuje aj na inych miestach v roméne - prostrednictvom Nicinych tvah o koberci na me-
ta-narativnej drovni (napr. s. 689, 803, 842).

Koberec vytvara aj ramec pre Nicino rozpravanie — scéna s kobercom otvara rozpravanie
priblizne v roku 1900 a ukonéuje aj koniec celého rozpravania - v sti¢asnosti. Podobny vystav-
bovy ramec vytvaraju aj prva a posledna kniha romdnu - prva kniha sa vola Stasia, o je pre-
zyvka prababicky Anastasie, a posledna nesie nazov Brilka, ¢o je meno pravnucky Anastasie,
ktoré si sama dala. Potreba ,,urobit zo starého koberca novy“ naznacuje teda uz v ivode snahu
o zreStaurovanie a mozno az ,,rekonfiguraciu® rodinného pribehu. Stasia v§ak nechce vytvorit
novy koberec - ten stary je uz ,dany“ a je potrebné ho ,,opravit®, teda ho aktualizovat, pretoze
si ho dlho nikto nevsimal, alebo sa mu nepdcil a desiatky rokov lezal nepovsimnuty v pivnici.
Stasia si uvedomuje, Ze jeho vzory maja svoju predlohu, ¢o znamena, Ze aj Nicino rozpravanie
bude zavislé od predlohy a od toho, ako toto opédtovné rozpravanie uchopi, teda aktualizuje:
»Zo starého bude nové, teda nieco iné, nikdy nie presne to, ¢im uz raz bolo, o to ani nejde.
Je lepsie a zaujimavejsie, ked sa nie¢o zmeni. Urobime z neho novy koberec, zavesime ho a uvi-
dime, ¢o sa bude diat* (s. 25). Stasia tieZ explicitne spdja koberec s vlastnou identitou a pritom-
nostou vo vyrozpravanych pribehoch: ,[...] sme don votkané aj my dve, aj ked sme to nikdy
netusili“ (s. 26). Tym sa metafora postiva od statickej reprezentacie minulosti k aktivhemu
procesu naracie a su¢asne stavia Nicu, ked sa rozhodne pribeh prerozpravat, do uz spominanej
naro¢nej pozicie — je reStauratorkou a sti¢astou koberca sucasne a nesie tak dvojaku zodpoved-
nost — musi zmysluplne interpretovat rodinnu histériu pre Brilku a zaroven rozpoznat vlastni
poziciu a vplyv v ramci kolektivnej narativnej textury.

Velky doraz na materialny opis koberca sa tak v romdne stdva komplexnou metaforou
rozpravania dejin ako procesu spdjania a prepletania rozli¢nych ¢asovych i rodinnych vrstiev.
Tato metafora teda hned v ivode nadobtida zasadny vyznam pre Nicinu rozpravacska poeti-
ku - jej rozpravanie je totiz koncipované nie ako linearna rekonstrukcia minulosti, ale ako akt
sprostredkovania fragmentarnych a neraz protire¢ivych pamitovych stép. V duchu genera¢né-
ho romanu sa obraz koberca stava modelom nardcie, v ktorom sa individudlne zivotné pribehy
prepojili s historickym ¢asom.

Z hladiska kompozicie je klticova opozicia medzi ,cervenou® (s. 25) osnovou koberca
a prenadhernym vzorom v granatovocervenych farebnych ténoch (s. 25) a v moznych paste-
lovych ténoch, ktoré by ostali, ak by don nevtkali ziadne vyrazné farby (s. 102), a z ktorych sa
postupne vytvaraji ornamentalne vzory: ,,[...] vznikni pompézne, karnevalové, Ziarivé, ale aj
tmavé a hrozivé vzory“ (s. 102). Tato $trukturalna skladba koberca koresponduje s principom
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Nicinho rozpravania: nasilné a traumatické dejinné pozadie tvori stabilnd, no temnu zéklad-
nu, zatial ¢o jednotlivé pribehy rodinnych prislusnikov vystupuju ako farebné, hoci krehké
narativne linie. Cervena podkladové farba je symbolickd aj pre rozpravané storocie: ,,Spaja
nés jedno storoie. Cervené storo&ie (s. 16, s. 853). Metafora koberca v romane zddraziiuje
neoddelitelnost rodinnych pribehov a historického kontextu - individudlne osudy Dzasiovcov
nadobudaju vyznam az na pozadi sovietskeho ,,éerveného storocia®

Ked Stasia Nici opisuje koberec ako zloziti mozaiku vlakien a uzlov, rozvija tym metaforu
rozpravania a pamiti, ktora bola uz implicitne naznacena pri diskusii o re$taurovani koberca
s prababickou Stasiou. Kazdé vlakno, odlisné hribkou, farbou ¢i texturou, symbolizuje jedi-
ne¢né rodinné pribehy a individudlne osudy, ktoré su samostatne tazko uchopitelné, no v spo-
jitosti vytvaraju komplexnt narativnu textiru. Tento obraz umoziuje chapat rozpravanie ako
akt prepletania fragmentov pamati, kde sa jednotlivé pribehy stavaji zmysluplnymi iba v kon-
texte celého rodinného a historického ramca - ¢o vlastne reflektuje princip konceptu postme-
mory, ktory Marianne Hirschova opisuje ako ,,sekunddrny prenos skusenosti predchodcov®
(Hirsch, 2012, s. 106): ,,Kazdé vlakno je iné, rozdielne hrubé a tenké, ma inu farbu. Vzory su
jednotlivo tazko pristupné, ale ak ich pozorujeme v spojitosti, objavi sa mnozstvo fantastickych
veci. Napriklad pozri sa sem. Nie je to prekrasne? Tento ornament, jednoducho ohromny!
Potom je tu hustota a pocet uzlov, dalej rozne farebné struktiry - to vSetko vytvara textaru®
(Haratischwili, 2025, s. 26).

Po vyrozpravani pribehu pre neter Brilku vSak Nica vnima vlastnt introspektivnu a priam
existencidlnu tzkost nad pominutelnostou individualneho i kolektivneho zivota a nad néroc-
nostou rozpravania. Koberec vinima ako metaforu velmi zlozitej, vrstvenej pamati, ktord moz-
no len tazko desifrovat — daja sa jeho vzory naudit ¢itat, daju sa pochopit vzajjomné stuvislosti
osudov a historickych udalosti? Nica totiz reflektuje limitovanti dostupnost minulosti, ktort
postihli katastrofy, smrt a zabudnutie, kedZe skisenost predchodcov zostava len sprostredko-
vana a fragmentdrna. Otazky a neistoty: ,,[...] este stale som neschopna rozpoznat v spletitych
vzoroch svoje vlakno® (s. 803); ,,Bol Zivot skuto¢ne ako koberec, ktorého vzor sa ¢lovek mu-
sel naucit precitat? A preco som sa to teda eSte nenaucila?“ (s. 842), ktoré Nica kladie sama
sebe, naznacuju, ze rozpravanie je aktom neustdleho osvojovania a interpretacie. Nemoznost
»precitat vzor® symbolizuje aj tazkosti genera¢ného rozpravania: kazdy jednotlivec je sucastou
vacsieho tkaniva, ale jeho pozicia a vyznam sa odhalujt az v kontexte celku.

Problém polychronickosti zdéraznuje Nica uz na zaciatku — v prolégu, ktory nazyva
Partiturou zabudania, ked (itatelstvo upozoriuje na problematické ¢itanie pribehu aj tym,
ze navrhuje tri mozné zaciatky rozpravania pribehu a ich fungovanie neskor opisuje nasledu-
jucimi slovami: ,,Bojim sa pribehov. Pribehov, ktoré neustale prebiehaju paralelne, chaoticky,
vystupuji do popredia, skryvaju sa a vzdjomne si skia¢u do rei. Prepdjaju sa a prerusuju,
obchadzaju, prekryvaju a vzajomne $picluji, zradzaju sa a klamu, zanechévaju stopy, maza
ich a predovsetkym v sebe skryvaju este tisice a tisice inych pribehov* (s. 26). Nica tak upo-
zornuje na to, Ze ziadny pribeh nemdze existovat sam, zZe je v ilom obsiahnutych mnozstvo
dalsich, ¢o poukazuje na fakt, ze tak ako pri pribehoch, tak ani pri paméti nemozu existovat
prisne hranice a zakazdym sa vyskytne maly otvor, cez ktory prenika dalsi pribeh, ten sa zase
prepletie s dal$im.

Moc nad pribehom - reStaurovanim koberca (napriek muzom, ktori vladnu dejindm) ma
Nica: ,To my sa rozhodujeme, ¢o si chceme pamitat a ¢o nie. Cas s tym nijako nestvisi. Na ¢ase
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nezalezi. Ale na naSom pribehu je nespravodlivé prave to, Brilka, Ze ani tebe a ani mne nebola
dand moznost spomenut si na vSetko aj na vSetkych zabudnutych, Ze aj ja — pre teba - musim
vyberat, rozhodovat sa, ¢o je pre rozpravanie ddlezité a ¢o nie” (s. 351). Uvedomuje si, Ze je to
ona, ktora musi rozhodnut, aka farba, aké vlakno do koberca p6jdu a ako pevne uviaze uzol,
ktory pribeh spoji s inym.

Ustrednym $trukturujucim prvkom rodinného pamitového koberca rodiny Dzasiovcov
a centralnym elementom rodinného pribehu je tajomna zazra¢na ¢okoldda, ktorej ochutna-
nie, napriek varovaniam (,,ale v ¢istej forme ju nesmies§ nikomu, koho milujes, uvarit, to mi
musi$ odprisahat®, s. 737), opakovane fatédlne zasahuje do osudov jednotlivych ¢lenov rodiny.
Recept udrziavaju Zeny v tajnosti a dedi sa z generdcie na generdciu, a tak sa aj v texte naprie¢
generaciami vracia. Pri kazdom svojom vyskyte pdsobi ako bod zlomu, v ktorom sa indivi-
dualny zivotny pribeh neodvratne zmeni. Prave tato opakovatelnost robi z ¢okolddy spojivo
medzi generaciami, kedze kazdy novy osud je viazany na ten predchadzajuici prostrednictvom
rovnakého motivu.

V metafore orientalneho koberca by tak aj ¢okolada mohla predstavovat uzol, v ktorom sa
zbiehajt rodinné pribehy, traumy a historické skusenosti. Jej opakovany, nelinearny vyskyt na-
rusa chronologicku logiku rozpravania a vytvara spatna narativnu $truktaru, v ktorej neskorsie
udalosti spitne prepisuju vyznam skorsich epizdd. To znamend, ze ¢okolada sa objavi u Stasii
ako pokusenie a tajomstvo, u Christiny nadobudne vyznam osudovosti a v neskor§om ¢itani
moze zmenit u Citatelstva chapanie jej prvého vyskytu.

