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Knjige in gore (predgovor)

Jernej Habjan

Moderna prevzetost nad gorami in gorni§tvom je nasla mesto v klasi¢-
nih tekstih kulturne zgodovine, med katerimi so »Alpenreisen« Georga
Simmla, Mythologies Rolanda Barthesa, »L'alpinisme« Paula Veyna, 7he
End of History and the Last Man Francisa Fukuyame in Landscape and
Memory Simona Schame. Tako je bil alpinizem obravnavan v pove-
zavi z »mnozi¢nostjo uzivanja narave« (Simmel 377), s »starim alpskim
mitom [...], ki ga je Gide povezoval prav s $vicarsko-protestantsko
moralo« (Barthes 105-1006), z »odkritjem in inventarizacijo sveta« (Veyne
41), z »zeljo, da smo pripoznani v svoji superiornosti« (Fukuyama 319),
in z »nenavadno zmesjo samopotrjevanja in samoiznicenja« (Schama
498). Niti malo tovrstne pozornosti pa ni delezna gorniska literatura.
Medtem ko alpinizem Ze zdavnaj velja za sestavni del moderne sfere kul-
ture, ostaja alpinisti¢na literatura v veliki meri neraziskana, in sicer kljub
njenemu o¢itnemu potencialu za kulturno zgodovino gora in gorni$tva.
Se veg, raziskave literarnega upodabljanja gora obstajajo, a se vetinoma
omejujejo na kanonic¢ne pesniske tematizacije gorske pokrajine. V literarni
vedi so gore $e vedno predvsem tematika, ne pa strukturirajoci element
pisanja. Poudarek je na kanoni¢nih pisateljih in njihovi tematizaciji gora,
ne pa na alpinistih in njihovem avtobiografskem upovedovanju izkustva,
kjer alpinizem ni le ena od mogocih tematik, ampak sama praksa, ki
strukturira pripoved, se pravi, smoter pripovedi, ne pa njen povod.
Tematski sklop »Knjige in gore« je namenjen posegu v to stanje razi-
skav. Prinasa rezultate raziskav, namenjenih tako premisleku o literar-
nem kanonu kakor predstavitvi nekanoniziranih spisov. Pesniki so prika-
zani brez njihove zaslepljujoce avre, alpinisti pa so sprejeti v vrste piscev.
Kanon je s tem problematiziran tako zaradi tega, kar vsebuje, kakor
zaradi onega, kar v njem manjka. Gore, ki so doslej veljale le za enega
od mogocih virov navdiha, pa postanejo sam razlog za obstoj doloéene
vrste knjizevnosti. Navsezadnje se dolocen tip avtorja in bralca, namre¢
nacionalni, umakne novi, potencialno mednarodni knjizevni skupnosti.
Sklop zadenja ¢lanek Aleksandra Bjel¢evica o konstitutivnih potezah
alpinisti¢ne avtobiografije, med katerimi avtor izpostavlja sinteti¢no-
-analiticno zgradbo pripovedi, kontrastiranje motivov, metaforiko,
dinamic¢nost pripovednega tempa, refleksivnost, mno$tvo pripove-
dovalskih perspektiv, dramski dialog in Zargon. Na tem ozadju lahko
¢lanek Delphine Moraldo beremo kot kontekstualisticno dopolnitev
Bjel¢eviceve tekstualne analize, saj razvije literarno sociologijo britanske
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in francoske alpinisti¢ne avtobiografije ter njune vloge pri konstruiranju
moderne ideologije odli¢nosti. Nems¢ino, tretji osrednji jezik zgodnje
alpinisti¢ne literature, obravnava Johann Georg Lughofer, ki pokaze,
da sodobna literarna demitologizacija Alp v tem jeziku pripada starejsi
tradiciji, ki jo vidno sooblikujeta ze Joseph Roth in Odén von Horvith.
Sledi niz $tudij primerov, ki ga zacenja ¢lanek Jerneja Habjana o Pori
Nejca Zaplotnika kot o kljué¢nem tekstu slovenske alpinisti¢ne literature
in znadilnem primeru pripovedi, utemeljene v igri med dobesednim
iskanjem plezalne smeri in metafori¢nim iskanjem smisla. Podobna
igra med fizi¢no in metafizi¢no pustolovs¢ino strukturira tekst Le Mont
Analogue (Gora Analog), nedokoncani roman Renéja Daumala iz leta
1952, ki pripoveduje o skupini alpinistov, ki se podajo na pot iskanja
nevidne gore Analog; genezo romana predstavi ¢lanek Martine Kopf.
Clanek je umes¢en med dve razpravi o poljskih alpinisti¢nih tekstih.
Prva — prispeva jo Przemystaw Kaliszuk — orise izoblikovanje hapti¢nega
sublimnega, estetike, s pomodjo katere so poljski alpinisti¢ni pisci premo-
scali vrzel med prevzetimi literarnimi konvencijami in konkretnostjo
izkustva plezanja. V drugi razpravi pa Marek Pacukiewicz Kaliszukovi
obravnavi modernizma doda Studijo primera iz sodobne poljske gorni-
ske knjizevnosti, s tem ko razvije latourovsko analizo zadnjega dnevnika
Jerzyja Kukuczke, enega najpomembnejsih himalajskih alpinistov.

Ker avtorji in avtorice ¢lankov k alpinisti¢cnim spisom pristopajo z
gledisca literarne vede, jih tudi navajajo v izvirniku, navedkom pa doda-
jajo bodisi svoje bodisi ze objavljene prevode v jezik njihovega ¢lanka.

Tematski sklop je bil pripravljen in urejen na Institutu za slovensko
literaturo in literarne vede ZRC SAZU v okviru raziskovalnega projekta
Alpinisticna literatura: Slovenija in onkraj (J6-1808) in raziskovalnega
programa Literarnozgodovinske, literarnoteoreticne in metodoloske razi-
skave (P6-0024), ki ju je iz drzavnega proracuna sofinancirala Javna
agencija za raziskovalno dejavnost Republike Slovenije.
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Books and Mountains
(An Introduction)

Jernej Habjan

The modern fascination with mountains and mountain climbing
has been noticed in such classical texts of cultural history as Georg
Simmel’s “Alpenreisen,” Roland Barthes’ Mythologies, Paul Veyne’s
“L’alpinisme,” Francis Fukuyama’s 7he End of History and the Last Man,
and Simon Schama’s Landscape and Memory. In the process, mountain-
eering has been associated with “the wholesale opening-up and enjoy-
ment of nature” (Simmel 95), the “old Alpine myth . . . which Gide
rightly associated with Helvetico-Protestant morality” (Barthes 74),
“the discovery and inventory of the world” (Veyne 41), “the desire to
be recognized as superior” (Fukuyama 319), and “a peculiar mixture
of self-affirmation and self-effacement” (Schama 498). No such inter-
est exists for mountaineering literature. Whereas mountaineering has
long been recognized as a feature of modern culture, mountaineering
literature remains underresearched, despite its obvious potential for a
cultural history of mountains and mountaineering.

Worse still, there is a scholarly interest in literary approaches to
mountains, but it seems to be limited to canonical poetic thematiza-
tions of mountain landscapes. In literary studies, mountains are a theme
rather than a form-giving element. The focus is on canonical writers
and their thematization of mountains, not on mountaineers and their
autobiographical informing of experience where mountaineering is not
just one of a myriad of possible themes but the very praxis that informs
the narrative, the narrative’s end rather than means.

This cluster of essays aims to remedy this state of affairs. It brings
together work by scholars who are interested in both rethinking the liter-
ary canon and unearthing the uncanonical. The poets are stripped of their
aura, while the mountaineers are acknowledged for their writing. As a
result, the canon is questioned both for what it includes and for what it
does not. Mountains cease to be one possible source of literary inspiration
and instead become the very reason for the existence of one kind of litera-
ture. Ultimately, one type of author and reader, the national one, makes
way for a new, potentially international community of letters.

The cluster opens with Aleksander Bjel¢evic’s article on the con-
stitutive properties of mountaineering autobiographies, including
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narrative flashbacks and flash forwards, juxtapositions of motives,
metaphoricity, dynamic narrative tempos, reflexivity, multiple narra-
tors, dramatic dialogue, and jargon. Against this backdrop, Delphine
Moraldo’s article can be read as a kind of contextualist complement to
Bjel¢evic’s textual analysis, as it provides a literary sociology of British
and French mountaineering autobiographies in order to trace their role
in the construction of the modern ideology of excellence. German, the
third major language of early mountaineering literature, is covered by
Johann Georg Lughofer, who shows that the contemporary German-
language demythologization of the Alps belongs to an older tradition
dating at least back to the literary writings of Joseph Roth and Odon
von Horviéth. This is followed by a series of case studies, starting with
Jernej Habjan’s article on Poz (7he Path) by Nejc Zaplotnik, a key text
of Slovenian mountaineering literature and a characteristic example
of a narrative built on the interplay between the literal search for the
climbing route and the metaphorical search for meaning. A similar
relation between a physical and a metaphysical adventure is at work in
Mount Analogue (Le Mont Analogue, 1952), René Daumal’s unfinished
novel about a group of mountaineers who set out to find an invis-
ible mountain, the Analogue; the genesis of the novel is provided by
Martina Kopf. Kopf’s article is both preceded and followed by analyses
of Polish mountaineering texts. The first one, by Przemystaw Kaliszuk,
sketches the development of the haptic sublime as the aesthetics that
has helped Polish mountaineering writers to reconcile perceived lit-
erary conventions with the concreteness of the climbing experience.
The second article, by Marek Pacukiewicz, adds to Kaliszuk’s focus on
modernism a case study on contemporary Polish mountaineering lit-
erature, as it develops a Latourian reading of the final diary of one of
the most accomplished climbers in the Himalaya, Jerzy Kukuczka.

Approaching mountaineering writings from the perspective of liter-
ary studies, the contributors are careful to cite them in their original
languages, which they then also translate into the languages of their
respective articles if they cannot provide published translations.

The editorial work on this cluster of essays has been funded by
the Slovenian Research Agency in the framework of the research
project Mountaineering Literature: Slovenia and Beyond (J6-1808)
and the research program Studies in Literary History, Literary Theory
and Methodology (P6-0024), both of which have been hosted at the
ZRC SAZU Institute of Slovenian Literature and Literary Studies.



Jernej Habjan: Books and Mountains (An Introduction)

WORKS CITED

Simmel, Georg. “The Alpine Journey.” Trans. Sam Whimster. Zheory, Culture ¢ Society
8.3 (1991): 95-98.

Barthes, Roland. “The Blue Guide.” Mythologies. Trans. Annette Lavers. New York:
Farrar, Straus and Giroux, 1972. 74-77.

Veyne, Paul. “L’alpinisme: une invention de la bourgeoisie.” L Histoire 11 (1979):
41-49.

Fukuyama, Francis. 7he End of History and the Last Man. New York: The Free Press,
1992.

Schama, Simon. Landscape and Memory. New York: Alfred A. Knopf, 1995.






0 lastnostih alpinisticne
knjizevnosti

Aleksander Bjelcevic

Univerza v Ljubljani, Filozofska Fakulteta, Oddelek za slovenistiko, Askerceva 2, 1000 Ljubljana,
Slovenija

https://orcid.org/0000-0003-3374-4455

aleksander.bjelcevic@ff.uni-lj.si

Alpinisticna knjizevnost so pripovedi o svojih, tujih in fikcijskih alpinisticnih
dejanjih in doZivetjih. Vrste alpinisticne knjizevnosti so avtobiografije
(Zaplotnik), biografije (Svetina ), odpravarski potopisi ( Groselj), fikcije
(Jelincic), semi-fikcije (Cedilnik ), kratke zgodbe (Dular), satira (Derzaj) in
komentirane fotomonografije (Mejovsek in Skamperle). V nekaterih se prepletata
aviobiografija in zgodovina (Skarja) ali aviobiografija in etnologija (Joza
Mihelic). Smisel alpinisticne knjizevnosti je pripoved o doZivetjil in custvih do
sebe, soplezalcev in narave, okvirne tematike so avantura, prijateljstvo, ljubezen,
(sublimna) lepota in presezno. S tradicionalno knjizevnostjo jo druzi veliko
elementov sloga in kompozicije: osebna izpovednost in refleksije, sinteticno-
analiticna zgradba, kontrastiranje, izvirna metaforika, razlicni pripovedovalci
in pripovedne perspektive, pripovedni tempo, dialogi; Skamperletova,
Zaplotnikova in Mahkotova avtobiografija pa imajo obliko razvojnega romana.