Romén Osmy Zivot (pre Brilku) ukazuje, Ze rozpravanie rodinnej histérie funguje ako
vrstveny a rekurzivny proces pamiti, kde sa individualne osudy preplietaju s kolektivnymi
dejinami. Nica vystupuje ako uzol v narativnom koberci spdjajucom generacie a sprostred-
kujicom minulost pre Brilku. Metafora koberca a motiv ¢okolady, ktora opakovane fatdlne
meni osudy postay, ilustrujd, ako sa pribehy viazu, prerusuju a spatne ovplyviuju navzajom.
Rozpravanie zien uchovava, selektivne interpretuje a rekonstruuje pamat, ¢im vytvara akysi
protidiskurz k linearnej, muzsky dominovanej histdrii. N. Haratischwiliova tak vizualizuje, ze
pamat a dejiny su dynamické a preplietané, kontrola nad osudom je obmedzend a buducnost
zostéva otvorend.
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The aim of this paper is to compare Martin Rakovsky’s conception of Renaissance
virtues of rulers, presented in his book De magistratu politico: Thalia, with Machiavelli’s
interpretation of these virtues in The Prince. Apart from understanding the virtues
according to both authors, the main objective of this study is to determine the possible
influences of The Prince on Rakovsky’s Thalia. As the article shows, the comprehension of
virtues in these two works was sometimes more similar (prudence, audacity), sometimes
less similar (piety, justice, temperance, munificence, clemency). With regard to the
influence of The Prince on Rakovsky’s Thalia, this is apparent mainly in (1) the first
half of the section on Rakovsky’s second virtue, prudence, which is semantically (and
illogically) contradicted by other parts of his work, (2) the second half of the section on
prudence, which is identical in terms of semantics and composition to Chapter XXIII of
Machiavelli’s The Prince, and finally (3) Rakovsky’s distich 653 - 654 from the section on
audacity, especially the wording of verse 654.

Keywords: morality, philosophy, politics, Renaissance, semantics, sociology, Slovak
literature

1. Introduction

The Renaissance was a significant shift in the mind-set of Western civilisation, and one of the
ways this shift was expressed was through the so-called Renaissance virtues. In their ideal
form, these virtues no longer have a purely religious focus, but emphasize human potential,
active involvement in worldly affairs, and classical ideals, including political duties, which are
best articulated by the ruler of a political entity. The aim of this paper is to compare two ethical
and socio-political concepts of the virtues of rulers, namely the concept of Martin Rakovsky of
Rakov, presented in his work De magistratu politico (On Political Authority), more precisely in
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its third part, or Third Book Thalia, subtitled Quae sint virtutes potissimum principi necessariae
(What virtues are most necessary for a prince), with the concept of Niccolo di Bernardo dei
Machiavelli in his work Il Principe (The Prince).

The need to compare the ethical and socio-political views of Martin Rakovsky of Rakov
and Niccold Machiavelli arose already some time ago. An attempt to do so can be found as
early as in the Dejiny starsej slovenskej literatiiry (History of Older Slovak Literature) by Jan
Misianik et al., although it is very laconic (cf. Mi$ianik et al., 1958, p. 93). Jan Bodnar’s Dejiny
filozofického myslenia na Slovensku I (History of Philosophical Thought in Slovakia I) deals with
this comparison in slightly greater detail, but even so, the comparison does not extend beyond
a single sentence (cf. Bodnar et al., 1987, p. 70). The most extensive comparison to date can
be found in Stanislav SmatldK’s Dejiny slovenskej literatiiry od stredoveku po stiéasnost (History
of Slovak Literature from the Middle Ages to the Present) (cf. Smatlak, 1988, 137 — 138). Although
his view is also superficial, he directly expresses the need for a thorough confrontation of Martin
Rakovsky’s ideas with “much better-known examples of Renaissance political philosophy, such
as Niccold Machiavelli’s famous work Il Principe” (Smatlak, 1988, p. 137).

However, the aim of this study is not to thoroughly confront the ideas of both authors, as
its scope does not allow for this. It focuses only on the Renaissance virtues described in a small
part of Rakovsky’s relatively extensive work, namely in the book Thalia, which is suitable for
comparison with Niccold Machiavelli’s illustrious work Il Principe also for that reason that
the comparison highlights a certain possible influence of Niccolo Machiavelli on an impor-
tant Renaissance thinker from beyond the Alps, a nobleman from the Habsburg Monarchy
who came from a Slavic, more specifically Slovak, linguistic environment. At the beginning of
this paper, the most important facts concerning Rakovsky’s work De magistratu politico will
be briefly presented, and this will then be compared in general terms with Niccolo Machiavelli’s
The Prince. The basic postulates of the influence of other authors, including Machiavelli, on
Rakovsky will also be mentioned here. Finally, which is, in fact, the main purpose of this work,
individual examples will be used to point out the similarities and differences in the under-
standing of Renaissance virtues by both authors, as well as the possible influences of The Prince
on Rakovsky’s Thalia.

2. De magistratu politico and Il Principe

De magistratu politico, libri tres, is Martin Rakovsky’s most extensive work. In its final form, it
was written in the Slovak land of the Habsburg Monarchy, but was published in Leipzig in 1574.
This philosophical-political treatise (Kakosova, 1998, p. 40) is a verse composition dedicated
to Emperor Maximilian II, who was one of the prominent Habsburg political figures of the
early modern period (Badurik, 1998, p. 13). There is a certain similarity here with Niccolo
Machiavelli’s dedication to Lorenzo Medici in the introduction to The Prince, but this similarity
is not exceptional, as dedications were a common feature of Renaissance literary works.

De magistratu politico itself consists of three books, Euterpe, Clio, and Thalia, with a total
of 2,632 verses (1,316 elegiac couplets). As the text suggests, Martin Rakovsky of Rakov orig-
inally intended to write nine books, named after the nine muses. The motto of Rakovsky’s
composition is a distich by the contemporary poet David Rheinischius (Okal, 1979, p. 251).
He says that “authority either cannot exist at all, or cannot remain long in a community where
God is not present” (Rakovsky, 1974, p. 247). This indicates in advance that the work will
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be considerably more religious and idealistic in spirit than Niccolo Machiavelli’s The Prince,
which is, however, a work that was exceptional in its secularity (perhaps even cynicism) for its
time, so this is to be expected.

As Stanislav Smatlak correctly points out, when examining both works, one immediately
notices a clear difference in their conception. “While Machiavelli drew primarily on his
thorough and often personal knowledge of the real mechanisms of power and the specific
power struggles that took place within and between the Italian city-states of the 15th century,
accepting their not very subtle and certainly not moral forms as something “natural’,
Rakovsky paints a kind of abstract ideal not only of the organization of the state, but also of
its management by an equally ideally understood ruler, drawing not only on knowledge of the
cultural legacy of antiquity, but also on the principles of Renaissance humanism, ideologically
guided by “reformed” Christianity” (Smatldk, 1988, pp. 137-138).

This then led to the assertion that Rakovsky’s socio-philosophical theory is closer to the po-
litical and social democratism of the transalpine humanists and reformist thinkers, in contrast
to Machiavelli’s strong self-legislator, who pursues the political interests of the state regardless
of the means used and the consent of the government and laws (cf. Bodnar et al., 1987, p. 70),
with which one can fully agree. Nevertheless, the difference in the concept and understanding
of morality is not the only difference between the works De magistratu politico and The Prince.
Although from the point of view of content and also from the point of view of the needs of our
comparison, this is the main difference, there are certain formal differences between the works
as well.

First and foremost, it should be noted in this respect that Machiavelli’s work I Principe, de-
spite having been written half a century earlier than Rakovsky’s De magistratu politico, is a typ-
ical Renaissance work, written in the author’s native language. Rakovsky, on the other hand,
still stands on the position of a humanist literature written in Latin. This is because Italy, the
cradle of the Renaissance, was culturally much more advanced than the parts of the Habsburg
Monarchy known as Royal Hungary (roughly corresponding to present-day Slovakia and sur-
rounding areas). However, it should also be noted that at the time when Rakovsky lived and
worked, literature written in national languages already existed in the Royal Hungary (in the
Slovak land in Czech or Slovakized Czech, in western Croatia in Croatian, etc.), but the cul-
tural level of these languages did not reach that of Latin or Italian, and moreover, national
consciousness in the ethnic sense of the word was largely absent in the Royal Hungary or the
Habsburg Monarchy as such. Another significant formal difference is that The Prince is written
in prose (except for Petrarch’s closing verses) and De magistratu politico (except for the dedi-
cation) is composed in bound verse form. This implies that Machiavelli’s work, which is very
prosaic in its moral framework, is richer in content, more saturated, and semantically clearer,
unlike Martin Rakovsky’s work, which is in a sense more poetic in its moral framework, i.e.,
more idealistic, but also formally overloaded with various poetic devices that distract attention
from the semantics of the work.

3. Influences

The first book of Rakovsky’s work De magistratu politico (On Political Authority), entitled
Euterpe sive liber primus (546 verses), provides, according to the author, a definition of au-
thority, its types, efficient and final causes, as well as opposite states, essential matters, etc.
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(Rakovsky, 1974, p. 256). The second book of the work, entitled Clio, liber secundus (746 vers-
es), is a treatise on the continuous preservation of authority under four monarchies (Rakovsky,
1974, p. 275). For this paper, though, the most important part is the third book of the work,
which is also the longest, called Thalia, liber tertius (1340 verses) and subtitled Quae sint vir-
tutes potissimum principi necessariae (What virtues are most necessary for a prince) (Rakovsky,
1974, p. 301).

As for the influence of other authors on the third book of De magistratu politico, Rakovsky
himself clearly acknowledges only the influence of Aristotle and Cicero in the introduction
to Thalia (Rakovsky a Rakov, 1974, p. 305; Rakovsky, 1974, p. 301), and makes no mention of
Niccolo di Bernardo dei Machiavelli. Of course, it can be said with absolute certainty that he
also drew on other sources. Jozef Mindrik mentions in addition the Bible and some ancient
writers: Plato, Homer, Hesiod, Plutarch, Livy, Ovid, Virgil, Seneca, Flavius Josephus, as well
as Reformation authors such as Johann Carion, Sleidanus, Lauterbeck, and especially Philip
Melanchthon (Minarik, 1985, p. 122).

Miloslav Okal, who thoroughly analysed the book of Thalia, includes even more figures
in his enumeration. With varying degrees of certainty, he also mentions Horace, Servius,
Claudian, Cruciger, Ennius, Johannnes Honter, Polybius, Antisthenes, Isocrates, Terence,
Paul the Deacon, Xenophanes, Camerarius, Aeschylus, Lucan, Ecclesiastes, Plautus, Galeotti,
Propertius, Pliny, Dracontius, Apuleius, Juvenal (Okal, 1979, pp. 287-320, 368-377). However,
Niccolo Machiavelli’s name is not found here either, so even Miloslav Okal, a great expert and
translator of Rakovsky’s work, did not see or find such an influence.

All these lists show that the search for the influence of Machiavelli’s The Prince on
Rakovsky’s De magistratu politico: Thalia, liber tertius is not entirely obvious or straightforward.
Nevertheless, in comparing these two works, which at first glance seem conceptually distant and
without any apparent connection, we will attempt to prove that Martin Rakovsky was familiar
with Machiavelli’s writing and that he was influenced by him. The former, i.e., knowledge of
Machiavelli’s work, can be assumed a priori, because in the 16th century, as Daniel Skoviera
correctly points out, the most authoritative “mirrors for princes” (specula principum) were
probably Machiavelli’s Il Principe and Erasmus’ Institutio principis Christiani (Education of
a Christian Prince) (Skoviera, 1998, p. 25), which a scholar such as Martin Rakovsky could
hardly have overlooked. The latter, i.e., the influence of Machiavelli’s work, will be demonstrated
in our comparison using illustrative examples.

4. Comparison

In the third book of De magistratu politico, Thalia, Martin Rakovsky provides a brief overview
of the virtues of rulers in the prologue (verses 37-54) (cf. Rakovsky a Rakov, 1974, p. 306).
He later discusses these virtues individually. There are seven virtues of rulers: piety, prudence,
justice, audacity, temperance, munificence, and clemency, although he does not explicitly
name them as such in the prologue. In the prologue, Rakovsky refers, among other things,
to human free will, which has an impact on the overall understanding of Renaissance vir-
tues. Niccolo Machiavelli also discusses this issue in the penultimate chapter of his work The
Prince. It should be noted that there is no fundamental difference in the understanding of free
will between the two authors. Both acknowledge its existence, at least in part. Rakovsky cites
several verses in which one reads that man is completely free (e.g., verse 108). On the other
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hand, in several places he acknowledges God’s omnipotence (e.g., verse 151). Machiavelli sim-
ilarly states: “Nevertheless, that our freewill may not be altogether extinguished, I think it may
be true that fortune is the ruler of half our actions, but that she allows the other half or a little
less to be governed by us” (Machiavelli, 1891, p. 358; Machiavelli, 1921, p. 99). In addition, it is
interesting to mention democratic features that can be found in Rakovsky’s prologue and also
in many places in Machiavelli’s work. In Rakovsky’s text, for example, it is the elegiac distich
53-54, which places the people on a high pedestal: Ille beatus erit, populo spectabilis omni et
bonus et summo dignus honore coli (Rakovsky a Rakov, 1974, p. 306), i.e. “He [prince] will
be blessed, and all people will follow him; he will be good and worthy of the highest honour”
With these verses, Rakovsky concluded his brief account of the virtues of rulers. A very similar
sentence can be found in Machiavelli, for example in Chapter II of his Il Principe: “if no ex-
traordinary vices make him [prince] hated, it is only reasonable for his subjects to be naturally
attached to him” (Machiavelli, 1891, p. 183; Machiavelli, 1921, p. 4).

Unlike the prologue, Rakovsky’s extensive section (verses 135-386) devoted to the first of
the seven virtues, piety, bears little resemblance to Machiavelli’s The Prince. That is because
Machiavelli himself does not deal with piety. He writes only: “It is not, therefore, necessary for
a prince to have all the above-named qualities, but it is very necessary to seem to have them.
I would even be bold to say that to possess them and to always observe them is dangerous, but
to appear to possess them is useful. Thus it is well to seem pious, faithful, humane, religious,
sincere, and also to be so; but you must have the mind so watchful that when it is needful to
be otherwise you may be able to change to the opposite qualities. And it must be understood
that a prince, and especially a new prince, cannot observe all those things which are considered
good in men, being often obliged, in order to maintain the state, to act against faith, against
charity, against humanity, and against religion” (Machiavelli, 1891, pp. 304-305; Machiavelli,
1921, pp. 70-71). He therefore proclaims a very superficial piety. Rakovsky, on the other hand,
prioritizes the first of the virtues:

Estigitur Pietas primum decus atque Regentum
gloria, quae Attalicas unica vincit opes
(Rakovsky a Rakov, 1974, p. 310).

[Therefore, piety is the kings’ foremost honour and
glory, which alone surpasses the wealth of Attalus.]

In his description of prudence, which Rakovsky lists as the second virtue, the author drew main-
ly on Cicero (Okal, 1979, p. 292). However, its essence is very similar to that in Machiavelli’s
The Prince. In fact, in this part of Thalia, one can see Machiavelli’s possible direct influence on
Rakovsky in several places. Right at the beginning (verses 387-392), Rakovsky writes:

Dixi te, Pietas, nunc te, Pruden tia, dicam,
virtutum reiquum quae regis una chorum.
Qua quicunque carent, ab ea quicunque recedunt,
stultitiae in casses, praeda futura, cadunt
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et sibi damna parant manifesta, ubi commoda debent
felicis vitae conciliare sibi
(Rakovsky a Rakov, 1974, p. 320).

[T have spoken of you, Piety, now I will speak of you, Prudence,
the virtue that alone leads the king.
Whoever lacks it, whoever departs from it,
falls into the snares of folly, destined to become prey,
and brings upon oneself manifest harm where benefits should be,
to ensure for oneself a happy life.]

This explicitly implies that prudence is most important among all virtues for Rakovsky.
In Machiavelli’s work, the ruler’s prudence is also implicitly presented throughout as the highest
virtue. Machiavelli’s The Prince is not a systematic work on virtues and vices, but, according to
many references in the text, it is a work on what precisely a prudent ruler should do. At least
this bon mot can be quoted: “Therefore it must be concluded that wise counsels, from whoever
they come, must necessarily be due to the prudence of the prince, and not the prudence of the
prince to the good counsels received” (Machiavelli, 1891, p. 352; Machiavelli, 1921, p. 96), etc.

In addition, Rakovsky’s first verses in this section reveal a certain utilitarianism. By the way,
this is also expressed in other places of Thalia, and much more clearly. For example, in verses
405-406:

Pulchrius ex pulchris legit illa minusque malorum,
utilium semper suscipit utilius
(Rakovsky a Rakov, 1974, p. 293).

[One chooses the most beautiful of the beautiful and the least of the bad,
always accepting the most useful of the useful.]

In his analysis, Miloslav Okal considers these verses to be an echo of Cicero’s statement de
duobus malis minus est eligendum (Okal, 1979, p. 293). Nevertheless, strictly speaking, only the
second part of line 405 echoes this statement. It is difficult to overlook the strong utilitarianism
of pentameter 406, which is nowhere to be found in Cicero’s statement. Here, then, it is
reasonable to assume that Martin Rakovsky may have been inspired by Niccolo Machiavelli’s
utilitarianism, and not only in verse 406. To illustrate this, a sentence from the latter author can
be quoted: “Whoever, therefore, deems it necessary in his new principality to secure himself
against enemies, to gain friends, to conquer by force or fraud, to make himself beloved and
feared by the people, followed and reverenced by the soldiers, to destroy those who can and
may injure him, introduce innovations into old customs, to be severe and kind, magnanimous
and liberal, suppress the old militia, create a new one, maintain the friendship of kings and
princes in such a way that they are glad to benefit him and fear to injure him, such a one can
find no better example than the actions of this man” (Machiavelli, 1891, p. 227; Machiavelli,
1921, pp. 30-31).
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To a certain extent, Martin Rakovsky’s elegiac distich 413-414 could also refer to
Machiavelli’s The Prince:

Aucxilia et vires praesaga forisque domique
conquirit socios conciliatque sibi
(Rakovsky a Rakov, 1974, p. 321).

[One gathers help and strength, both abroad and at home,
seeks out allies and wins them over to one’s side.]

Miloslav Okal cannot find any parallels for this elegiac couplet in Cicero or Aristotle, but he
seeks possible inspiration in Reformation authors (cf. Okél, 1979, pp. 293-294). Nevertheless,
lines 419-420 are much more significant for this paper. Miloslav Okal provides no information
about these verses, but they could also be an echo of the somewhat immoral utilitarianism of
Machiavelli’s The Prince. Following on from the prince’s prudence, Rakovsky praises deception:

Hinc variae technae rerum et stratagemata in hostem
successum nunquam non habuere suum
(Rakovsky a Rakov, 1974, p. 321).

[Hence, various clever tricks and stratagems against the enemy
never failed to bring their success.]

Rakovsky then cites an example of the symbol of deceit, the Trojan horse, which Miloslav Okal
does not attribute to any particular thinker either. These verses are particularly interesting in
light of the fact that Martin Rakovsky strongly advocates for truth in several places. In this
context, the aforementioned verses have almost the same effect as Machiavelli’s famous quote:
“Therefore, a prudent ruler ought not to keep faith when by so doing it would be against his
interest, and when the reasons which made him bind himself no longer exist” (Machiavelli,
1891, p. 303; Machiavelli, 1921, p. 70), illustrated by the example of Pope Alexander VI, who
“did nothing else but deceive men, he thought of nothing else, and found the way to do it; no
man was ever more able to give assurances, or affirmed things with stronger oaths, and no man
observed them less; however, he always succeeded in his deceptions, as he knew well this side
of the world” (Machiavelli, 1891, p. 304; Machiavelli, 1921, p. 70).

The first half of the section on the second of Rakovsky’s virtues, prudence, is full of specu-
lation about the potential influence of Machiavelli’s The Prince, but these hypotheses lack any
formal confirmation or arguments. It may therefore be only a possible coincidence of ideas,
even if they are contradicted in meaning by other parts of the work, as is the case with decep-
tion and truth, and thus somewhat illogical, which increases the likelihood of direct influence.
Yet in the second half of the section on prudence (verses 435-460), one finds the following
formal confirmation, which is extremely important. Compositionally, this second half is essen-
tially Chapter XXIII of Machiavelli’s I Principe, subtitled Come si debbano fuggire gli adulatori
(How Flatterers Must Be Shunned), which can hardly be attributed to coincidence. Miloslav
Okal mentions various possibilities regarding the origin of the ideas in the verses, but he is
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certain only about the last, insignificant couplet, which he cites as an example of the wisdom of
Lycurgus and Solon (cf. Okdl, 1979, p. 294).