Klju¢ne besede: literatura in alpinizem / alpinisti¢na literatura / avtobiografija / lepota /
sublimno / metafora

Clanek ima tri dele:' suhoparni definiciji sledijo razlogi, ¢emu alpinisti
pisejo, nato razpravljam o slogu alpinisti¢ne knjizevnosti in zaklju¢im
z nekaksno tipologijo alpinisticne knjizevnosti (ki bi lahko bila tudi
druga¢na).?

! Razprava je nastala v okviru raziskovalnega programa Literarno-primerjalne in
literarno-teoretske raziskave (P6-0239), ki ga je iz drzavnega proratuna sofinancirala
Javna agencija za raziskovalno dejavnost Republike Slovenije.

2 Za pripombe na tipkopis se zahvaljujem Miretu Steinbuchu in Andrazu Jezu.
Osebni slog prispevka izhaja iz spro$¢enega kolokvija o Nejcu Zaplotniku v organi-
zaciji Slovenskega planinskega muzeja in ZRC SAZU, na katerem je bil 10. 2. 2022
predstavljen.
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Definiranje alpinisti¢ne knjiZevnosti

Alpinisti¢na knjizevnost (odslej AK) so tiste knjige in »kratke zgodbe«,?
ki jih za AK $tejejo alpinisti in planinci, torej bralci, za katere je alpinist
pisal. Naslednjo definicijo sem razbral iz ankete med 20 prijatelji, iz
desetletij pogovorov in branja ter iz Strojina (Strojin, »O alpski kulturis;
»Od pravljice«). Alpinisti¢na knjizevnost so pripovedi oziroma zgodbe
o svojih, o tujih in o izmisljenih/fikcijskih alpinisti¢nih dejanjih (ple-
zalskih, smucarskih in gorsl<o—teka§kih)4 in doZivetjih: njeni bistveni
temi sta dejanje in dozivetje, bistveni izrazni nadin pa zgodba. Tipi¢na
predstavnika prve (o svojih) sta Zaplotnikova Pot za avtobiografijo in
knjige Vikija Groslja (mdr. V prostranstvibh crnega granita) za odpravar-
sko literaturo, tipi¢ni predstavnik druge (o tujih) je Svetinova Stena,
tretje (o izmisljenih) pa Jelin¢i¢eva kriminalka Umor pod K2.

Za alpinisti¢no literaturo uporabljamo Stiri izraze, od $irSega pomena
koZjemu pomenu oziroma ozji mnozici so to literatura, knjizevnost, lepo-
slovje in fikcija, pri ¢emer sta srednja dva lahko sinonima. Alpinisti¢na
literatura vklju¢uje tudi strokovno literaturo, kot so plezalski vodniki,
alpinisti¢no zgodovinopisje, strokovni priro¢niki o plezalni tehniki ali
o nevarnostih v gorah. Ko strokovno izlo¢imo, po kriteriju zgodbeno-
sti dobimo knjizevnost ali leposlovje, pri ¢emer je ta pojma mogoce
stopnjevati: bolj ko imajo bralci (ne strokovnjaki) obcutek, da je delo
napisano tudi z umetniskimi ambicijami, kot so napetost, dramati¢nost,
zabavnost in poeti¢en slog, bolj bo leposlovno. Zato nekateri (od anke-
tirancev) v AK Stejejo tudi tovrstno privlaéne opise v plezalskih vodni-
kih, denimo v znamenitih Mihelicevih Slovenskih stenah ali Arnejskovih
Grebenih slovenskih gora, plezalis¢a pa imajo svojega humorista v Juriju
Ravniku (Kraski rob).

Najozja in najredkej$a mnozica pa je seveda fikcija.

Kolik$en delez naj bo namenjen alpinizmu? TolikSen, da imamo
obcutek, da je alpinizem ena od glavnih snovi knjige. Zato je AK tudi
v tem oziru stopnjevalni pojem:’> manj ko je te tematike, manj je delo
alpinisti¢no (npr. Derzajeva knjiga Pod Spiki je krizanec alpinisti¢ne in
vaske povesti).

3 Clanke v Planinskem vestniku in podobnih revijah bom imenoval kratke zgodbe,
saj so v resnici zgodbe, ki so omejene na enega ali par povezanih dogodkov.

* Slovenskega gorsko-tekaskega primera se ne spomnim, sicer pa Nevidna meja Killi-
ana Jorneta in Rojeni za tek Christopherja McDougalla (prijateljema hvala za podatek).

> Literarne vrste in zanre lahko dojemamo kot koncentri¢ne kroge: na sredi so
tipi¢ni predstavniki zanra, navzven pa vedno manj tipi¢ni.
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Zakaj alpinisti piSejo knjige?

Zelo malo nogometasev ali na primer kolesarjev pise knjige o svo-
jem $portu, celo planinci redkeje od alpinistov. Zakaj torej alpinisti,
kaks$na je funkcija alpinisti¢ne knjizevnosti, zakaj jo pisejo in zakaj jo
beremo? Izhaja iz razlogov, zakaj plezamo. Ne le zaradi $portnih dosez-
kov in avanturizma ter »mladostne vere, da je vse mogoce« (Biscak
104), ampak tudi iz lepotnih in prijateljskih ter religioznih dozivetij
in ¢ustvovanja. V hribih je dozivljanje avanture, sebe samega, prijatelj-
stva, razli¢nih vrst lepot in necesa preseznega oziroma religioznega (gl.
Skamperle; Virk) izjemno intenzivno in ¢ustveno, alpinizem je »zadeva
stca in ¢ustvovanja« (Oblak 194). Bistvena sestavina estetskih, eti¢nih
in preseznih/religioznih alpinisti¢nih doZivetij so mo¢na Custva in stra-
sti: »Od ene ture smo ziveli ves mesec, leto ... Zdaj je teze priti do teh
ob¢utkov.« (Skamperle 132; prim. Virk; Bis¢ak 100) Zato je vsakemu
alpinistu to obdobje eno najlepsih ali najlepse v zivljenju: »Ko danes
gledam slike z vrha Burela, mi Ze solze v o¢eh povedo, da je tam zgoraj
minilo nekaj lepega in nikoli do konca doumljenega [...]. Tisti Stirje
fantje s slike [...] so doziveli vthunec nekega ¢ustva.« (Bis¢ak 102)°
Zato se alpinisti pogovarjajo o skoraj vsakem vzponu, talentirani pa
napisejo kratko zgodbo ali knjigo,” o ¢ustvenem dojemanju alpinizma
pricajo Ze njihovi naslovi, na primer Korak do sanj, Objem na vrhu sveta,
Igra in biseri, Kjer tiSina Sepeta, Klic gora.

Da so dosezki in avantura tema AK, ni treba razlagati, lahko pa nekaj
re¢em o preseznosti, prijateljstvu in lepoti. DoZivljanja preseznosti ni
mogoce zajeti z enim citatom, saj prezema mnoge knjige, ki jih imamo
za poeti¢ne (Kugy, Bis¢ak, Romih, Skamperle). Na primer Skamperle
uporablja izraze, kot so »¢udezni dan«, »romanje«, »mir«, »molitev«
(36), plezanje je »[pjesnjenje! BoZja igral« (94), »kot bi prihajal v svet
nirvane« (123), Sumenje Soce, ki seze do vrha Razorja, »je polno tiste
oddaljene, uglasene ubranosti, kot bi njeni zvoki v resnici ne prihajali

iz struge, ampak od nekod drugod« (44).

¢ Rado Kocevar je knjigo, ki jo je pisal na starost, naslovil 7isza lepa leta, Tone
Skarja svojo prvo Stene mojega ivljenja.

7 Najbrz ni $porta, v katerem je toliko umetnikov: pesnikov (Iztok Osojnik, Iztok
Tomazin, Milan Romih), pisateljev (Tone Svetina, Dusan Jelindi¢, Igor Skamperle,
Tadej Golob), glasbenikov (Marijan Lipovsek, Tine Miheli¢, Milenko Arnejsek, Urban
Golob), slikarjev (Joze Cesar — tudi scenograf —, Edo Derzaj, Danilo Cedilnik, Cene
Griljc), kiparjev (Marjan Kersi¢ — Bela¢), fotografov (Bogumil Brinsek, Jaka Cop,
Matevz Lenaréi¢, Janez Skok, Matej Mejovsek, Marko Prezelj), filmarjev (Janko Rav-
nik), navsezadnje novinarjev (Mahkota) ter umetnostnih in literarnih zgodovinarjev
(Rajko Lozar, France Zupan, Tomo Virk).
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Prijateljstvo je druga¢no od drugih prijateljstev, saj nevarne situa-
cije zahtevajo usklajeno delovanje, potrpezljivost, predvsem pa moc¢no
zaupanje, zana$anje, tovariskost, odrekanje, ljubezen. Zato je prijatelj-
stvo eden od pomembnih razlogov za plezanje in s tem ena glavnih tem
AK: »Ravno pri njem sem nasel tisto skrito povezavo med gorami in
prijateljstvom, brez katerega ostajajo gore $e vedno lepe in odprte za
vse — velicastne, nikoli pa ti ne dajo najlepsega, najtoplejsega, kar se
skriva v njih,« pravi Romih o Ju$u Zupanu na prvi strani knjige 7akrat
me pocakaj, sonce (9). Mahkotova Sfinga se zaéne s stavkom: »Ce ne bi
bilo gora in prijateljev, tudi te knjige ne bi bilo.« (7) Skamperle pripove-
duje o »drobnih obredjih, ki smo jih gojili in zaéenjali varovati s pravo
poboznostjo [...], obljubam podobnih navadah, za katere se je zdelo,
da nam v pravilno odmerjenem sozvodju poleg varnosti in razpolozenja
varujejo tudi smisel« (122—123), roman pa zakljuéi s temle dialogom:
»'In koliko stvari se je zvrstilo okrog nas!', dodam. 'Samo ena! Samo
ena!' priSepne Tomaz, tiho, komaj sli$no. 'Ljubezen.'« (217)

Prijetna in sublimna lepota. Lepi niso le visokogorski travniki in
gozdovi in pasoci se tropi gamsov, lep je vsak posamezen macesen,® lepsi
od tega za naso hiSo. A tudi gladke in zaledenele stene, stebri, grape,
gorski kraski podi in ledeniki so lepi. (Zato stene in smeri izbiramo
predvsem po lepoti.) Toda lepi so drugace, sublimno ali strasljivo lepi
oziroma vzviSeno strasljivi. Travnik, potok, gozd in zival so lepi, ker je
bila taka afriSka savana, iz katere smo davno prisli (gl. Dutton 13-28;
Dissanayake). Strasljive stene pa so postale lepe, ko smo Sele nedavno
nanje pogledali z druga¢nimi o¢mi. S kak$nimi, pa nam povejo ravno
umetnosti: alpinisti¢na knjizevnost, slikarstvo in fotografija. Angleski
dramatik John Dennis je sublimna obc¢utja na potovanju ¢ez Alpe leta
1688 opisal takole: »Povzpeli smo se do samega roba Unicenja [...].
Vse to je v meni vzbudilo kopico obcutij, nekaksno prijetno Grozo,
mu¢no Radost[.]« (nav. po Macfarlane 73) Dokler so bili nevarnost,
tveganje in napori za divje lovce, pastirje in rudarje nujno zlo njihovega
poklica, v gorah niso iskali lepote. Me$¢anom, zlasti izobrazencem pa
so postali cilj sam po sebi, zazeleli so si gibanja »na robu samo-unice-
nja« — do katerega pa ne bo prislo, tako da je vzbujalo prijetno grozo
(gl. Macfarlane 75); in to je bistvo alpinizma. Premik v dojemanju
gora od strasljivo grdih (mrzlih, nerodovitnih, nevarnih, skratka, proti-
pola raja, primerljivega s pus¢avami in tecajema) v strasljivo lepe se je

8 »Zdajci se pokaze osamljen macesen. Sam sredi skalne divjine. Skrivencen in Zilav
kljubuje zimi in soncu, steni in viharjem. Sele starost ga upogne in strohnel bo sredi
skalnatih razbitin, na melis¢u pod steno. Jasnejsa in svetlejsa postaja podoba macesna.
Ozek pramen svetlobe posije v trpko sivino. Barve ozive.« (Dular 5)
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godil od konca 17. stoletja zlasti med znanstveniki, denimo geologi in
botaniki (Scopoli, Hacquet, Zois, pri Francozih Horace Bénédict de
Saussure), ki so odkrivali, da Zemlja ni stara 6.000 let in taka, kot jo je
enkrat za vselej ustvaril Bog, ampak so njene oblike nastajale milijone
let. Zacelo se je torej s fascinacijo nad tem skrivnostnim dolgim proce-
som (gl. Macfarlane 14-16, 71-77).