Like Machiavelli in Chapter XXIII, Rakovsky begins the second half of the section by dis-
cussing the dangers of flattery, then goes on to talk about the qualities of a king’s advisors, and
concludes by saying that a ruler must be prudent himself (cf. Rakovsky a Rakov, 1974, p. 322;
Rakovsky, 1974, pp. 313-314). Machiavelli writes similarly: “I must not omit an important
subject, and a mistake which princes can with difficulty avoid, if they are not very prudent, or
if they do not make a good choice. And this is with regard to flatterers, of which courts are full,
because men take such pleasure in their own things and deceive themselves about them that
they can with difficulty guard against this plague; and by wishing to guard against it they run
the risk of becoming contemptible. Because there is no other way of guarding one’s self against
flattery than by letting men understand that they will not offend you by speaking the truth; but
when every one can tell you the truth, you lose their respect. A prudent prince must therefore
take a third course, by choosing in his state wise men... And since some think that a prince who
gains the reputation of being prudent is so considered, not by his nature but by the good coun-
cillors he has about him, they are undoubtedly deceived. It is an infallible rule that a prince
who is not wise himself cannot be well advised, unless by chance he left himself entirely in the
hands of one man who ruled him in everything, and happened to be a very prudent man...
Therefore it must be concluded that wise counsels, from whoever they come, must necessarily
be due to the prudence of the prince, and not the prudence of the prince to the good counsels
received” (Machiavelli, 1891, pp. 349-352; Machiavelli, 1921, pp. 94-96). It can be concluded
that there is both a semantic and compositional correspondence here, which largely confirms
the hypothesis that Rakovsky was familiar with Machiavelli’s The Prince, even though he did
not fully agree with it.

The third of the virtues of rulers, listed by Rakovsky, is justice or legality. Machiavelli con-
siders this virtue to be a virtue as well: “The chief foundations of all states, whether new, old, or
mixed, are good laws and good arms. And as there cannot be good laws where there are not good
arms, and where there are good arms there should be good laws” (Machiavelli, 1891, pp. 253-255;
Machiavelli, 1921, p. 47). Nevertheless, it could be argued that Machiavelli’s ruler, who does not
consider the means but rather the purpose, is not always guided by laws, as much as by circum-
stances. In this context, it is worth mentioning Rakovsky’s elegiac distich 519-520:

Non semper servet strictum lex scripta rigorem,
quin ratio fiat temporis atque modi
(Rakovsky a Rakov, 1974, p. 325).

[Let the strict law not always maintain its rigor,
but let it adapt to time and manners.]

Nevertheless, it is impossible to speak of Machiavelli’s direct influence on Rakovsky in this
case. Within the framework of this comparison, one can conclude that the perception of jus-
tice (iustitia) is the same at a superficial level for both authors. In a deeper analysis, however,
Rakovsky’s adaptation of the laws would take the path of leniency (cf. Aristotle’s émeixeic),
while Machiavelli’s would take the path of success to a much greater extent.
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As in his description of justice, Martin Rakovsky used the works of Cicero and Aristotle
(cf. Okdl, 1979, p. 303) as his primary sources in his description of the fourth virtue, audacity
(verses 557-728). Here, too, one finds certain similarities with Machiavelli’s concept. A striking
similarity can be noticed when comparing the relationship between justice and audacity in the
texts of both authors. Martin Rakovsky writes that audacity is questionable if it is not connected
with justice, and in verses 557-560 he makes both virtues dependent on each other (Rakovsky
a Rakov, 1974, p. 327; Rakovsky, 1974, pp. 316-317). In Il Principe, one also finds a combination
of these virtues in Chapter XXI, Come si debba governare un Principe per acquistarsi riputatione
(How a Prince must act in order to gain reputation).

Although Machiavelli does not make the coexistence of virtues conditional, i.e., that one
cannot exist without the other, he broadly states that one cannot exist without the other if
a ruler wants to gain reputation: “Nothing causes a prince to be so much esteemed as great
enterprises and setting a rare example. We have in our own day Ferdinand, King of Aragon, at
present King of Spain... At the beginning of his reign he assailed Granada, and that enterprise
was the foundation of his state. At first he did it leisurely and without fear of being interfered
with... It is also very profitable for a prince to give some rare examples of himself in the in-
ternal administration, like those related of Messer Bernabo of Milan, when it happens that
someone does something extraordinary, either good or evil, in civil life, and to take a means of
rewarding or punishing him which will be much talked about” (Machiavelli, 1891, pp. 337-340;
Machiavelli, 1921, pp. 88-89). Overall, it should be concluded that both authors consider au-
dacity to be an important virtue in relation to the people. Martin Rakovsky considers it in
couplet 607-608 to be the highest virtue for achieving the welfare of the people (Rakovsky
a Rakov, 1974, p. 329; Rakovsky, 1974, p. 318), while Niccolo Machiavelli considers it the high-
est priority for gaining the respect of the people.

In connection with the fourth virtue, not only a similarity in thought, but perhaps also
a certain direct influence of Machiavelli can be seen in Rakovsky’s verses 653-654:

Audentem fortuna iuvat plerumque Deusque;
obstant ignavis numina sancta viris
(Rakovsky a Rakov, 1974, p. 331).

[Fortune favours the bold, and God as well;
the holy powers stand against the idle/cowardly (= ignavus) men.]

The opening part of the first verse, Audentem Fortuna iuvat, is taken from the Aeneid (Okal,
1979, p. 305). However, the wording of verse 654, which Miloslav Okal does not mention, can
be considered a direct reference to Machiavelli’s statement: “I certainly think that it is better to
be impetuous than cautious, for fortune is a woman, and it is necessary, if you wish to master
her, to conquer her by force; and it can be seen that she lets herself be overcome by these rather
than by those who proceed coldly. And therefore, like a woman, she is a friend to the young,
because they are less cautious, fiercer, and master her with greater audacity” (Machiavelli,
1891, p. 365; Machiavelli, 1921, p. 102).

A further section of Martin Rakovsky’s Thalia is devoted to temperance (in pleasures), which is
supposed to be the fifth Renaissance virtue of a ruler. Of all seven parts devoted to the description
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of the virtues of rulers, this is the most extensive (verses 729-1026). At the same time, however, it
must be said that from the perspective of this comparison, it is also the least interesting, because
this virtue is not mentioned at all in Niccold Machiavelli’s The Prince.

Although comparison is impossible here, it is worth mentioning at least marginally one
possible intellectual influence of Machiavelli on Rakovsky. According to Machiavelli, a prince
has only one duty, and that is war. “He ought, therefore, never to let his thoughts stray from
the exercise of war; and in peace he ought to practise it more than in war, which he can do in
two ways: both by action and by study. As to action, he must, besides keeping his men well
disciplined and exercised, engage continually in hunting, and thus accustom his body to hard-
ships; and on the other hand learn the nature of the land” (Machiavelli, 1891, pp. 278-279;
Machiavelli, 1921, p. 58). In Rakovsky’s text on temperance, one reads that a prince should
find suitable refreshment, and in addition to playing dice and gardening, hunting prey and
watching fictional battles, which “harden the hearts of young men’, are mentioned (Rakovsky,
1974, p. 329). So, at least in some motifs, there could hypothetically be a similarity or even an
influence, but as in the previous case (verse 654), this is only at the level of a strong semantic
hypothesis without further supporting arguments.

According to Rakovsky, the sixth virtue of rulers is to be munificence (verses 1027-1150).
Rakovsky takes from Aristotle the teaching that munificence is the middle ground between
extravagance and stinginess (cf. Okal, 1979, p. 314). In Machiavelli’s Il Principe, there is
Chapter XVTI entitled Della liberalita e miseria (Of Liberality and Niggardliness). He teaches
about munificence in the right circumstances, about “liberality” or generosity, as a middle
ground between (economic) extravagance and niggardliness. At first glance, it would seem
that the premises are the same. Nevertheless, this is only at first glance, because Rakovsky
idealistically suggests that the ruler does not need to have any treasures and considers stinginess
to be odious (Rakovsky a Rakov, 1974, p. 349; Rakovsky, 1974, pp. 332-333). Machiavelli’s
“middle ground” is much closer to thriftiness and he gives examples of contemporaries who
achieved success despite being considered misers and, moreover, prosaically, that “of all things
that a prince must guard against, the most important are being despicable or hated, and
liberality will lead you to one or other of these conditions. It is, therefore, wiser to have the
name of a miser, which produces disgrace without hatred, than to incur of necessity the name
of being rapacious, which produces both disgrace and hatred” (Machiavelli, 1891, pp. 289-290;
Machiavelli, 1921, p. 64). As in the case of the third virtue, the similarity in this case can only
be discussed on a superficial level, but in reality Rakovsky refers to Aristotle’s teachings and
not Machiavelli’s ideas.

The section on Rakovsky’s last, seventh virtue, clemency (verses 1151-1304), can be com-
pared to Machiavelli’s Chapter XVII, Della crudelta e clemenza, e se egli é meglio essere amato,
che temuto (Of Cruelty and Clemency, and Whether It Is Better to Be Loved or Feared), but also
to other passages of Il Principe. In the mentioned chapter, Machiavelli writes: “From this aris-
es the question whether it is better to be loved more than feared, or feared more than loved.
The reply is, that one ought to be both feared and loved, but as it is difficult for the two to go
together, it is much safer to be feared than loved, if one of the two has to be wanting. For it
may be said of men in general that they are ungrateful, voluble, dissemblers, anxious to avoid
danger, and covetous of gain; as long as you benefit them, they are entirely yours; they offer you
their blood, their goods, their life, and their children, as I have before said, when the necessity



®

MARTIN DIWEG-PUKANEC ¢ RENAISSANCE VIRTUE IN VERSE AND PROSE:
RAKOVSKY’S THALIA AND MACHIAVELLI’S IL PRINCIPE

is remote; but when it approaches, they revolt” (Machiavelli, 1891, p. 292; Machiavelli, 1921,
p. 66). And elsewhere in Chapter XVII, he utilitarianly adds that “every prince must desire to
be considered merciful and not cruel. He must, however, take care not to misuse this merciful-
ness” (Machiavelli, 1891, p. 290; Machiavelli, 1921, p. 65).

Rakovsky, on the other hand, addresses the same question of popularity and respect
idealistically through clemency. He clearly leans toward popularity, responding to the question
“whether it is better to be loved more than feared, or feared more than loved” by saying that it
is better to be loved. This shows that his view of clemency is diametrically opposed to that of
Machiavelli:

Nam genti faciet nimia indulgentia spretum,
exosum populis omnibus ira dabit.
At pia vicinis charum Clementia reddet
et miti alliciet colla domanda iugo
(Rakovsky a Rakov, 1974, p. 351).

[Excessive indulgence will rob you of the respect of the nation,
just as your anger will bring hatred upon the people.
But pious Clemency will repay dear neighbours,
and will gently entice their necks to submit to the yoke.]