Sublimnost se kaze ze v metaforiki (gl. Lozar); gore in stene so hkrati
sveti prostor in pekel: so »kraljestvo bogov« (Zaplotnik 153), »bela
katedrala«, »nebeski oltarji« (Knez 30, 81) ter alpinistov drugi dom
(»v stenah, med katerimi smo domac, Skamperle 120) in hkrati pekel
(»Toda ni ¢asa, samo navzdol, ven iz tega prekletega, hudicevega peklac,
Zaplotnik 93),° zvok stene je »koncert nebeskih orgel, kdaj drugi¢ pa
»zadonijo ledene orgle [...] in zazvoni mrtvaski mar$« (Knez 72).

Tine Miheli¢ svoj Klic gora posveti prav »svetu ve¢ne lepote« (13),
njegov »edini namen je poklon ve¢no lepim goram« (11), beseda
»lepota« je raztresena po celi knjigi, na primer: »V zasnezenih gorah
sem iskal predvsem lepoto. Vedno znova me ocarajo zasnezene poklju-
ske smreke, Sumeca hoja po kristalih ivja, fantasti¢ne barve sozvodja
snega in sonca [...], predvsem pa nadzemeljski blesk zasnezenega
visokogorja.« (110)' Tako je za Josipa Oblaka alpinizem »umetnisko
dozivetje« (194), enako za Skamperleta: »Alpinizem: hotel sem ga Ziveti
scela, od baro¢nega izigravanja do rokokojske lahkotnosti, od zapri-
sezene klasike do modernih preizkusov, in iskal novih poti, kot bi se
duh, ki je prihajal vame iz neznanih globin, moral izraziti prav v tem
pocetju.« (112) Za Miheli¢a »ima gora duso! Seveda ne dobesedno, gori
vdihne duso clovek, a ne vsak; le tisti, ki jo spostuje in ima rad« (12).
Za Oblaka pa pokrajino »[¢]lovek estetskega duha obda z vsem ¢arom
svoje fantazije« in »podusevi« (194).

In beremo prav zaradi nastetega in zaradi zgodb, ki ti¢ijo v stenah;
kar smo med branjem videli v domisljiji, ho¢emo doziveti, ho¢emo
vedeti, kje se je zgodba vriila. Ce bi ne bilo epske zgodbe o vzponu Joze
Copa in Pavle Jesih po osrednjem stebru Triglava (gl. Lovsin), bi bil
slavni Copov steber morda le ena od mnogih njunih smeri. Nekateri
so iz planinstva ali drugega $porta presli v alpinizem prav zaradi knjig
(gl. Bis¢ak 20). AK so reklama za alpinizem. Prvi, ki je uspesno rekla-
miral smeri v Julijskih Alpah, je bil v prvi tretjini 20. stoletja Kugy;
denimo smer po Visevih policah, ki jih je poimenoval Bozje police
in jih sam ni zmogel v celoti preplezati, je opisoval tako vzneseno,

? Naveza Kneza, Kara in Jeglica je epohalno smer po zajedi v Fitz Royu krstila za
Hudicevo zajedo, markantni steni v ostenju Prisojnika pa je ime Hudicev steber.
' Tu pomislim na Preernov sonet »Na jasnem nébi mila luna svetic.

11



PKn, letnik 45, 3t. 1, Ljubljana, maj 2022

12

da je k dokoncanju spodbudil italijanske plezalce: »'Skloni glavo,
tvoja noga stopa po poteh, koder se sprehajajo bogovi!' Tega ne pravi
noben napis tam zgoraj, to ti bo v spostljivem strahu govorilo srce, ko
se bo$ po vrtoglavo ozkih, lepo vklesanih okrajkih skozi sence sever-
nega ostenja Gamsove matere vzpenjal v svetli vth Visa. Pozdravljam
te, veliko si upa$! Naj te spremlja sre¢a na bozjih stezah.« (Kugy,

Julijske 287)

Slogovne in kompozicijske lastnosti alpinisticne knjiZevnosti

Omejil se bom na alpinisti¢ne avtobiografije, saj so za vecino najbolj
tipicen primer alpinisti¢ne knjizevnosti. Med njimi ne bom obravna-
val tistih, kjer je avtor zbral svoje Ze objavljene kratke zgodbe (Av¢in,
Poto¢nik, Kozjek), saj praviloma opisujejo en sam vzpon, in sicer
kmalu po dejanju, povrhu pa je opisan tehni¢no podrobneje kot v
monografijah, tako da so te knjige kompozicijsko in slogovno manj
raznolike (izstopa npr. Dular). S »pravim, tj. fikcijskim leposlovjem
alpinisti¢ne avtobiografije druzi veliko slogovnih in kompozicijskih
postopkov: sinteti¢no-analiti¢na zgradba, kontrastiranje, izvirna meta-
forika, menjava pripovednega tempa, osebna izpovednost in refleksije,
kriticna distanca, razli¢ni pripovedovalci in pripovedne perspektive,
dialogi; Skamperletova, Zaplotnikova in Mahkotova'' knjiga imajo
celo obliko razvojnega romana. A tako kot nima vsak roman vseh
slogovnih lastnosti iz u¢benika literarne teorije, jih tudi vsaka alpini-
sti¢na knjiga nima.

Zglede za slog sem izbral deloma naklju¢no: namesto Skamperleta,
Mahkote, Kneza, Zaplotnika in Stremﬂja bi lahko izbral Kugyja,
Av¢ina, Miheli¢a, Romiha, Bis¢aka, kar pomeni, da so skoraj vse
alpinisticne knjige odli¢ne, saj so vrhunski alpinisti praviloma tudi
inteligentni."

1) Sinteti¢no-analiti¢na zgradba oziroma ¢asovni in krajevni preskoki
z razli¢nimi funkcijami: v zgledu iz Mahkote za ustvarjanje dramske nape-
tosti in suspenza, v zgledu iz Zaplotnika za izpostavljanje bistva alpinizma.

1 Za Sfingo mislim, in nisem edini, da je stilisti¢no e boljsa kot Zaplotnikova Por.

12 Plezanje prvenstvenih smeri v skali in meSanem terenu (skala, sneg, led) zahteva
obcutek, kje v od petsto- do tritiso¢metrski steni najti prehod; zahteva stratesko oceno,
kaj in koliko opreme se za dva, tri ali dvanajst dni v steni potrebuje, da bo naveza imela
zadosti hrane, pija¢e in varnostnih pripomockov, a da bo hkrati maksimalno lahka in
hitra; zahteva strategijo potencialnega umika ob minimumu klinov in z memorira-
njem preplezanih raztezajev ali po neznanem himalajskem pobodju; ipd.
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Napetost in suspenz: Nadja Fajdiga, Mahkota in pridruzeni
Avstrijec Peter so v ve¢dnevnem snezenju obticali v steni gore Aiguille

des Grands Charmoz. Mahkota pripoved za¢ne tako:

Petru sem ponudil, naj gre z nama v Charmoz. Nadji sem rekel:

»Ce je bil dober takrat, ko si bila bolna, ga ne moreva pustiti na cedilu zdaj,
ko se obeta lepo vremex.

Po tihem pa sem si Zzelel, da bi bili v troje. Bal sem se stene, v kateri je $lo
letos vse narobe. [...] Nisem se oziral na to, da trojna naveza pleza pocasneje
[...] Zjutraj se nisem zmenil ne za vi§inomer, ki je ¢ez no¢ padel za pet ¢rt, in
nisem se brigal za svarilne oblake. Zgodaj popoldne nas je v steni ujel vihar.
Slo nam je za glavo.

Ko smo se vrnili v Chamonix, sem bil razjeden in obklesan.

II

Dopoldne sva se z Nadjo potepala po Samu. Bil je avgust, vreme pa april-
sko. Najprej sva pogledala, kaj bo zvecer v kinu, potem sva zavila e v butiko
»Marianne«[.] (265-266)

Prvi odstavek, nacrtovanje ture, se sprva dogaja v mestu Chamonix.
Sledi sunkovit preskok na drug kraj, v steno Charmoza, in v prihodnji
¢as, prihodnjih pet dni, ki pa so zgos¢eni v vsega dva kratka stavka:
»Zgodaj popoldne nas je v steni ujel vihar. Slo nam je za glavo.« Potem
spet ¢asovni in krajevni preskok naprej v Chamonix.

Napetost ustvarja tudi z delitvijo na odstavke, kajti konec odstavka
pomeni mini pavzo: za stavkom »Slo nam je za glavo.«, torej za mini
pavzo, je nov odstavek in ker novi odstavki po navadi napovedujejo
novo temo, pri¢akujemo izdatnejsi opis petdnevne drame v Charmozu.
Toda odstavek je dolg le eno poved, drama pa zgos¢ena v zgolj dve
besedi, »razjeden in obklesan«: ni¢ o plezanju, neurju in mislih na
samomor. Namesto tega celo odpre novo, drugo poglavje o $pancira-
nju po trgovinah. — Vse skupaj je popoln suspenz, nad katerim sem bil
kot bralec navdusen, saj dramo prepus¢a moji domisljiji. Ko pa gresta
Fajdiga in Mahkota na obisk k znamenitima alpinistoma Terrayju in
Herzogu, med klepetom pocasi, v dialogih, prekinjanih s Terrayjevimi
in Herzogovimi vprasanji, preskoc¢i v ¢asu in kraju nazaj v Charmoz ter
vso zgodbo vendarle pove.

Ti ¢asovni in krajevni preskoki so za Mahkoto znacilni, z njimi je
morda vplival na Nejca Zaplotnika. Vzemimo precej naklju¢no izbran
izsek iz Zaplotnikove Poti, kjer je vloga preskokov tudi kontrastirange:
Zaplotnik v prijetnem soncu pleza Wisiakovo smer v Triglavu in »na
svetu je le $e sonce, septembrsko sicer, a vendar toplo«. Sledi kontrasten
odstavek, ki se za¢ne z: »Mraz me grize v prste na nogah« (Zaplotnik
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40) — pripoved tu preskoci v no¢no prezebanje v drugi steni, v zimskem
letnem ¢asu in z nekom drugim, pri ¢emer Zaplotnik niti ne pove, v
kateri in s kom," ocitno je pomembno samo obcutje in ne $portni
dosezek. V naslednjem odstavku je tudi no¢, ampak z nekom drugim,
drugje in v drugem letnem casu, z Zeno Mojco v topli Paklenici na
Hrvaskem. Dva odstavka pozneje spet z drugim, Misom Jamnikom, v
drugi, neimenovani poletni steni,' v naslednjem odstavku spet druga,
zimska gora, Loska stena, z drugimi prijatelji. Kar pa povezuje razli¢ne
vzpone, ni porodilo o uspehih, ampak isto ob¢utje in isti smisel: obcutje
napora in nevarnosti v kombinaciji s sublimno lepoto Alp v kontrastu
z obmorsko uzivasko Paklenico ob zenski, ki jo ljubi.

Casovno-krajevni preskoki in kontrastiranje (zima — poletje,
nevarno — prijetno, prijatelj — Zena) krasijo, najbrz pricakovano, knjigo
Zaplotnikovih soplezalcev Andreja in Marije Stremfelj. Zgodba se zaéne
in medias res z Marijinim padcem pod vrhom Daulagirija, torej s témo
smrti: »Mica, Mica, Micaaaa, ustaaav seeeel« (Stremfelj in Stremfelj 7)
Opis njegove groze se konca s stavkom »Konec?«, s stavkom »Zacetek?«
(8) se pa za¢ne nov odstavek, ki pa ni ve¢ o Daulagiriju, kot bi pri¢ako-
vali, ampak sko¢i 30 let nazaj v druge kraje in ¢ase, v Slovenijo k zacet-
kom njunega alpinizma in ljubezni, da bi se za stavkom »Postala sva
par.« spet vrnil v Daulagiri in v nasprotje stavka »Zacetek?«, v verjetni
konec para: »Telo zadene ob skale[.]« (10) Marija prezivi in zateceta
se v Sotor k Marjanu Manfredi, kar sprozi asociacijo na Marjanov in
Andrejev vzpon drugje in v drugem casu, 25 let prej ez Eiger, kjer je
takisto $lo za zivljenje, spet in medias res: »Skrtanje derez po skali in
vzdihovanje z nekaj kletvicami [...]. V prihajajo¢o no¢ se zareze ropo-
tanje zelezja [...]. Zloves¢i zvoki se zakljudijo s topim udarcem telesa
v steno nekaj metrov nizje.« (13) Padli je preZivel, naveza no¢ prezivlja
v steni; sledi kontrasten preskok v kranjsko porodnisnico k Mariji: iz
bitke za Zivljenje k rojstvu novega Zivljenja. Spet nazaj v Eiger, kjer je
ponoci zacelo dezevati, pa asociativno v ¢asu $e bolj nazaj in drugam,
k poroki na dezeven dan v Vratih. U¢inek ni le dramati¢na napetost in
kontrast, ampak Andrej Ze s samo (simetri¢no) kompozicijo Marija —
hribi — Marija — otrok — hribi — Marija pokaze prepletenost njunih
zivljenj, kar postane glavna tema knjige.

2) Kontrastiranje, tj. protipostavljanje razli¢nih vrst nasprotij v
razli¢nih funkcijah: zgoraj pri Zaplotniku so v kontrastu drugacni

13 Zaradi no¢nega visenja na vrvi sumim, da opisuje zimski vzpon v Dolgem hrbtu
v Kamnigkih Alpah.

14 Andreju Stremflju se zahvaljujem za podatek, da gre za Aschenbrennerjevo smer
v Travniku nad Tamarjem.
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¢loveski odnosi (prijateljski s »soborci« in eroti¢ni z zeno, torej eros -
tanatos) in nasprotne situacije (naporno in nevarno proti lahkemu in
uZivaskemu), podobno pri Stremflju (kontrast Zivljenje — smrt — novo
zivljenje). Spodaj pri Mahkoti pa sluzi humornemu presenecenju:
ko sta z Nadjo Fajdiga preplezala eno najtezjih smeri v Dolomitih,
Livanosovo zajedo v Cimi su Alto, je njeno plezalsko izvrstnost in
svojo navidezno banalnost opisal v dveh odstavkih, izvrstnost v dalj-
$em, banalnost v kratkem. Ta odstavka je hkrati osamosvojil v lo¢eni
poglavji, zato da bo zaradi pavze med poglavjema kontrast e mocnejsi.
Nadjino poglavje (skrajsano):

VII

Ko mi je zvecer v najinem $otorcku z obkladki in oblizi lizala rano, so prisli na
obisk trije fantje, ki so bili v steni pred nama. Bili so Avstrijci [...] Nadji so
Cestitali za »erste Damenbegehung«. Drugo jutro sva se oglasila pri Armandu
da Roitu. [...] Pri njem sva se vpisala v knjigo vzponov. In ko je Livanos v
svoji knjigi opisoval, kako je preplezal in kdo je vse preplezal Su Alto, je zapi-
sal, da e ni videl tako odlo¢ne pisave, kot je bila Nadjina. (Mahkota 159)"

Konec Nadjinega poglavja, njene podobe, in s tem pavza, da se podoba
ucvrsti. Potem pa novo, le eno poved dolgo Antejevo poglavije, njegova
podoba, toda junak, ki je navezo ves ¢as vodil, ni opisan na dolgo in
siroko, nasprotno: je anti-junak, zreduciran na eno samo lastnost, izra-
zeno v eni sami povedi, hkrati s preigravanjem dobesednega pomena z
metafori¢nim v besedni zvezi »prasi¢ pri kmetici«:

VIII

V Benetkah sem zaudarjal po plesni, zakaj ves tisti ¢as, ko sva plezala Su Alto,
je v prasiéu pri kmetici v Listoladah plesnela srajca, moja montgomerijevka,
polita s kompotom iz weckovega kozarca. (Mahkota 159)

Torej dvojni kontrast in nasprotje: obsirno o junakinji in minimalno
o anti-junaku, pri ¢emer je dejanski junak on, ker je Fajdiga ves cas
plezala druga v navezi. Povrhu $e ideoloski kontrast imenitne srajce
ameriSke vojske s plesnijo, ki je nemskega izvora (smer sta plezala deset
let po koncu vojne).

3) Premisljena metaforika za izrazanje custev, obéutkov, razpo-
lozenj, strasti (vznemirjenja, navdu$enja, presenecenja, strahu, jeze
itd.): moc¢nejse ko je ¢ustvo, manj smo zadovoljni s konvencionalnimi

15 »Erste Damenbegehung« nemsko za prvi zenski vzpon (Slo je za prvi Zenski vzpon
po omenjeni smeri).
!¢ »Prasi¢«: ogromen, natrpan nahrbenik.
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metaforami. Poglejmo Ze samo metafore za gore in stene, kadar jih
dozivljamo kot osebe: gore pripovedujejo (»Morda nam je hotel vr$nji
greben [...] sporoditi nekaj, ¢esar nismo znali razumetic, Skamperle
209), Sepetajo (gl. Av¢in), so sramezljive in nezne (»sivi previsi, sramez-
ljivo zastrti z nezno belino«, Knez 51), se smejijo, so resne in jezne
(»toda ko se v jezercu pri Allegheju zable$¢i jezna Sova«, Skamperle
188;'7 »se smeji Co Oju in neprizadeto resno opazuje Gja¢ung Kangx,
Zaplotnik 162), so mrtve (»Stena je mrzla in mrtva«, Zaplotnik 134),
so zivalske (»Stene nenadoma ne prepoznamo ve¢. Zdaj smo v njej ...
kot v trebuhu neudomacdene zveric, Skamperle 165; »Na snezenem
zmajevem hrbtu se ozreva navzgor v navpicni beli steber«, Knez 52),
se oblacijo (»Globoko v puhastih oblacilih gore smo«, Skamperle
166), ledenik je star moz (»To je tozba ledenega starca, ki ga krivi in
tis¢i teza tisolerih let«, Knez 70), gora je Zenska (»in je stena, polna
belih gladkih lic, od tal do vrha $epetala v zavetju prijazne Zenskostic,
Skamperle 122).'8

Vemo, da vloga metafore ni, da nekaj povemo lepse; nasprotno,
brez metafor Custvenih stanj sploh ne moremo pristno opisati: »nam
je hotel vr$nji greben [...] sporociti nekaj, ¢esar nismo znali razumetic
(Skamperle 209) — ne le, da so greben dozivljali kot misle¢e in ¢ustvu-
joce bitje, temve¢ metafora izraza negotovo stanje plezalcev, ki se blizajo
nevarnemu grebenu. Ali pa »se [...] zables¢i jezna Sova« (188): redi
nemetafori¢no, da je severna stena Civette strasljiva, je nekaj povsem
drugega kot redi, da je sova in da je jezna, saj sova po ljudskem verova-
nju napoveduje nekaj slabega in zbuja ve¢ kot le eno asociacijo o tem,
kaj vse gre v stenah lahko Ze tako ali tako narobe, ¢e pa je $e jezna, se
aktivirajo Se nove asociacije. »Globoko v puhastih oblacilih gore smo«
(166) — to ni ocvetlicena personifikacija, ampak obcutje, ki temelji na
kontrastu: zasnezena gora je po navadi mrzla in nevarna, tu pa je topla
in domaca, poleg tega puhovka ni navadno oblacilo kot plas¢ ali jakna,
ampak se v njej pocutimo varno. Metafore tudi upocasnijo branje:
stavek »smo sredi zasnezene gore« bi med branjem le oplazili, ker je
odvecna informacija (seveda ste, saj plezate pozimi), citirana metafora pa
zaradi odprtih asociacij misel aktivira bolj na $iroko.

Najbolj custven del Mahkotove knjige je opis Dularjeve in
Zupanove smrti: dramati¢nost dosega z delitvijo na kratke odstavke,
Dularjevo smrt pa izrazi s presunljivo metaforo. Ker Dularja in Zupana

17 »Sovac« je gora Civetta v Dolomitih.

18 Za ve¢ o teh odlomkih gl. Lozar. Od davno pa so personificirana tudi gorska
imena: Zmajev greben v Montazu, Teme Rjavine, Smarjetna glava, Sija Brane, Spik
nad nosom.
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ve¢ dni ni bilo iz stene, so resevalci Mahkoto z vitlom spustili v steno,
ez nekaj minut pa zaceli vledi nazaj gor, ker so zvedeli, da so mrtva
nasli pod steno. Zunanji dogodek je eden, plezalca spuscajo in dvigajo,
toda njegova psiholoska stanja so Stevilna, za celo stran jih je, vsako pa
opisano v svojem odstavku, pri ¢emer meje med odstavki delujejo kot
pavze, ki ustvarjajo pri¢akovanje:

Prisel sem do skalnatega roba, kjer se je kakor odsekana zacela stena. Nenadoma
sem zacutil v pasu oster sunek. Napela se je najlonska vrv, s katero so me varo-
vali zraven jeklene vrvi, da bi me laze potegnili iz stene. Nisem jih ve¢ videl,
tudi slisal sem jih slabo, zato sem cuknil najlonko, da bi jim vrv povedala, naj
enakomerno popuséajol.]

Rdeca vrv ni popustila. Nekaj ¢asa sem breal, kot bi se hotel upreti sili[.]

Nihée se ni zmenil zame. Pustili so me, da sem zmerjal. Samo vlekli so s
tak$no modjo, da sem tekel v breg. [...]

Ko sem prisel gor, so pogledali stran. Bil sem kakor greh, ki se je vrnil iz
pekla.

Potem je Jozva, ki ni nikoli pokazal, da mu je kaj, prevzel komando [...]:
'Spokat, fantje! Akcije je konec. Gremo! Ante, odvezi se!'