5. Conclusion

In conclusion to the comparison of Rakovsky’s work De magistratu politico: Thalia, liber tertius
with Machiavelli’s I Principe, it is possible to say in a nutshell that the understanding of virtues
in these two works was sometimes more similar (prudence, audacity), while at other times less
so, or not at all, or the comparison was not possible (piety, justice, temperance, munificence,
clemency). As for the influence of The Prince on Rakovsky’s Thalia, it should be reiterated that
it can be assumed a priori that Martin Rakovsky was familiar with Machiavelli’s book, as it was
one of the most famous works of the 16th century and Rakovsky was a scholar of a European
rank. In this paper, however, we have also shown a posteriori, in the form of more or less strong
hypotheses, that despite Miloslav Okal’s detailed analysis, there are several possibilities for the
influence of The Prince on Martin Rakovsky. These are mainly (1) the first half of the section
on Rakovsky’s second virtue, prudence, which is semantically (and illogically) contradicted by
other parts of the literary work, (2) the second half of the section on prudence (verses 435-460),
which is essentially identical in terms of semantics and composition to Chapter XXIII
of Machiavelli’s The Prince, and finally (3) Rakovsky’s distich 653-654 from the section on
audacity, especially the wording of verse 654, to which one can semantically assign the text
about hunting prey and watching fictional battles, which “harden the hearts of young men”
from the section on temperance, which largely reveals Machiavelli’s ideological world and text
in small details that are probably not a mere coincidence. The aim of this paper was to draw
attention to such details and, with this modest contribution, to fill at least partially a small gap
in the history of scholarly research on Slovak Renaissance literature.
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The Austrian expressionist poet Georg Trakl had a significant influence on Czech
literature in the 20th century, especially thanks to the early translations of his poetry
into Czech by Bohuslav Reynek and later by Ludvik Kundera. Numerous translators and
poets dealt with Trakl's poetry. At the center of the investigation is the question of the
expression of this influence among the Moravian poets — who and how did Trakl’s work
reflect in his poems. It turns out that Trakl’s work has a firm place in Czech literature and
still radiates to the present day.

Keywords: expresionism, poetry, Georg Trakl, Bohuslav Reynek, Frantisek Halas

Graphic artist, poet and translator Bohuslav Reynek (1892-1971) is now remembered prima-
rily as a visual artist whose work is shown at art exhibitions. While his poetry was rediscove-
red already in the 1990s, his translations have not yet been fully appreciated - though there
is hardly another Czech translator, primarily in the field of German and French literature, to
have also been such an inspirer and discoverer of new names. Among the authors introduced
by Reynek in the Czech context, Austrian Expressionist poet Georg Trakl held a very unique
position, making a significant impact on the direction of Czech poetry in the 1930s through
Reyneks translations. Remarkably, the authors influenced by Trakl mostly came from Moravia
or were linked to this region - as if Trakl’s dark, melancholy poetry reverberated in this cul-
tural environment, traditionally bound to Austrias capital of Vienna rather than to Bohemia’s
capital of Prague.

Georg Trakl (1887, Salzburg - 1914, Cracow) left a significant mark on the history of mo-
dern world literature by his poetry. His troubled life story, and primarily his poetic work, con-
tained in two rather slim volumes — Gedichte (Poems, 1913) and Sebastian im Traum (Sebastian
Dreaming, 1915) and in his literary remains, both disturbed and inspired his contemporaries
already; after the Second World War, the interest in Georg Trakl increased in the field of litera-
ry studies, still lasting to this day. Trakl’s work is mostly ranked among literary Expressionism,
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which prevailed in Germany between 1910 and 1920. However, while Trakl was seen as one of
Expressionism’s precursors in the first half of the 20th century and was perceived as such by his
contemporaries, today, he is rather seen as someone who has prematurely consummated and
even surpassed this movement. Let me briefly mention the essential features which single Trakl
out, laying the foundations for the specific form of Austrian Expressionism.

First of all, Trakl lacks the dynamism, the externally throbbing energy and the open poetic
form of Expressionism, counterbalancing it by an almost hermetically confined and stiffly static
character of his formally traditional texts (in the first stage of his work). What is also different
is the environment in which the dark visions and black farces of German Expressionists took
place — the megapolis. To Trakl, the city is a symbol of suffering, while he rather sought the
calm, seemingly idyllic countryside or the suburbs. The unique position of Trakl’s poetry within
Expressionism is only partially due to his being Austrian, and from a relatively small town at
that, and due to his mentality and premises being different from those of the authors based in
Germany, primarily Berlin, and Prague. Trakl's poetry was definitely strongly influenced by
the atmosphere of the declining Austro-Hungarian Monarchy; however, it would be inaccurate
to attach greater significance to any external signs in the case of Trakl. In his poetry, anything
from the external world melts into an internal numb world of ambiguous meaning through
a “soft destructive look”.

Trakl’s poetry heralded an important turn in modern poetry — the turn towards deliberate
ambiguity of expression, absolute metaphor and a new perception of poetry in general, as
traditional criteria fail when trying to understand and make sense of his lines. His work, lying
at the crossroads of literary movements, influenced an entire branch of modern poetry — not
only the German one.

Since the 1920s, Trakl influenced the development of Czech poetry through the early tran-
slations of his poetry by Bohuslav Reynek (1917 and 1924) and later by Ludvik Kundera (1965
and 1995). In Reynek’s case, it was the very first translation of Trakl into a foreign language. Let
me raise the question of how Trakl’s poetry influenced Moravian poets and how these authors
reflected Trakl’s verse and his specific poetics in their work.

Bohuslav Reynek, like many other young poets of his generation, started publishing his
poems in the Moderni revue magazine. However, soon after that, already in 1914, Reynek started
his significant collaboration with Josef Florian, a publisher based in Stara RiSe in the Bohemian-
Moravian Borderlands. In his Dobré dilo publishing house, Florian employed and developed all
areas of ReyneK’s talent — those of translation, poetry and visual arts. This is also where Reynek’s
early spiritually oriented collections were published: Zizné (Thirsts, 1921) and Smutek zemé
(Earth’s Grief, 1924) in which the author developed his specific archaic style.

In 1916, at the age of twenty-four, Reynek wrote to A. L. Stfiz, a close collaborator and
friend of Josef Florian:

Mr. Florian has a book of poems by G. Trakl, have you read them? I, too, got them
these days and will translate them. Outside France and Hlavacek, I do not know
of poems more beautiful. He sees things in completely new ways, and the closer to
the end of the book, the deeper and broader he can see. (Med, 1992, p. 32)
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This letter proves Reynek’s budding fascination by Trakl which turned into a long-term one. The
translation of Trak[s first collection was published at Dobré dilo under the title Bdsné Jitiho Trakla
(The Poems of Georg Trakl) already in 1917; the translation of the second collection was published
under the title Sebastian v snu (Sebastian Dreaming) seven years later, in 1924. Thus, Reynek’s
fascination by Trakl initiated the relationship network linking many Czech poets of the interwar
generation and several authors from the following generations to Trakl’s poetry.

Bohuslav Reynek discovered a soulmate in Georg Trakl; their poetics resonated with each
other in a harmonious accord. Trakl’s dark, melancholy poetry, for which Reynek the translator
found and created a distinctive poetic expression in the Czech language, opened the door of
Expressionism for Reynek the poet and visual artist. The underlying themes of this movement,
such as the sense of destruction and alienation, as well as the exploration of disharmonious
motifs and means of expression, were adopted by Bohuslav Reynek in this stage of his work;
in his three collections from the 1920s, he created one of the most genuine, though peripheral
forms of Czech Expressionist poetry.

After all, Trakl was not the only Expressionist poet translated by Reynek - thanks to his
efforts, the key compositions and extensive selections by poets, prosaists and theorists of
this movement were translated into Czech in the 1920s. In the Nova et Vetera editorial line
of Florian’s publishing house, Czech readers were the first Europeans to meet the work of
Theodor Diubler, René Schickele, Kasimir Edschmid, Georg Heym and Else Lasker-Schiiler in
anon-German language. However, Trakl assumed a special position among them. Already the
fact that he was an Austrian at the periphery of the German language field, in an isolation that
was sought out rather than forced, strangely corresponds to the budding position of Bohuslav
Reynek on the Czech literary scene. Reynek and Trakl both hated the city; moreover, they sha-
red a deep religious background.

Nevertheless, their common ground primarily lies in the intersection of two closely related
“autumn poetics” What is already striking is the identical topos captured in their poetries - the
motionless atmosphere of desolate country houses, the motif of a forsaken garden, an identical
color scheme. Trakl’s color scheme — primarily encompassing warm autumn tones besides his
specific blue - is echoed in Reynek’s lines imbued with the rusty color of rot. When these poets
write about the green color, it is not the fresh green of spring but rather the sickly green of
mold. Reynek’s poetry resonates with Trakl’s verse primarily in the tragic vision of the world,
viewing everything from the perspective of autumn and ruin. It is then no wonder that the
two poets use identical or similar titles for their poems: Winter Evening, Doom, Autumn Walk,
Three Songs of the Heart, At the Pond, Morn in the Winter, Dusk etc. There are parallels on the
levels of themes and motifs, and fewer ones on the levels of words and citations. Decay and
ruin, being the usual props of Expressionism, are no longer mere props with Trakl and Reynek.
As proved by Vojtéch Jirat in his 1942 study already, rather than expressing a “tragic sense
of life”, Trakl is directly experiencing it, he is “living the decadent life”. (Jirat, 1942, p. 148).
His tragic imagination lies in a fatal direction towards extinction, inhabiting every corner of
his poetry, every metaphor. No matter how nice the phenomena and terms are, such as spring,
angel or love, they are seen through the prism of decay and awareness of death.

For a rather long time, “tragic vision” fully absorbed Reynek’s imagination, giving rise to
three collections which are now rightly considered to be the highlight of Czech Expressionist
poetry — two collections of prose poetry Rybi Supiny (Fish Scales, 1922) and Had na snéhu
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(Snake on the Snow, 1924), and a collection of poems Rty a zuby (Lips and Teeth, 1925). They
were all written during the First World War - which, both to Trakl and Reynek, was a true
image of hell on Earth and incited their sensitive spirits to increasingly cruel metaphors. The
feelings of anxiety and horror experienced by the poets led to a certain constrained expression
which was also typical for the Expressionist era.

As a particular example of the affinity between the two poets, let me quote the third stanza
of Trakl’s poem Winterddammerung (Winter Twilight) in ReyneK’s translation:

Chramy, mosty, nemocnice

v $erosvitu maji hrizy lice.

Mnohé prostéradlo krvi poskvrnéné,

plachtou na prtplavu vitr Zene. (Trakl, 1917, p. 16)

In English translation:

Churches, bridges, infirmary

Faces of fright in the twilight

Many a blood-stained linen

Billowing sail on the canal. (Translation: Tereza Chocholovd)

Reynek’s poem Vecer (Evening) employs the same word choice and color scheme:

Motre... nemocnice sina,
v které udt bél se vzpind
nad ztetela prostéradla. (Reynek, 1995, p. 295)

In English translation:

The sea... a livid infirmary
The white of limbs raising
Above the rotten linens. (Translation: Tereza Chocholova)

Among the images Reynek directly borrowed from Trakl, let me name the phrase “black dew”,
a kind of an absolute metaphor which has a long tradition in German poetry. Reynek employs
this phrase in his collection Odlet viastovek (Swallows Flown) from the 1960s, while Trakl
employs this phrase in his poems An den Knaben Elis (To the Boy Elis) and Der Herbst des
Einsamen (The Autumn of the Lonely).