Se vedno nisem obéutil, da je smrt v njihovih oéeh[,] in samo to sem si
zelel, da bi zamizali, da bi ne govorili. (Mahkota 178)

4) Mo¢ impresij in obéutkov pisatelji dosegajo z menjavo kratkih in
dolgih stavkov in povedi. Stavek kot zaklju¢ena misel posreduje eno
podobo oziroma sliko, eno dejanje ali stanje in en obcutek. Kratki
stavki so uporabljeni za izrazanje jakosti ¢ustev, ne logi¢nega razmis-
ljanja (za Bis¢aka je alpinistini vzpon »nekaj [...] nikoli do konca
doumljenega«, 104). Kjer imamo podobo brez opisa, je to impresija;
takrat kratki stavki delujejo kot verzi; funkcija verza pa je, da se na
koncu za hip ustavimo, da se podoba usidra; niz verzov s podobami
pa ucinkuje, kot bi listal album s slikami ali fotomonografijo, kakr$na
je Kugyjeva knjiga Julijske Alpe v podobi ali knjiga Jake Copa Raj pod
Triglavom. Dularjevo plezanje v znameniti Glavi Planjave leta 1957
se za¢ne z nizom impresij, kot bi jih napisal Kosovel, zato bom stavke
razvezal v verze:

Mracno jutro vstaja.
Napetost je v zraku.
K tlom ti¢i.
Kot bi ogromna, tiso¢metrska stena legla na naju.
Ne vidiva nicesar.
Edini obcutek Zivljenja je le sopenje in udarjanje skal, ki jih rusi prijatelj nekje
v blizini.
17
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Dez!

Ne, le drobci prsti prse v meglo.
Zdajci se pokaZe osamljen macesen.
Sam sredi skalne divjine. (Dular 5)

Podobnost s Kosovelovimi pesmimi »Jesen« (»Droben dez rosi, / bele so
kragke poti, / sivo je zgodnje jutro«), »Oktober« (xMokri vrtovi bles¢ijo
/ v zlatu vecernem«), »Premisljevanje« (»Kraska vas je v jeseni tiha /
ovita v megld«), »Kraska vas« (»Sam / ¢ez vas. V temah / tulijo latniki«)
se mi zdi o¢itna. Naslednje pa me spominja na Murna:

Pa nisva prisla od tam.

Iz doline, kjer rast6 smrekovi gozdovi,

kjer se belijo Sirna prodisca

in v njih se prelivajo srebrni prameni voda,

naju je privedla pot.

Onkraj se vpnejo gozdovi, prodisca in stene v svet,

ki izpopolnjuje tega, ki z mrkimi stenami zapira dolino na jugu.
Po njem drzi najina pot. (Dular 5)

Ali ni tako v pesmih »Ko dobrave se mrace«, »Zima« (»Namocena / od
ranega dezja je pot. Iznad vodé / in ¢rne prsti tam in travnikov / dviguje
se sopar. Na desni je smerecje, / na levi gorska pot, rujava, skrita / ko
lisi¢ja dlaka.«), »Jesen« (»Jesen ... / Vecne kaplje dezja [...] Motna reka
kipi / in zvoni nekje / tak ¢udno, tak dalec«)?

Slovenski alpinisti so se poeti¢nega jezika ucili pri Kugyju," pisa-
teljsko izjemno talentiranem vnuku Jovana Vesela Koseskega. To je
opis Siroke pe¢i iz Kugyjeve fotomonografije Julijske Alpe v podobi v

Smitovem in Orlovem prevodu:

Pred nami je tiha in velika, prava postava Julijca nad pravo julijsko grapo. Ne
morem se ve¢ povzpeti tja gor. Na majhni jasi v gorskem gozdu si najdem
pocivalisce in jo gledam. [...] V zraku se ni¢ ne gane [...]. Globoko spodaj,
prav na dnu, mrmra gorski potok. [...] Tu je vse kakor najtiji fundament
nad tabo razpetega, daljnega, neskonéno visokega, brezglasnega, tihega pro-
stora. Zdaj pa zdaj morda zategli klic pastirja iz doline ali kratek jek kamna,
ki pada ez stene [...]. Globok mir v spokojnem dihu zemlje, svetle avreole
v zlatih viSavah.

To je slovesna ura. In Julijci mi pripovedujejo. Radi me imajo. Veste, da
jim pripadam Ze triinSestdeset let? Z dvanajstimi sem jih prvi¢ videl. Zdaj jih
imam petinosemdeset. (150)

19 Kugyja Stejemo za slovenskega pisatelja zaradi porekla in ker je prvi sistemati¢no
raziskoval Julijske Alpe, ¢eprav je pisal v nems¢ini in se imel za Nemca.
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Spodnji odlomek pa s kratkimi stavki ne opisuje podob, ampak doga-
janje, in sicer plezanje na robu padca. Pri plezanju smo skoncentrirani
na mikro situacije: kaj bom prijel in kam bom stopil, kje je razpoka
za klin, ali ga bom vanjo lahko zataknil; ni¢ drugega ne obstaja, ne
okolica, ne misel na otroke, starse ... Za avtenti¢en in hkrati u¢inkovit
opis teh mikro situacij pa bo stilist uporabil kratke stavke, ki lahko
ucinkujejo kot verzi:

Naprej, mi veleva telo.

Ven iz zaklete votline, me roté otrple noge.
Plezam v lijaku.

Zagozda! Udarec, pozre jo poklina.

Zdrsnem nazaj.

»Ono tanko, razklano mi daj! Gori je bolje.«

Skala se drobi.

Majhen stop.

Bo. Zagozda je na varnem.

Zopet pozira poklina moje modi.

Klin! Na sreco drzi. [...]

»En sam oprimek, le plitvo vdolbinico mi nakloni!
Vsaj prst mi ponudi, ki me bo vodil tod preko,« — a skala ne odgovori.
Le klin se premakne v zagozdi.

Molk.

Zakrical bi, pa ledeno me stisne za grlo. (Dular 8)%

5) Refleksije. V avtobiografijah je samega plezanja relativno malo, saj je
od vzponov minilo veliko ¢asa in podrobnosti niso ve¢ aktualne. Tako
so v ospredju plezal¢evo Zivljenje, kolektivne zgodbe in razmisljanja.
Mahkota je v skoraj 500 strani obsezni Sfingi podrobneje opisal le Stiri
ali pet najpomembnejsih vzponov (naslovno prvenstveno smer v tri-
glavski Sfingi, petdnevni zimski vzpon po Nemski smeri v Triglavu,
dramo v Charmozu ...); Skamperle v Snegu le dramati¢en zimski vzpon
v Razorju, v 33 strani dolgem poglavju o ve¢dnevnem vzponu ¢ez dva-
tiso¢metrsko steno Aconcague pa plezajo na vsega eni strani in pol, vse
drugo so napetosti in strahovi pred vzponom, odnosi med ¢lani odprave,
razmidljanje o smislu alpinizma (gl. Skamperle 137-169). Refleksije so
znacilne za vso AK, stevilne so v izrazito osebnoizpovednih in doziv-
ljajskih besedilih (npr. Dular, Zaplotnik, Tomazin, Skamperle, Knez,
Jelinc¢i¢, Romih, Bisc¢ak): refleksije o odnosih in vezeh med soplezalci,
o smislu tako imenovanega osvajanja nekoristnega sveta, o zivljenjskih

» Omenjena razklana zagozda je v konus obrezana lesena zagozda za razpoke, ki
so za klin presiroke.

19



PKn, letnik 45, 3t. 1, Ljubljana, maj 2022

20

usmeritvah in odloditvah, o vrednotah, vrlinah in o lastni vrednosti, o
veri, o ljubezni do ljudi, Zivali:

Toda po prvem raztezaju stvar steCe; ni ve¢ tako mrzlo [...] in na vse pozabis:
na cas, lakoto, zejo, priblizujes se neznanemu svetu v sebi. Posebej v tezkih
raztezajih, kot bi prihajal v svet nirvane; brez misli in spomina, le z notranjim
glasom. [...] Mar je mogoce, da se mi v robato skalovje zliva toliko mo¢i?
Ljubezni? Cezmerne predanosti!? [...] Sva s Tomazem hodila tu zato, ker bi
nekaj iskala, zahtevala [...]? Zadostovale so skupne poti, dolge ure zrenja,
strah, ki sva ga delila pod vsako steno. [...] Najtezja mesta v steni sva vsakic¢
premagovala s tistim, kar se je spletlo med nama. Psihi¢na mo¢! Zaupanje!
(Skamperle 123-124)

Ko se Knez na prvi strani svoje knjige predstavi, to stori enako kot
Presernov lirski subjekt v drugem in tretjem Ljubezenskem sonetu in v
drugem in tretjem Sonetu nesrece: s podobo iz narave, ki jo preslika na
svoje zivljenje, tako da podoba ni impresija, temve¢ prispodoba ¢loveka:

Zivljenje je kot gorski travnik, poln je redkih trav. Med njimi rastejo cvetlice
nezno milih barv. Nekatere $irijo opojen vonj, druge ponosno razkazujejo svoj
cvet. Nekatere roze so tudi brez vonja in vsaka nam ne disi. Rastejo tudi take,
ki imajo neopazen cvet, a ko te oplazi njihov zobat list, na kozi pusti rdeco,
pekoco liso. Ce bo§ zavzeto iskal, bos lahko nasel trpko, kislo zel, pa tudi
bilke, ki v sebi hranijo skrivnostno mo¢. Rosa jih umiva in sonce jih zlati. A v
viharjih, ob hudi uri, se osuje in odlomi marsikaksen cvet. [...]

Vsega je bilo obilo, veselja, in Zalosti, in smeri, da bi jih bilo povpre¢nezu
dovolj za pet Zivljenj. A vse je le odsev. Naj je blisk strele $e tako slepeé, o sami
streli ne pove dosti. V Zivljenju i§¢emo sreco, a jo najdemo tam, kjer je nismo
iskali. Ce ga opazujemo, tudi ta svet ni trden, ena sama trdna stvar ga ne pod-
pira. Vse je gibanje in v tem gibanju spi minljivost.

Prijatelji me kli¢ejo Francek in moj priimek je Knez. (Knez 9)

Refleksije lahko poleg lastne sporocilne vrednosti tudi upocasnijo bra-
nje ali ustvarijo suspenz.

6) Razli¢ni pripovedovalci in pripovedne perspektive. V oZjem
smislu jih ima (od okrog 25 pregledanih knjig) le Skamperle, v Sirsem
pa $e Marija in Andrej Stremfelj. Ker se Skamperletov razvojni roman
za¢ne z davnim otrostvom, gleda na ta zacetek z distanco tretjeosebnega
pripovedovalca, v prvo osebo pa preide z vstopom v srednjo Solo, ko se
za¢ne alpinisti¢na, ljubezenska in $tudijsko-poklicna zgodba. V knjigi
Objem na vrhu sveta iste dogodke opisujeta izmeni¢no dva pripovedo-
valca, Andrej in Marija Stremfelj, torej dva pogleda na isto stvar, ki
vcasih ustvarita raSomonski ucinek.
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7) Kriti¢na distanca do sebe kot pomembna sestavina avtobiografij
je znacilna za tisto AK, ki je napisana precej ¢asa po opisanih dogodkih
(Skarja, Miheli¢, Biscak, Skamperle, Stremfelj in Stremfelj). Tako na
primer Mahkota bica svojo bahavost, sebi¢nost in stremustvo, denimo,
da je najtezje smeri plezal z zensko, ker bi v moski navezi ne bil prvi in
ker so taki uspehi priporo¢ilo za vodnisko sluzbo (Mahkota 81, 101,
213). Razumljivo je manj distance v knjigah, ki so napisane kmalu po
dogodkih in na visku alpinistove kariere. Tipi¢na je prav Zaplotnikova
Pot, napisal jo je pri 28 letih in je zelo iskrena romansirana pripoved o
iskanju smisla, krasi ali kazi pa jo stalna vzvisenost nad obi¢ajnimi, po
njegovem mnenju zdolgocasenimi ljudmi. Prav iskrenost, vzvienost, ki
mladim alpinistom pritrjuje, da je alpinizem najpomembnejsi na svetu,
ter modre misli (zivljenje je pot, ne cilj; ne sledi ciljem in pri¢akova-
njem drugih, zivi tukaj in zdaj, bodi avtenti¢en) so med razlogi za njen
kultni status.