Reynek’s poems from this period seem most convincing not where they are carried away
by Trakl’s imagination but rather where Trakl’s poetry was a mere impulse for Reynek’s own
imagination - thus revealing a source which has been present in Czech poetry for centuries but
never played a crucial role.

One can only speculate what the fate of Reynek’s translations would be had they not impres-
sed young poet FrantiSek Halas (1901-1949) who was born in Brno, lived in Prague for most of
his life, but was buried in Kunstat in Moravia. What is certain though is that Halas’s interest, his
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popularization of Trakl’s work among his fellow poets “from the centers” as well as the echoes of
Trakl's and Reynek’s poetry in the first stage of his work - roughly delimited by the collections
Sépie (Sepia, 1927), Kohout plasi smrt (The Cock Scares off Death, 1930) and Dokofdn (Wide Open,
1936) - played a significant role in the development of Czech interwar poetry.

Trakl’s influence on the early work of FrantiSek Halas is a well-known fact, proved by mul-
tiple open witness accounts of the author and his friends as well as by scholarly research con-
ducted by Ludvik Kundera, Jaroslav Med and Karel Milota among others. Rather than merely
stating this relationship - since it has already been suggested - let me specify and confirm it
by verse. Let me start by observing that this is not an easy task, for Trakl, Reynek and Halas
were distinctive authors and despite their tender age (it is their early collections that are mostly
discussed here), they were mature poets. Halas’s work shows the encounter and partial mer-
ging of these three poetics; three similar, though not identical perspectives of the world.

This relationship was first noticed in 1930 by leading Czech poet Vitézslav Nezval, who was
himself a Poetist. His critique of Halas’s second collection Kohout plasi smrt, in which Halas
deliberately employs cacophony and motifs of death, was very disapproving:

Halas’s lines seem like a lousy translation of poetry that may be good but spoiled
by a negligent and incompetent translator that is rather old-fashioned as well...
As for Halas’s mimicry of Trakl (especially in purely descriptive poems) and de-
light in death, I do not want to waste my breath, no matter how disgusting they are.
(Nezval, 1967, p. 212)

In these sentences, Nezval refers to Reynek’s poetic language which indeed seems archaic and
which was in fact partially adopted by Halas. To be able to grasp this process, let me explore
Halas’s juvenilia. Already the earliest manuscripts of Halas were affected by Trakl - the influen-
ce is undeniable and even consists in direct quotations (although it would be misleading and
limiting to solely look for such parallels). In particular, this refers to the unusual phrase “oblé
o¢i” (rounded, vaulted eyes) based on Reynek’s translation of Trakl’s phrase “runde Augen”
(literally translated as “round eyes”). This expression is found in the third stanza of Halas’s
poem Melancholie (Melancholia) from 1924 in the line “vy oblé o¢i nemohu pro vas spat” (you
rotund eyes I cannot sleep for you).

More proof is brought by a poem from Halas’s literary remains from 1929. It is part of a let-
ter addressed to Halas’s future wife Libuse Rejlova:

Ve zlatém hvozdu modry ptak krvaci

chlapec taji dech a klopyta o své slzy

Maly zpévacek vypadly z hnizda hvézd

[...]

Tehda jeho spravedlivé dny jsou naplnény

a chlapec proménén v krystal

stava se trinem lasky

Jeho néha zni strachem kolouchti a place

na nebevzeti jejich nader se usmiva

a fika ji jménem pti némz mlknou ptaci (Halas, 1967, p. 43)
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In English translation:

In a golden forest a blue bird bleeding

The boy, breathless, stumbling upon his tears

A little songster fallen out of his nest of stars

[...]

Then his just days are fulfilled

And the boy, turned into crystal,

Becomes a throne of love

His tenderness resounds with the fear of fawns and tears

Upon the assumption of her breasts he smiles

And calls her a name which makes the birds fall silent
(Translation: Tereza Chocholova)

This raises the question why Halas never included this poem in any of his collections. Let me
suggest what is perhaps a rather daring hypothesis: it was affected by Trakl too much; perhaps as
a kind of Halas’s “variation on a Traklian theme” - in particular the poems An den Knaben Elis and
Elis from Trak[’s second collection. The similarity between Halas’s poem and Trakl’s poems, not on
the surface level but somewhere deeper in the texts, must be striking to an astute reader. Let me
quote excerpts from Reynek’s translations of the two poems from Sebastian v snu.

Elise, zvola-li v ¢erném lese kos,
tot tvoje zkdza.
Rty tvé piji chlad modrého pramene ze skaly.

Zanech, krvaci-li potichu tvé celo,
pradavnych legend
a temného vykladu z drah ptaciho letu.

Ty vsak béres se tichymi kroky do noci,
jez ovésena vsecicka jest hrozny purpurovymi,
a krdsné rozvira$ narudi v modro.

Cern4 jeskyné jest nage mlceni
z niz obcas vychazi sladké zvire
a pomalu klopi tézka vicka.

Na tvé spanky kane ¢erna rosa,

posledni zlato rozpadlych hvézd. (Trakl, 1987, p. 41)

Dokonalé jest ticho tohoto zlatého dne.
Pod starymi duby
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ty se, Elise, zjevujes, odpocivajici s oblyma ocima.

Modfr jejich odrazi dfimotu milujicich.

[...]

O! Jak spravedlivi jsou, Elise, viickni tvi dnové!
[...]

a zatim hlava jeho klesa do podusek ¢ernych

Modra zvét

ticha krvaci v housti trnd.

[...]

Znameni a hvézdy

tiSe propadaji v soumra¢ném jezete. (Trakl, 1987, p. 112)

In English translation:

Elis, if the blackbird calls in the black forest
That shall be your destruction.
Your lips drink the cool of the blue spring from the rock.

Leave, if your brow bleeds in silence,
The ancient legends
And the dark reading of the paths of birds in flight.

You though make your silent steps into the night
All bedecked with grapes of purple

Opening your arms beautifully into the blue.
[...]

From the black cave of our silence

A sweet beast comes once in a while
Slowly lowering its heavy eyelids.
Black dew trickles down your temples

The last gold of the broken stars.

Perfect is the silence of this golden day.
Under the ancient oaks
You, Elis, appear, resting with round eyes.

Their blue reflects the slumber of the loving.

[...]
Oh! How just, Elis, all of your days are!

[...]
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While his head sinks into the black cushions.

The blue beasts

Of silence bleeding in the thicket of thorns.

[...]

Signs and stars

Slowly falling through the dusky lake. (Translation: Tereza Chocholovd)

This is a more complex relationship network than in the case of the previous poem. Citations
will hardly do, although they, too, can be found here - what is striking is the concord between
Trakl’s line “O! How just, Elis, all of your days are!” and Halas’s “Then his just days are fulfilled”.
What is even more significant is the formal concord - three-verse stanzas with long free verse.
The lexical concord is also obvious — while Trakl has a specific, idiosyncratic vocabulary; it is
free of archaisms - those were only added by his translator Bohuslav Reynek. Halas’s choice of
words like “hvozd” (archaic word for deep forest), “tajnosnubny” (mysterious, enigmatic) and
“mlknou” (festive, archaic term far falling silent) can originate from this very source. However,
all of the borrowings are interpreted in a sophisticated way and worked into the new text — per-
haps Halas’s variation on Trakl’s “Elisian” poem.

This approach later became typical for Halas - his collections Sépie and Kohout plasi smrt
include many such examples on multiple levels, ranging from word choice through syntax to
the composition of the poems. As an example of a metaphor adopted by Halas for his collection
Kohout plasi smrt, let me name the poetic rendering of the figure of an angel which appears in
Trakl’s work in the phrase “blue poppy eyes of an angel” and in Halas’s work directly as “the
poppy angel”; another time, Trakl writes the verse “Angels with muddy wings leave their grey
rooms” (Trakl, 1924, p. 51) while Halas writes “The angel of the heart is limping, dragging
a dirty wing behind” (Halas, 1948, p. 14).

Halas, like Reynek, primarily shared a tragic vision of the world with Trakl. While Halas
retained it later as well, in his collections from the second half of the 1930s, the last traces of
Traklian inspiration disappeared. While tragic vision was shared by all three poets at a certain
stage of their work, it was most authentic in the case of Halas due to its consistency. Although
the early works of Halas even included direct citations of Trakl, there is no reason to consider
these poems “copies” or “unoriginal”. On the contrary, this is where Halas heralded the way in
which modern poetry employs citations. After all, Trakl himself cited Jean Arthur Rimbaud
in his poetry - of which Halas must have been unaware - yet this did not lower the quality of
Trakl’s work.

When searching for the traces of Trakl’s poetry in 1930s Moravian poetry, there is at least
one more author to be mentioned. The name of Jan Zahradnicek (1905-1960), whose life and
work are closely linked to the region of Trebi¢, is now rightly associated with the culmina-
tion of Czech spiritual and Catholic poetry. Zahradnicek, however, only found his characte-
ristic poetic expression in his third collection Jefdby (Rowans, 1933), while his earlier work is
marked by coping with the influence of Halas and Zavada, and thus also Trakl. Zahradni¢ek
was well-versed in Trakl's work - he even translated two of Trakl's poems into Czech. His
first collection Pokuseni smrti (The Temptation of Death, 1930) manifests these relations
so strongly that it puts the atmosphere which reigned in the realm of poetry at the time into
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the foreground — however, Zahradnic¢ek was lacking an authentic life feeling to correspond
with it. Thus, Zahradni¢eK’s early poetry reaches the limits of Trakl’s influence in Czech poet-
ry — without experience, it only mechanically juxtaposes desolate images of ruin, misery and
self-pity. To a large degree, Zahradniéek’s poetry is a conglomerate of quotations and formal
approaches of other poets from Trakl through Reynek to Halas. As a brief example, let me qu-
ote two stanzas from the poem Pro¢ (Why).

Horte rozumu prikryvaje se stiny si $eptam
Podobny do jiného svéta otevienym dverim
sladké rany kvilejice purpurové zeji

Vystaven apénlivym privanim prekrasné hotim

Ale pro¢ zrana imyslné o¢i rozbijim si?

Pro¢ v popelavém usvité tolik se podobam své smrti?

Pro¢ nechci se dat ni¢im utésiti

a nejvic miluji to co mne skli¢uje a drti? (Zahradnicek, 1991, p. 24)

In English translation:

Covering the woe of reason, I whisper to the shadows
Akin to the open door to another world

Sweet wounds gape in purple, moaning

Exposed to mournful draughts, I am beautifully burning

Why do I break my eyes deliberately in the morning?
Why do I resemble my own death at the ashy dawn?
Why will I not be consoled
And love the most that which lies heavy on me?
(Translation: Tereza Chocholovd)

Zahradnicek has overcome this stage of his work already in his second collection Ndvrat
(Returning, 1931) in which he found his distinctive spiritual expression which he has retained
ever since.

In the 1960s, Czech poetry saw a second wave of interest in Georg Trakl’s poetry. Though
not as strong as in the 1930s, it was interestingly also linked to Trakl’s translations into Czech.
An extensive anthology of Trakl’s verse was published in 1965 under the title Bdsné (Poems);
it was translated by Ludvik Kundera (1920-2010), a poet who was linked to the city of Kunstat
like Frantisek Halas. Having dealt with Trakl for several decades, Kundera published an upda-
ted edition of his translations in 1995.

Although this Traklian response was not as strong as in the case of ReyneK’s pre-war tran-
slations, one could still see the connection between Kundera’s translations, his popularization
activities (Expressionist poetry evenings among others) and the presence of Traklian rever-
berations in the poetry of Jan Skacel - though always in original, individual form. It would
be a wonder if Kundera’s interest in Trakl did not show in his own poetry as well. His poetry
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collection Sny téz (Dreams, Too) which was published in 1995 and can be seen as a distinctive
set of notes and memories (though written in verse and undoubtedly being poetry) contains
the following lines in the section dedicated to Skacel:

Honza Skacel $el na truc do fabriky, do té kostrbaté

Li$né, pak v8ak vydal prvni knihu basni

a v uvazlivém rytmu rokt druhou a dalsi a dalsi,

[...]

v Tyrolich jsme jednou v polednim zaru putovali ke hrobu

Georga Trakla, v Kunstaté pak na krchové chraplavé pravil:

Muj stary basniku, to uz se u ného dvere netrhly, (Kundera, 1995, p. 54)

In English translation:

Honza Skacel went to the mill out of spite, to that bumpy
LiSen, then brought out his first book of poems though
And the next one and the next one in a reasoned rhythm of years
[...]
In the Tyrol, in the heat of noon, we journeyed to Georg Trakl’s
Grave, at the boneyard in Kunstat he said huskily
My old poet, people were pouring in back then already
(Translation: Tereza Chocholova)

In the form of loosely arranged yet complex memories, Kundera reminds the informed rea-
der of all the titles of Skdcel’s collections, his work for the Czech Radio as well as their com-
mon journey to the grave of Georg Trakl. This trip to the village of Miihlau at the outskirts of
Innsbruck in 1964, thus documented in Kundera’s poetry, confirms Kundera’s obvious interest
in exploring the landscape where the poet he studied lived, while also proving Skacel’s spe-
cial interest in the genius loci of Trakl’s verse. In 1964, Skacel and Kundera were sent to the
Alpbach International Writers Forum in the Tyrol; the journey is also mentioned in Ludvik
Kundera’s memoirs Riiznd fecisté (Various Riverbeds, 2005). The last two lines from the excer-
pt from the collection Sny téZ mention, though not explicitly, another poet linked to Skacel;
FrantiSek Halas who is also closely connected to Trakl, as analyzed above, and who is buried
at the Kunstat cemetery.

In the case of genuinely Moravian poet Jan Skacel (1922-1989), information about his pos-
sible links to Trakl is very scarce in secondary sources. The only proof that Skacel had an inte-
rest in Trakl’s work, a very strong one at that, is provided by Zdenék Kozmin in his monograph
on Skacel: “A special occasion to probe Skacel’s sensitivity towards life’s dominants lies in his
notes on the biographies of others. Let me focus on Skacel’s study of the life of Georg Trakl.
I am holding the book Erinnerungen an Georg Trakl. Zeugnisse und Briefe (Memories of Georg
Trakl. Testimonies and Letters, Otto Miiller Verlag, Salzburg, 1959) from Skacel’s bookcase in
my hands. Skacel underlined in the text, marked the text on the side, added exclamation marks
and other signs, and even made notes and comments on some pages from the book on the dust
jacket and the back endpaper. [...] Reading the book on Georg Trakl, Jan Skacel responded to
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those passages with which he resonated with particular intimacy. One could say that he read
about the lives of others in the same way in which he “read” his own life; that is with constant
shifts towards certain intersection points of life events that were essential for his thinking”
(Kozmin, 2000, p. 25).

This very fact — Skacel’s interest in Trakl’s biography — does not necessarily prove that
Trakl’s poetic was reflected in Skacel’s work. However, upon a closer look at Skacel’s writing,
there are links to be found; sensed and often fragile, yet obvious. While direct citations and
allusions are rather exceptional (after all, this would be foreign to Skacel’s poetic style),
it rather seems that Skacel and his work - at least partially, in his “smuténky” (sad ones)
and “Traklian life feeling” — embraced the pole of European poetry that could be labeled
as Holderlinian-Traklian. This is also observed by Zdenék KoZmin in the above-mentio-
ned monograph: “Skacel’s uniqueness, however, is still anchored in the depths of what has
already been reached in the contexts of life and literature, in the ethical and aesthetical
humanization of the world. He is being his own self, always and under any circumstances,
while remaining grown into the objects of the world, into traditions, into the legacies of
people long gone. These fruitful foundations of Skdcel’s world, spanning between father
and mother, Erben and Trakl, home and world, poetry and prose, myth and attention to
the present are lived and experienced with a realness that commands both admiration and
confidence” (Kozmin, 2000, p. 14).

It is difficult to seek literary models and “teachers” in the case of a poet of Skacel’s caliber.
However, it seems that names as opposed as Erben and Trakl may help to satisfactorily define
the wide range of Skacel’s poetry, which, however, resounds on a single string. Skacel’s con-
nection to Trakl, an inner one rather than a formal one, will stand out even more when lo-
oking at Czech literature from the outside, within the European context. In his laudatio on the
occasion of Jan Skacel receiving the Petrarca-Preis in 1989, German author (with Slovenian
roots) Peter Handke interpreted Skacel’s poetry based on the seemingly opposing worlds of
Georg Trakl and Wolfgang Amadeus Mozart (Handke, 1991, p. 28). Such a comparison seems
especially revealing since Handke could only have known Skacel’s work through a few transla-
tions into German. Skacel himself is said to have been pleasantly surprised by this insightful
interpretation.

However, Trakl’s influence on Skécel is also apparent in his individual collections which
include the motifs of death, anxiety and autumn to a large extent. Following the three poetry
collections in which Skacel defined and cemented his distinctive poetic which has practical-
ly never changed - Kolik pfileZitosti md riize (How many chances does a rose have, 1957),
Co zbylo z andéla (What remained of an angel, 1960) and Hodina mezi psem a vikem (The Hour
Between Dog and Wolf, 1962), his fourth collection Smuténka (The Sad One, 1965) shows
its tendency to melancholy already in its title. While melancholy has always been a staple in
Skécel’s verse, in the second half of the 1960s, feelings of anxiety became overwhelming. It is
hard to say though whether this collection already shows Trakl’s influence — which only beco-
mes indisputable in his next collection.

In Skacel’s fifth collection entitled Metlicky (Little Brooms) from 1968, the Skacel - Trakl
relation becomes more pronounced and concentrated in the five-line stanza Cistota (Purity):
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Zari A lovec s rozlomenou puskou

Tould se pti okraji lesa Ze strnist

Divoké husy vraceji se v klinech

Ve starych basnich jako v zahradach

Tlumené pady plodu Ticha nesbirana (Skacel, 1995, p. 247)

In English translation:

September And a hunter with a broken rifle

Roams the fringe of the forest From the stubble fields

Wild geese return in wedges

In old poems like in gardens

Muffled falls of fruits Silences unpicked (Translation: Tereza Chocholova)

The fall hunting scene bears a striking resemblance to the introductory scene from Trakl’s
poem Im Winter (In the Winter):

Na poli chladny bily t¢pyt.
Ohromné nebe je tak opusténé.
Hejno kavek nad tan se Zene,
lovci jdou z lesa, panuje klid.

Mil¢eni dli v ¢ernych korundch.
Svit ohnt z domkii mékce plane.
Chvilemi z dalky zazvoni sané,
$edavy mésic stoupa v tmach.
(Trakl 2005: 36)

In English translation:

The field shimmers cold and pale.
Immense and lonely hangs the sky.
Circling the pond, the jackdaws fly —
Down from the woods the hunters trail.

Black silence on the trees descends.

The firelight winks from huts around.

At times a distant sleigh-bell sounds

And slowly the grey moon ascends. (Translation: Jonathan Steffen)

The tones of both poems, the presence of silence as well as the tension of hunting, are very
similar (despite Trakl being more brutal and more particular), while the seasons of the year
in which the scenes take place are naturally different. What is essential though is that each
verse of Skacel’s text alludes to Trakl's work. The “fringe of the forest” from Skacel’s poem is



®

RADEK MALY « “IN A GOLDEN FOREST A BLUE BIRD BLEEDING”
ON THE RECEPTION OF AUSTRIAN EXPRESSIONISM IN CZECH POETRY

a literal translation of Trak[’s typical, essential expression “Waldsaum” - the edge, the border
of the forest with a symbolical meaning of transcendence, a divide between the earthly and the
unearthly. The wild geese above the stubble fields evoke Trakl’s “Vogelzug” (bird migration),
which is yet another key term linked to the desire for an escape and its unfeasibility. Last but
not least, muffled falls of fruits are an almost literal quotation of the line from Trakl’s poem
Die Verfluchten (The Damned Ones): Im Garten fallen Apfel dumpf und weich, literally “in the
garden, apples fall dull and soft”. In summary, a single five-line poem includes two identical
key motifs and two almost literal translations. This could still be a mere similarity if it were
not for another proof of the deliberate affinity of this poem to Trakl’s poetry - the phrase in
old poems from the fourth line. This is where Skacel directly alludes to the poetry of another
author, perhaps that of Trakl.

The increase in existential motifs in the collections Smuténka and especially Metlicky is also
observed by Zdenék Kozmin in his monograph, as he remarks that Metlicky is imbued by more
anxiety and unease than the previous collections. He does not see a direct link to Trakl there
but rather to Halas though:

“Looking for reasons why Skacel called his collection Metlicky (the word is linked to a poem
about casting a death mask), one of them will be that this collection addresses death the most.
Casting a death mask can be read within the context of Halas. Skacel leads a dialogue with his
poet. Metlicky is a homage to the life and work of Halas” (Kozmin, 2000, p. 86). The parallel
with Trakl’s work, which co-defined the early poetics of Halas, still suggests itself.

More poems from Metlicky are imbued by the Traklian atmosphere of the Austrian coun-
tryside which bears a strong resemblance to that of Skacel - the Moravian one. While similar
motifs do not necessarily prove a direct influence by Trakl, their increased number in Skacel’s
poetry at the time may be telling of it.