8) Dialogi. Ker avtobiografije prikazujejo alpinistovo Zzivljenjsko
zgodbo od mladosti naprej, zgodba zahteva tudi dialoge; Stevilni so pri
Mahkoti, Skamperletu in Zaplotniku. To niso fikcijski dialogi, ampak
mozni dialogi. Fikcijski oziroma povsem izmisljeni so v fikcijah, kakr$na
je Svetinova Stena, saj si jih je pisatelj zavestno izmislil. Avtobiografski
pa so rekonstruirani kot mozni dejanski dialogi.”! Njihova funkcija je
na primer ustvariti obéutek pristnih osebnih odnosov, odkriti ¢ustveni
svet oseb, priblizati dogajalno atmosfero, povecati dramati¢nost.

9) Pogovorni in zargonski jezik — tega pa je zaradi lektorjev in samo-
cenzure premalo. V knjizevnosti je povsem sprejemljivo, da romaneskne
osebe uporabljajo pogovorne izraze; romani Tadeja Goloba, Kristiana
Novaka ali Gorana Vojnovica pa film Cuvetje v jeseni bi bili osiromaseni,
¢e bi govorili knjizno. Seveda se pogovorni jezik ne spodobi avktorial-
nemu pripovedovalcu, ki ni oseba iz romana — toda avtor alpinisti¢ne
avtobiografije je romaneskna oseba, celo glavna oseba, zato sme zapi-
sati besede ferajn, celka, Sestica, pofrajhana stena, prusik, gurtna, soli-
ranje, abzajlanje,”* lektor pa naj mu tega ne postavi v posevni tisk ali

2! Fikcija ni mozni svet, to sta dve razli¢ni ontologiji. Fikcijske osebe in dogodki
so neresni¢ni, izmisljeni. MoZni svet pa je tisti, ki prikazuje mozna stanja (opisujemo
jih z besedami mogoce, mozno, lahko) resni¢nih oseb in stvari: to, kar bi se jim lahko
primerilo, pa se jim ni (lahko bi se vet uéil in dobil boljso oceno), in tisto, kar se jim je
primerilo, pa so pozabili (mo2no, da sem to rekel, ampak sem pozabil).

** Alpinisti¢no drustvo, ¢elna svetilka, smer $este stopnje, s snegom povsem prekrita
stena, pomozna vrvica, trak za razli¢ne stenske manevre, plezanje brez soplezalca, spusca-
nje po vrvi. O¢itno je, da vec¢ina izrazov nima knjiznega ustreznika, predvsem pa jih nihce
ne uporablja. Drugace re¢eno: kurzivni izrazi so termini, tole pa so slovarske definicije.
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narekovaj, ki sta poleg tega $e smesna, saj pomenita saj vem, da ne bi smel
tako zapisati, ampak ne zamerite mi. Osem let pred prvim slovenskim
romanom je Levstik v znamenitem literarnem programu Popotovanje
iz Litije do Cateza od pisateljev realisti¢ni jezik naravnost zahteval in
zapisal: »Bilo bi neverjetno, ako bi uradnik v pisarnici kmeta vprasal:
'"Kaksne so bile tiste vile?' namesto: 'Kako so tiste vile ven videle?'|[...]
Kadar bi te re¢i pisali drugace, kakor so v resnici, lahko vidi vsak, da bi
obrazevali ¢as, kakr$nega ni med namil[.]« (26)

10) Skamperletova, deloma tudi Zaplotnikova in Mahkotova
knjiga imajo celo obliko razvojnega romana (gl. Virk 220). Tudi zgor-
nji postopki so pri teh najbolj sintetizirani. Pri Skamperletu menjave
pripovedovalcev, obilica dialogov, resni¢ne osebe z izmisljenimi (in $ele
v drugi izdaji resni¢nimi) imeni, $tevilni poeti¢ni opisi (metaforika,
izbrano besedis¢e ...), refleksije in impresije — kot za Zaplotnika so tudi
zanj imena smeri in sten v¢asih nepomembna, pomembno je prijatelj-
stvo in dozivljanje gore. Tudi Mahkotova Sfinga ima status romana —
avtor jo je sicer v predgovoru krstil za povest — in je gosto prezeta z
nastetimi leposlovnimi elementi.

Vrste alpinisticne literature

Po kriteriju fikcijskosti bi AK lahko delili na nefikcijske (avtobiografije
in odpravarske knjige), semi-fikcijske in fikcijske, po kriteriju biograf-
skosti na avtobiografije in biografije, po dolzini glede na ¢as dogajanja
pa na (avto)biografije, odpravarske knjige in kratke zgodbe.

Po moji zasebni anketi za najbolj paradigmatsko AK $tejejo avto-
biografije. Te so pisatelji po navadi napisali v enem kosu in dlje ¢asa
po opisanih dogodkih, odpravarske pa pogosto nastajajo med odpravo
samo (npr. Groselj, Jelinci¢). Avtobiografije so hkrati generacijske
pripovedi o soplezalcih in prijateljih: Poto¢nikova o predvojni gene-
raciji, Avéinova o prvi povojni generaciji, Skarjeva in Mahkotova o
generaciji petdesetih in $estdesetih let, Belakova o Sestdesetih in sedem-
desetih letih; sedemdeseta so popisali Manfreda, Marija in Andre;j
gtremfelj, Zaplotnik; osemdeseta Biscak, Karo, Lenar¢i¢, Skamperle,
Romih in Tomazin, iz generacije devetdesetih in mlajsih pa imamo le
Humarjevo Ni nemogocih poti. Avtobiografijam po Stevil¢nosti sledijo
odpravarske, denimo $tevilne Grosljeve in Tomazinove, Cedilnikova
Congma je hodil spredaj, Jelinciceva Zvezdnate noci.

Avtobiografijam po $tevil¢nosti sledijo odpravarske knjige, denimo
stevilne Grosljeve in Tomazinove, Cedilnikova Congma je hodil spredaj,
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Jelinci¢eva Zvezdnate noci. Izjemoma so napisane s pomocjo »pisate-
ljice v senci« (Kocevarjeva s pomocjo Mojce Trobevsek), unikatna pa je
knjiga Metoda Humarja: pred smrtjo jo je narekoval necakinji Andreji
Humar in prijateljema Marku Prezlju in Denu Cedilniku. — Drug tip
avtobiografij je napravljen iz kratkih zgodb, objavljenih v Planinskem
vestniku ali Grifu in podobnih revijah ter na spletu kmalu po plezalnem
vzponu (Jugova, Potoénikova, Avcinova, Kozjekova).

Ker je za AK bistvena zgodba, bralci vanjo $tejejo tudi biografije,
kot so Kugyjeva knjiga o njegovem vodniku Ojcingerju, Svetinova
pol-fikcijska knjiga o medvojni generaciji, Mlacevi Veliki pionirji alpi-
nizma in knjiga Bernadette McDonald o slovenskem alpinizmu in
himalajizmu z naslovom Alpski bojevniki.

Posebna vrsta nefikcijske AK so fotomonografije s poeti¢cnim
komentarjem, na primer Kugyjeve Julijske Alpe v podobi ter Mejovskov
in Skamperletov Lastovidji let.

Pri fikcijskih in pol-fikcijskih romanih ter kratkih zgodbah so
dogodki in osebe izmisljeni ali sklepani iz ve¢ resni¢nih oseb ali pa so
prepoznavnim osebam pripisani izmisljeni dogodki: Derzajeva Pod
Spiki, Jelinc¢iceva kriminalka Umor pod K2, Golobov Zlati zob so fikcije;
Bartolove zgodbe o Krasowitzu in Jugu v zbirki A/ Araf in Bucerjeva
Koca na Robu referirajo na Klementa Juga, Svetinova Stena govori o
medvojni generaciji Copa, Poto¢nika, Zupanéiéa.

Semi-fikcijske niso tiste, ki kombinirajo prepoznavno resni¢nost s
fikcijo (pol-fikcija), ampak predvsem te, ki povsem ohranjajo videz
fikcije, ¢eprav govorijo (tudi) o resni¢nih osebah in dogodkih; taksne so
Gregorinova kratka zgodba »Pozno neurje« (iz njegove knjige Blagoslov
gora) in Cedilnikovi kratki zgodbi »Teznost« in »Morda bo $el kdo
tod mimo« (iz njegove knjige Sledovi ptic). Fikcijski videz ustvarijo na
ve¢ nacinov: imena so izmisljena ali pa junaki imen nimajo (o7, ona),
brez imen so hribi in planinske koce, ¢as ni dolocen, pripovedovalec je
vsevedni in tretjeosebni. S tem nastane vtis, da ne poro¢a o konkretnem
dejanskem dogodku, ampak o #picnih alpinisti¢nih dogodkih.

Vidimo torej, da alpinisticna knjizevnost $e zdale¢ ni leposlovno
neambiciozna in zvrstno enovita, saj avtobiografije lahko beremo tudi
kot ljubezenske romane (Stremfelj in Stremfelj, Skampcrle), razvojne
romane, Skarjeva knjiga Po svoji sledi je preplet osebne zgodovine in
zgodovine slovenskega himalajizma, knjiga Joze Miheli¢a Vprasaj goro
pa preplet avtobiografije ter bohinjske zgodovine in etnologije (tam
beremo o nekdanjih navadah kmetov, obrtnikov, pastirjev, divjih
lovcev, o oskrbnikih in gorskih resevalcih, o izvoru imen, o bohinjski
kravi ciki — v istem poglavju se prepleta vse, zabeljeno z anekdotami).
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Izjemna na Slovenskem pa je satira Gruh Eda Derzaja® na gornisko
postavljastvo:**

Za alpinisti¢no turo veljajo naslednja pravila: ko prispes v koco, ki si si jo
izbral za izhodi$¢e, se vedi tako, da morebitni izletniki in sli¢ni smreniki takoj
zaslutijo, da si alpinist posebne sorte. V pozdrav le pokimaj in sedi s tovari$em
v skrajni kot sobe. Tu malomarno odvrzi oprtnik z derezami, vrv in cepin. Ce
imas v oprti pravilno razmes¢ene kline in kladivo, bodo takoj rezko zarozljali.
V hipu bodo vse oéi uprte v vaju. Nato sedita mrkih obrazov, brez besed, v
skrajni kot koce. Ko si prepric¢an, da so se vaju turisti nagledali, pri¢ni s sezu-
vanjem okovank. To delo spremljaj z zvizganjem kaksne Zalostinke. Uéinek ne
bo izostal. Iz oprte vzemi plezalnike, ki jih $e pocasneje oblaci. Pri tem ZviZgaj
Se otoznej$o melodijo. Posebno rahlo¢utnim damam se bodo Ze pri tem tvo-
jem opravilu zarosile odi. (61)
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On the Properties of Mountaineering Literature

Keywords: literature and alpinism / mountaineering literature / autobiography /
beauty / the sublime / metaphor

Mountaineering literature tells stories about one’s own, someone else’s, and
fictional mountaineering deeds and experiences. Types of mountain literature
are autobiographies (Zaplotnik), biographies (Svetina), expedition travelogues
(Groselj), fiction (Jelin¢i¢), semi-fiction (Cedilnik), short stories (Dular), sat-
ire (Derzaj), photomonographs (Mejoviek and Skamperle). In some, autobi-
ography and history (Skarja) or autobiography and ethnology (Joza Miheli¢)
are intertwined. The aim of mountaineering literature is to tell a story about
experiences and feelings toward oneself, fellow climbers, and nature, while
framework themes are adventure, friendship, love, (sublime) beauty, and the
transcendental. With traditional literature they share several elements of style
and composition: confessional writing and reflection, flashback and flashfor-
ward, contrasting, original metaphors, different narrators and narrative per-
spectives, changing narrative tempo, dialogues; autobiographies by Skamperle,
Zaplotnik, and Mahkota also take the form of a Bildungsroman.
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Since the beginning of mountaineering, mountaineers have produced a vast

literary canon. Amongst these texts, autobiographies hold a special place:

although they are much more common in mountaineering than perhaps in any
other sport, they appeared much later than the first mountaineering accounts

of ascents and expeditions, which have been available at least since the 1840s.
This article addresses two questions. First, why have mountaineers writen so
many autobiographies, but only since the 1920s? And second, is this material
relevant if we want to carry out a valid sociological analysis of mountaineering,
and more particularly of excellence in mountaineering? The article shows that
autobiographies present relevant, even ideal material for a sociological study of
excellence in mountaineering. Indeed, they are characterized by a discourse of
excellence produced by an elite (both sporting and, to a certain extent, social elite),
a discourse that can tell us a lot about the so-called spirit of mountaineering.