The following poetic work by Skacel shows a departure from this dark, existential tone.
However, even his collections from the 1980s do include (though rather sporadically) poems
where a possible influence by Trakl is apparent. What is vanishing though, primarily since
Skécel employs a rather free verse form, is the underlying feeling, the “Traklian mood”, which
was distinctly present in the above-mentioned poems by Skacel.

Jan Skacel represents an exception among the Moravian poets influenced by Georg Trakl’s
poetry in several respects. First of all — and rightly so - he is not traditionally ranked among
poets with a melancholy, tragic vision of the world. Yet he can still be called a “poet of the fall”.
Unlike the others, Skacel does not show Trakl’s influence in his early poems but rather in his
mature stage — in the second half of the 1960s. However, even here, Trakl’s influence is rather
encrypted in the inconspicuous and “probable” concurrence of motifs and settings of the poe-
ms. Nevertheless, in some of Skacel’s texts, Trakl’s influence seems indisputable.

Skécel cannot be said to have had an Expressionist period or expressive style. His work
rather shows a continuous presence of existential elements, with a gradation in the second half
of the 1960s in his collections Smuténka and Metlicky. In his collections from the 1970s and
the 1980s, these elements never vanish; they are still present and more or less co-create Skacels
poetics until his last collection.

The question of whether Trakl’s “poetics of inexplicable melancholy” plays a role in contem-
porary Czech poetry or whether it is a closed chapter suggests itself. Let me state the following:
Trakl’s work is still alive, both as an academic research topic (new translations are made and
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diploma theses written) and as an inspiration source. Contemporary poets like Radek Fridrich,
Bohdan Chlibec, Jan Dadak, Jifi Stanék, Alena Nadvornikova and Viky Shock still address
Traklian motifs; however, Traklian inspiration has left the Moravian space. The drama Trakl
written by Brno-based dramatist Marek Horos¢ak (born 1976) has an exceptional position
though. It was written in 1998 and produced in 2001 as a radio play.

Let me conclude that the “Traklian line” based on the specifics of Austrian Expressionism
lives on in Czech literature without losing its strength and intensity.
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Recenzie

TANESKI, Zvonko. Suicasnd chorvitska poé-
zia (Vysokoskolskd ucebnica pre studentov slo-
vanskych filologif).

Nitra: Univerzita Konstantina Filozofa v Nitre,
2025. ISBN 978-80-558-2313-3.

Recenzovana publikdcia predstavuje prva
vysokoskolskd uéebnicu venovanu chorvat-
skej literature na Slovensku. Predmetny titul
Suicasnd chorvitska poézia vysiel v roku 2025
na Univerzite Konstantina Filozofa v Nitre.
Uz v Gvode je potrebné konstatovat, ze v ob-
lasti u¢ebnych materidlov uréenych sloven-
skym $tudentom chorvatskeho jazyka a lite-
ratary, ako aj Sirsich slavistickych odborov
dlhodobo pretrvava vyrazny deficit. O to vy-
znamnej$i a vzacnejsi je prinos autora Zvonka
Taneského, ktorého ucebnica predstavuje do-
lezity krok vpred k systematickému spraco-
vaniu sucasnej chorvatskej poézie v sloven-
skom akademickom prostredi. Publikacia sa
vyznacuje logickou $trukturou, funkéne kon-
cipovanym obsahom a schopnostou zachytit
zakladné poetické tendencie a pohyby v sle-
dovanom obdobi.

Svojim poslanim plni titul minimélne
dvojaku funkciu: literdrnohistoricku, ktora je
nevyhnutnou sacastou kazdého vysokoskol-
ského ucebného textu, a interpretaénu. Prave
druha z uvedenych funkcii zvysuje jej didak-
ticka atraktivnost, kedze obsahuje nielen ori-
ginalne basnické ukazky, ale aj ich slovenské
preklady (vo védcsine pripadov ide o preklady
Karola Chmela). Aj za¢inajuci $tudent kroa-
tistiky tak ziskava moznost pracovat s textom
v originali, pricom porozumenie vyznamo-
vym a poetickym rovinam je podporené pre-
kladom do materinského jazyka. Kazdy tema-
ticky celok je doplneny stiborom praktickych
otazok, ktoré vedu recipienta k hlbsej analyze
textu a rozvijaju jeho schopnost kritického

interpreta¢ného rozboru basnickych textov
stcasnych chorvatskych basnikov a poetiek.
Ucebnica ma prierezovy charakter a au-
tor si je vedomy nemoznosti obsiahnut celé
spektrum sacasnej chorvatskej poetickej
produkcie. Vyber chorvatskych basnikov
a poetiek je preto nevyhnutne do istej miery
subjektivny, pricom kritéria vyberu i genézu
publikacie autor transparentne vysvetluje uz
v tvodnej casti. Ako sam uvdadza, publikacia
vznikla predovsetkym na zaklade predna-
$ok a semindrov z dejin chorvatskej litera-
tary na Univerzite Komenského v Bratislave
(2015 - 2024), ako aj z vybranych prednasok
v ramci predmetu literarna komparatistika
na UKF v Nitre (2025). Z uvedeného vyply-
va, Ze vyber basnikov/poetiek a konkrétnych
textov bol formovany samotnym dopytom
a zaujmom S$tudentov. Na tuto skutocnost
autor nadvézuje v kapitole Prolegomena k po-
stmodernizmu v chorvitskej literatiire (alebo
o sucasnej chorvdtskej poézii bez ,tradicnych®
kapitol), v ktorej upozoriiuje na limitovany
rozsah ucebnice a na nemoznost plne zachytit
dynamicky sa vyvijajuci literarny proces.
Nasledujtica teoreticka kapitola mapuje
klucové zmeny v chorvitskej poézii od pitde-
siatych do osemdesiatych rokov 20. storocia.
Percipienti sa v nej mézu oboznamit napriklad
s tvorbou autorov ako Slavko Mihali¢ ¢i Vlado
Gotovac, ako aj s ¢innostou vyznamnych lite-
rarnych skupin krugovasi a razlogovci. Autor
tu Citatela odborne a tiez zanietene prevadza
najdolezitej$imi medznikmi chorvatskej po-
ézie druhej polovice 20. storocia. Kapitola
je uzito¢ne zakoncena otazkami sluziacimi
na upevnenie a reflexiu ziskanych poznatkov.
Osobitna pozornost je dalej venovana tema-
tizacii obcianskej vojny v deviatdesiatych ro-
koch, ktora zasadnym sposobom ovplyvnila
nielen tematicky register chorvatskej poézie,
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ale aj samotny sposob literdrneho vyjadro-
vania. Kapitoly na seba plynulo nadvizuja
v ¢asovej i Zanrovej rovine, pri¢om po reflexii
spomenutého obdobia nasleduje analyza na-
stupu nultych rokov v chorvatskej poézii.
Prinosom tejto ¢asti st prehladné tabulkové
prilohy, ktoré nazorne demonstruju rozdiely
medzi modernistickymi a postmodernistic-
kymi prvkami v tvorbe vybranych autorov
a autoriek. Samostatna, kratsia kapitola je ve-
novana chorvatskym bdsnickym antoldgidm.
Autor v nej stru¢ne predstavuje najvyznam-
nejsie antologické projekty z Chorvatska, ne-
obchadza vsak ani doposial jedinu slovensku
antolégiu chorvétskej poézie Utecha chaosu,
ktoru zostavil Miroslav Mic¢anovi¢.
Zavere¢na Cast ulebnice Interpretacné
sondy do textov sucasnych chorvdtskych bdsni-
kov napliia druht - interpreta¢nt - funkciu
ucebnice. Jej cielom je ponuknut modelové in-
terpretacie vybranych basnickych textov pro-
strednictvom metodologicky premysleného
a didakticky podnetného pristupu. Z. Taneski
v tejto Casti pracuje s tvorbou troch basnikov.
Najstarsim z nich je Danijel Dragojevi¢, pri
ktorom je zdorazneny aj jeho presah do slo-
venského kulturneho a editorsko-preklado-
vého prostredia. Sicastou interpretacie je na-
priklad basen Tama (v slovenskom preklade
Karola Chmela pod nazvom Temnota). Takto
koncipovany model original - preklad vytvara
priestor pre rozvoj kritického myslenia a in-
terpretacnych kompetencii $tudentov. Autor
identifikuje klucové poetické figury a sym-
boly v poézii D. Dragojevic¢a, pricom pontka
otvorené interpreta¢né vychodiskd, ktoré za-
rovenl ponechavaju priestor pre individualnu
recepciu kazdého (itatela. Druhou interpre-
tovanou autorkou je Dorta Jagi¢, ktorej poé-
zia je charakteristickd vyraznym vyuzivanim
krestanskych motivov. Tato cast umoziuje
$tudentom konfrontovat sa s poetikou, ktora
sice nie je v sticasnosti dominantna, no citli-
vo reflektuje existencialne otazky moderného

¢loveka. Poslednym chorvatskym basnikom
v interpreta¢nej &asti je Branko Cegec, ktoré-
ho poeticka tvorba ¢asto nadobida podobu
cestovatelskych zapiskov ¢i dennikov, ¢o ju
robi pre recipienta mimoriadne pristupnou
a atraktivnou.

Publikdciu uzatvara register pouzitej a od-
porucanej literatary, ktory ma Ccitatela viest
k samostatnému $tadiu a dal$iemu prehlbo-
vaniu teoretickych znalosti. Celkovi metodo-
logickd koncepciu u¢ebnice pozitivne hodno-
ti aj Tin Lemac z Univerzity v Zadare, ktory
sa spolu s Ivanou Slivkovou z PreSovskej uni-
verzity v PreSove podielal ako druhy recen-
zent publikacie. Z jeho hodnotenia vyplyva,
ze okrem metodologickej premyslenosti, vy-
beru textov a basnikov/poetiek i didaktickej
koncepcie je potrebné osobitne vyzdvihnut
aj zaplnenie doteraz absentujtiiceho priestoru
v oblasti slovensko-chorvatskych literarnych
a kultarnych vztahov. Vysokoskolskda uceb-
nica Sucasnd chorvitska poézia Z. Taneského
tak predstavuje metodologicky premysle-
na a didakticky potrebnd publikaciu, ktora
vyraznym spdsobom obohacuje slovensky
slavisticky aredl. Efektivne spdja literarno-
historicku ¢ast skimanej problematiky s ve-
decko-interpretatnym rozborom chorvat-
skych podnetnych basnickych textov. Jej
najvacsim prinosom je zaplnenie prazdneho
»bieleho miesta“ na mape doterajsej sloven-
sko-chorvatskej medziliterarnej komunikac-
nej vymeny. Publikdcia ma nesporny poten-
cial stat sa pevnou a dlhodobo vyuzitelnou
sucastou vysokoskolskej vyucby v ramci filo-
logickych odborov slovanskych jazykov, lite-
ratdr a kultdr na slovenskych univerzitach.
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