Keywords: sociology of literature / literature and alpinism / mountaineering literature /

autobiography / excellence / elitism

Introduction

Since its earliest stages, mountaineering as a practice has captured the
imagination and generated stories. It has been surrounded by a dense
literary output following its inception and gradual institutionalization
in the United Kingdom in the 1850s and in France in the 1870s—the
two countries on which my research for this article was conducted. At
first, this production focused on other aspects than the sport of moun-
taineering itself, such as scientific reports and poetic writings. It then
increasingly came to deal with the activity itself through accounts of
ascents and expeditions (see Perret). The first autobiographies, centered
on the climber’s career and his or her most important ascents, were
published by the British in the 1920s. Since then, autobiographies
have been continuously published: I have counted over 70 such texts
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for the period 1920-2015 in France and Great Britain. This is a high
number when compared to the number of autobiographies published
in other sports, by any count (see Buisine; Perret; Artiaga; Moraldo,
“Analyser”).

Why is this so? And, as social scientists, how can we use this singular
material? These are the two questions I will try to address in this article.
The first question immediately situates mountaineering as a singular
practice in relation to other sports. The second is a more methodologi-
cal reflection which leads us to a questioning of the validity of this
atypical material, a material which at least French sociologists have
tended to frown upon.

My work on the sociological use of autobiographies has roots in
my doctoral research project, which has resulted in a dissertation (see
Moraldo, Sommets) and more recently a book (see Moraldo, L espriz).
In this research, I have focused on excellence in mountaineering—that
is, the elite among the mountaineers—since its inception in mid-nine-
teenth century in Britain. I have examined the ways in which a so-
called spirit of mountaineering—a body of ethical rules and an espriz de
corps—was invented, and remained over time, despite all the changes
that have affected mountaineering, including democratization, femi-
nization, and professionalization. My research shows that this spirit
of mountaineering still governs the ways in which mountaineering is
practiced nowadays in the United Kingdom and France. I have ana-
lyzed 72 autobiographies of British and French mountaineers pub-
lished between 1920 and 2014, that is to say, all the autobiographies
of great French and British mountaineers published before 2015. As
a complement to this autobiographical material, I have also used as
sources sociological interviews, ascent accounts, articles from moun-
taineering magazines, and obituaries.

Autobiographies as a Portal to Discourses of Excellence

Among the narratives produced by mountaineers, autobiographies and
climbing accounts are two particularly common types of self-discourse.
Autobiographies in particular prove to present interesting material for
studying excellence in mountaineering.

In high-profile sports such as football, autobiographies sometimes
represent a means of accessing a population of inaccessible people (see
Juskowiak and Nuytens). Similarly, but for different reasons, it was a
question of inaccessibility that led me to the use of autobiographies in
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the first place: given the object of my research, namely the (self-)dis-
courses of mountaineers, many of which had long since passed away,
and the long historical time-frame I was interested in (150 years), auto-
biographies at first seemed to be a practical means of accessing much
of the information which would have been otherwise unavailable.
However, this primary, essentially practical reason was quickly rele-
gated to the background. Indeed, autobiographical material has proved
to have an unsuspected richness for studying excellence in mountain-
eering, particularly from a longitudinal perspective. Thus, from belong-
ing to default material autobiographies quickly became a central and
indispensable tool in my work. This idea requires further clarification.

A Literary Production Reserved for an Elite

Autobiographies are a form of literary production reserved for a cer-
tain mountaineering elite: very few minor mountaineers (if we can call
them that) publish autobiographies for a wide audience, and the few
who have done so have been excluded from my corpus. There are sev-
eral reasons for this.

First, this type of publication is often justified and legitimized by
the achievement of extraordinary feats: one does not write a moun-
taineering autobiography without having unpublished episodes to tell.
This does not mean, as I will show later, that this criterion is sufficient.
Specific social conditions are also necessary to engage in autobiographi-
cal writing.

Second, mountaineering is a specific activity in that it requires the
prowess of its practitioners to be narrated in order to receive validation
within their peer group, and for the feats to thus be recognized into
existence. Indeed, since its beginnings, mountaineering has been made
visible through narrative. In a way, a new ascent only exists insofar as it
is told afterwards, with sufficiently clear and numerous details to sup-
port the claim. For those who wish to have their exploits recognized
and validated by their peers, the absence of judges or spectators means
that they have to relate, in one way or another, the climbs they have
made. Hence the strong propensity of elite mountaineers to publish.

Finally, the way in which mountaineering is practiced lends itself
well to written narration. As an activity close to exploration, and unlike
standardized sports, mountaineering allows for relatively varied narra-
tives: the places where the action takes place are always different, cap-
ture the imagination, and usually require detailed description; the out-
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come is often uncertain; the risks are high; etc. Moreover, unlike more
institutionalized sports, where all the work and actors who contributed
to the making of the heroes are visible, the mountaineer can give the
impression of having become who he is, and of having accomplished
remarkable feats, alone. Autobiography is a form that corresponds par-
ticularly well to this representation of the individual, and which in turn
helps to validate it.

That being said, if one must be a member of the mountaineering
elite to publish an autobiography, it is less clear that the authors of
autobiographies are representative, in social and gender terms, of the
mountaineering elite as a group. This question is fundamental: indeed,
it is one of the conditions for approaching autobiographies as valid
empirical material for studying excellence in mountaineering. To
address this concern, I have sought, throughout my research, to iden-
tify according to objective criteria, decade by decade, who the most
important mountaineers of each period were (e.g., those who achieved
the greatest ascents, or the greatest number of ascents), thus recon-
structing an elite of mountaineers since the 1850s. Using this method,
the elite comprises 364 mountaineers. What I found is that when the
social properties of this (reconstitution of the) elite are compared with
those of all the authors of autobiographies, the two are extremely, and
surprisingly, similar. I say surprisingly because my population of auto-
biographers was not constituted with a view to being representative.
This allowed me to consider, with all due caution, that what was found
in the autobiographies was representative, in a way, of the discourse and
views of the great mountaineers in general (as a group), and reflected
their conceptions of excellence and, more generally, what I have called
the spirit of mountaineering.

“Mountaineering” Autobiographies—Not Autobiographies “of
Mountaineers”

Another reason why autobiographies quickly became a central and in-
dispensable source material in my research is because they are above all
texts about “mountaineering”: they are life stories centered on moun-
taineering and in which the other social roles and statuses of their au-
thors are obscured. The writers tend to present themselves as “moun-
taineers” above all, giving the impression of a life exclusively devoted to
mountaineering. This reduction of the author of an autobiography to
one aspect alone, this coherence, which has been strongly criticized in
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sociology (see Bourdieu 69-72), is not, however, detrimental to a so-
ciological analysis of mountaineering excellence. On the contrary, the
very fact that elite mountaineers produce this type of discourse reveals
something about their relationship with an activity that is primary in
their eyes. Moreover, these discourses indicate a lot about excellence
in mountaineering, since they are texts in which their authors develop
both their trajectories—within the mountaineering elite—and their
conceptions—that is, their definition of excellence in mountaineering.
The research for my book (see Moraldo, L'esprit) was thus shielded
from the dangers of the so-called biographical illusion—the disparity
between an individual’s outward discourse and his or her (often unthe-
matized) social reality—Dbecause the forms of official discourse carried
on by a social elite about itself were precisely what I sought to access.

Although this presents relevant material for studying excellence, it
is not the only type of source used in my research: accounts of ascents,
biographies, obituaries, articles from Alpine journals from the 1850s
onwards, but also interviews (15 in total) conducted with living moun-
taineers, were analyzed.

Objectivizing Autobiography

Prior to analyzing their content, autobiographies written by mountain-
eers ought to be rigorously objectified: reinscribing this material in the
historical and social frameworks that make it possible and give it mean-
ing is necessary in order to understand what it can—and does—tell us.
But this sociological work of objectification is not a mere preliminary
to the so-called real stage of analysis: it already tells us a lot about excel-
lence in mountaineering and its spirit.

The Historical Conditions for the Emergence of Mountaineering
Autobiographies

First and foremost, it is necessary to put the mountaineering autobi-
ography back into its historical context by asking how this type of self-
discourse could appear among mountaineers in the first place.

The autobiographical genre, whose founding text is arguably Saint
Augustine’s Confessions, developed progressively during the Middle
Ages and the Renaissance, before taking off at the end of the eigh-
teenth century (see Greve). In the nineteenth century, the genre spread
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throughout Europe. In France and the United Kingdom, a number of
writers and essayists wrote their autobiographies. These make up the
majority of the texts listed by Philippe Lejeune in his “repertoire” of
autobiographies (Lejeune 11). Autobiography was thus already a well-
established genre in the nineteenth century, when mountaineering was
at its early beginnings.

However, the first autobiographies of mountaineers appear much
later. While the first compilations of mountaineering stories by Alpine
Club members were published in the 1840s,' the first mountaineering
autobiography, Mountain Memories by Martin Conway (1856-1937),
appeared in 1920 and was followed in the same decade by no less than
five other similar texts: The Making of a Mountaineer by George 1.
Finch (1888-1970) in 1924, The Mountains of Youth by Arnold Lunn
(1888-1974) in 1925, On High Hills by Geoffrey Winthrop-Young
(1876-1958) in 1927, and Day In, Day Out by Elizabeth Aubrey-Le
Blond (1861-1934) in 1928. In France, the situation is different.
The first mountaineering autobiography was Vocation alpine (Alpine
Calling) by Armand Charlet (1900-1975), published in 1949. It was
not until 1961 that Les conquérants de linutile (Conquistadors of the
Useless) by Lionel Terray (1921-1965) was published. Pierre Puiseux
(1855-1928) and Micheline Morin (1900-1972) had certainly pub-
lished mountain memories, the former in 1928 with O le pére a passé
(Where Father Went), and the latter in 1936 with Encordée (On the
Rope), but both were compilations of accounts of climbs rather than
autobiographies. We are therefore faced with what appears to be a
British specificity: the early appearance of autobiographies. Two ques-
tions can be asked at this point: the question of the gap between France
and the United Kingdom in terms of published autobiographies, and
the question of the late appearance among mountaineers of a literary
genre that was already established elsewhere.

The differences in autobiographical production in the two countries
ought to be considered in relation to the different roles mountaineer-
ing had played within the two national sports spheres before the inter-
war period, and can be read in the light of the respective dominant
definitions of the activity in the two countries. My research was able
to show that the appearance of these mountaineering autobiographies
(that is, autobiographies centered on mountaineering) was conditioned

! These include James Forbes’ Travel through the Alps of Savoy (1843) and the Peaks,
Passes and Glaciers volumes published by the Alpine Club from 1859 onwards, before
the bestselling mountaineering stories such as Leslie Stephen’s 7he Playground of Europe
(1871) and Edward Whymper’s Scrambles amongst the Alps (1871) were published.
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by the possibility of gaining social standing from mountaineering and,
more simply, by the fact that it became possible to declare oneself to
be a mountaineer as a principal undertaking rather than as a secondary
activity. In other words, writing autobiographies became possible when
mountaineering as an activity became respectable enough to be more
than a mere leisure activity or hobby. In France, until the 1920s, moun-
taineering remained a “cultivated excursionism,” a “cultivated practice
not unlike the activity of learned societies,” a practice focused on the
scientific or contemplative dimensions of mountaineering rather than
its conquering and sporting dimension (Hoibian 56). In this context,
it was rare to see people devote more time to mountaineering than one
would to a leisure activity, and the profit to be made from mountain-
eering exploits (which were quite rare among the French) were small.
In the United Kingdom, on the other hand, mountaineering was insti-
tutionalized earlier, from the 1850s onward, and the so-called golden
age of British mountaineering (1856—1865) was characterized by the
emergence of a sporty and conquering mountaineering against a back-
drop of British imperialism. This culminated in the Everest expeditions
of the 1920s (see Ellis). Two of the early authors of autobiographies,
Martin Conway and George Finch, published their books after their
respective Himalayan expeditions (Conway went to the Karakoram as
early as 1890, and Finch took part in the Everest expedition in 1922).
Such a definition of mountaineering creates a space for the autobio-
graphical production, limited, granted, to the best mountaineers, those
who have joined the ranks of national heroes together with the great
British explorers of the period. This is one reason why autobiographies
focused on mountaineering appeared in the United Kingdom from
the 1920s onwards. Another possible reason could be that, before the
1920s, it was still not acceptable in the United Kingdom to give too
much importance to an activity that was not one’s profession, let alone
to write memoirs centered on this activity. As mountaineers were pro-
fessionals (businessmen, teachers, lawyers, diplomats), it would have
been undignified, especially in the Victorian era, to present oneself first
and foremost as a mountaineer.” Leslie Stephen (1832-1904), a major
mountaineer of the golden age and author of the bestselling book 7he
Playground of Europe (1871), thus published several articles, but these,

2 Even though accounts of climbs were published, their titles emphasized the
fact that mountaineering remained a secondary activity, reserved for free time: Zhe
Playground of Europe (Stephen), Scrambles amongst the Alps (Whymper), Wandering
amongst the High Alps (Wills), Norway, the Northern Playground (Slingsby), Summer
Months among the Alps (Hinchliff), Hours of Exercises in the Alps (Tyndall), etc.

33



PKn, letnik 45, 3t. 1, Ljubljana, maj 2022

34

although his mountaineering activity can sometimes be mentioned in
them, are mainly devoted to his professional and intellectual career.
Similarly, in Penultima, the memoir published by Alfred Hopkinson
(1851-1939) in 1920, mountaineering takes a minor place when com-
pared to his professional career as a professor of law and headmaster of
Owens College.

The rise of mountaineering autobiographies in the United Kingdom
in the 1920s can thus be explained by a combination of several factors: a
favorable ideological and political context, including the unique access
to Everest, the imperialist aim of the first expeditions to the Himalaya,
encouraged by institutions such as the Royal Geographical Society
(see Ellis), and the revaluation of the figure of the explorer; the pres-
ence of institutions both old (the Alpine Club, the Royal Geographical
Society) and new (the Everest Committee); and the action of the media
in disseminating the exploits of mountaineers and creating a reader-
ship. Mountaineering had thus become so popular that it was possible
for mountaineers, at last, to publish their life stories without tarnishing
their image.

Later, for the generation of mountaineers born in the 1920s in par-
ticular, it was France that dominated autobiographical production.
This reversal corresponds historically to a renewal of the dominant defi-
nitions of mountaineering in both countries, marked in particular by
the great post-war era of French Himalayanism, following the ascent of
Annapurna in 1950, which consecrated the mountaineers as national
heroes. An important element must be added, though, namely the
growing media coverage of mountaineering which opened up a kind
of market of testimonies that was seized upon by mainstream publish-
ing houses. This phenomenon is particularly visible in France, where
mountaineering autobiography took off as the result of the media cov-
erage of Himalayan expeditions. Additionally, editorial constraints and
the organization of the publishing field are elements that influence
autobiographical production as well.

Finally, mountaineering narratives emerged when it became legiti-
mate to present oneself as a mountaineer first and foremost, which did
not happen until the 1920s in the United Kingdom and the 1960s
in France. Subsequently, the publication of an autobiography became
commonplace among the best mountaineers. As a result, in some cases,
autobiography came to resemble what it is in other sports: a medium
for self-promotion and a way to profit from a career. The age of moun-
taineers when they published their autobiography is an indicator of
these new functions of autobiography and, in short, of the profession-
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alization of mountaineering. The earlier the climber publishes his or
her autobiography, the more likely it is that the aim is to gain noto-
riety, especially for the latest generation of professional climbers who
have to manage their media image. While the average age at which an
autobiography is published in any period is around 50 years (47.3 years
in the United Kingdom and 50.1 years in France), this average age
decreases over time (see Figure 1). This decrease has another indirect
consequence: the increase in the number of autobiographies published
in recent decades. Indeed, to publish at a young age is to avoid the risk
of dying in the mountains before having had the chance to write the
autobiography. The generalization of Himalayanism has contributed to
the increase in this risk, just as it encourages a truly vocational invest-
ment in mountaineering among the latest generations.

age when the
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Figure 1. The age at which climbers publish their autobiographies. Autobiography
base (N=62). In grey the British, in black the French.

We can thus see that both the ways in which autobiographies appear
and the different functions that they can take on (from a strategy of
achieving notoriety to a disinterested discourse) should be put in rela-
tion to their historical and social conditions of enunciation. In this
sense, it is important to bear in mind that a mountaineer’s autobiog-
raphy obtains a different meaning and different stakes depending on
whether it is written in the 1920s or in the 1980s, by a middle-class
amateur or by a professional mountaineer, in old age or at an early age.
It is therefore essential to restore, as far as possible, its exact frameworks
of enunciation in order to better understand its function and to appre-
hend it for what it is.
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The Social Conditions of Possibility of the Autobiography

Among these frames of enunciation, the author’s background and gen-
der should also be taken into account. Among the authors of autobiog-
raphies, there is an over-representation of men (89% of authors from
both countries) and of mountaineers from privileged backgrounds
compared to their share in the general population (around 70% of
British authors and almost 50% of French authors).

This over-representation leads us to question of the properties that
might give the mountaineer a sense of entitlement that leads to writing
and publishing about himself. Does this sense of legitimacy come from
the social, sporting, or literary sphere? At the end of what type of life
trajectory does it appear?

Regarding the trajectory, writing is legitimized by an exceptional,
exemplary, sporting career that is deemed worthy of interest; in a word,
an excellent career. The justification of the autobiographical enterprise
in terms of the transformation or conversion of the self in the course
of one’s life (see Poliak 9) is implicitly present in the texts, as they tell
the story of this transformation. The exemplary dimension inherent in
the autobiographical project explains, once again, the rarity of accounts
by ordinary mountaineers and the proximity of the social and gender
composition of the population of autobiographical authors to that of
great mountaineers.

When it comes to the social properties and skills that preside over
the autobiographical enterprise, one condition appears to be necessary:
one has to possess the literary skills and social dispositions that allow
one to feel authorized to write and publish a life story (see Lahire).
Because of phenomena of self-selection of a social or gendered nature
(see Poliak 11; Bertaux 215; Peneff 56), mountaineering legitimacy
alone is not enough. Being a man (rather than a woman) or a bourgeois
(rather than a member of the working class), however great a moun-
taineer one may be, are two factors that make writing and publishing
more likely.

Finally, being a great mountaineer who has written an autobiogra-
phy requires two conditions to be fulfilled: to have accomplished feats
that make one part of the mountaineering elite, and to have the liter-
ary skills and social dispositions to feel entitled to write and publish a
life story. The combination of these two effects can be seen in the case
of female climbers. Their under-representation in the autobiographi-
cal corpus reflects their dominated position in mountaineering: to be
implicitly accepted as part of the elite, they must demonstrate an excep-
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tional sporting level, that is, they must not only be better than other
women but also equal to the best men (see Moraldo, “Women”). This
may explain why there are no women from working-class backgrounds
among the authors of autobiographies, as they have a double deficit
of legitimacy, one based in gender and the other one in class. Among
men from working-class backgrounds who belong to the mountaineer-
ing elite, it is above all a deficit of literary legitimacy that may hinder
a possible autobiographical project. From this point of view, if authors
from working-class backgrounds are not under-represented compared
to their proportion in the mountaineering elite, it is also because their
upwardly mobile sporting trajectory is often coupled with a literary
acculturation, often caused or triggered by the reading of mountain-
eering stories, which can act as an entry point to reading in general
and then to writing. The acculturation of working-class climbers can
also take place through contact with other climbers and, for guides,
with their clients from privileged backgrounds (see Moraldo, Sommets).
Another reason stems from the construction of the autobiographical
corpus: to get more data, I have chosen to include the four autobiog-
raphies written with the help of a co-author: it happened that they are
all autobiographies of mountaineers from working-class backgrounds
who did not undertake secondary education, namely Don Whillans
(1933-1985), Robert Flematti (1942—), Pierre Leroux (1921-2005),
and Benoit Chamoux (1961-1995).

The social properties of the authors also depend on their generation,
and must be seen in the light of what has been said above about the
historical objectification of autobiographies. For example, while almost
all writers born before 1914 belong to the social and intellectual elite
(90%), post-war climbers are more often from the working class, in
relation to the changes in the meaning of mountaineering autobiogra-
phies: it is increasingly sanctioned solely by sporting success. Women,
on the other hand, are still in the minority among the authors of auto-
biographies: gender remains the last bastion. There is much to be said
about the evolution of literary style, the episodes chosen, and the length
of the texts, all of which testify to a decline in literary skills over time.

Bad Material or Bad Uses?

If autobiography could appear to be an ideal material for capturing
what I have called the spirit of mountaineering, that is, the rules and
representations which govern a so-called excellent practice and which
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are shared by all elite mountaineers, this material is viewed with suspi-
cion by sociologists, as they prefer sociological interviews.

The first reason is that autobiographies do not belong to material
generated by the sociologist: indeed, he or she does not control their
production. The second reason, linked to the first, is that autobiogra-
phies hold the reputation to be more biased than other materials. The
usual criticisms of the autobiographical process thus concern its propen-
sity to generate illusions that make it unsuitable for sociological use: a
“referential illusion” concerning the veracity of the text; a “biographical
illusion” (Bourdieu; Bertaux 213), denouncing an ex post reconstruction
of the author’s trajectory, seen solely from the point of arrival.

False Criticisms of Autobiography

In my view, these are false objections: reality is always considered in
retrospect, through the prism of a discourse, regardless of the way in
which the information is collected. Such a reconstruction is inevitable.
It is even indispensable to the narrative endeavor itself. Gérard Mauger
points out that it would be just as illusory to think that a lived life
could be exempt from narration, and reminds us that the so-called self
is already a biographical institution (Mauger 35).

On the other hand, to address the specific objection of referential
illusion, there is, in a practice such as mountaineering, a cross-checking
by peers that lessens the possibility of lying, as it were. The publicity
of the autobiography thus brings into play, as in the case of the soci-
ologists studied by Jean-Philippe Bouilloud, the “recognition” of the
author “by those he recognizes” (Bouilloud 60), and must propose a
public version of the facts considered to be accurate.

The question is not so much whether the material is in itself or natu-
rally good material—it is not about modelling on autobiographies the
procedures and expectations in terms of sociological knowledge that
are those of tried and tested sociological methods and techniques (the
interview in particular)—as it is to ask how it is questioned and what
we can hope to find in it.

Mauger refers to autobiographies “from below”, written by workers
who have experienced an upward social trajectory, as “undertakings of
self-aggrandizement,” justified by the exemplary nature of a journey,
by the knowledge acquired, and by the self-transformation brought
about during this journey (Mauger 39). The same can be said of auto-
biographies of mountaineers: they are exemplary narratives and under-
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takings of the so-called growth or heroization of the self. As a result,
they are almost ideal for studying excellence: its values, its ideologies,
its practices.

But even if the mountaineer were to lie (in terms of the referen-
tial illusion) or give a distorted vision of his or her existence because
it is reconstructed according to the point of arrival (in terms of the
biographical illusion), autobiographies would still provide useful mate-
rial. I believe that we should avoid these false questions and analyze
the autobiography as both a factual discourse (not devoid of historical
veracity) and a discourse of excellence and vocation, that is, a presenta-
tion of oneself as an elite mountaineer. Rather than sticking to a factual
perspective aimed at comparing narrative and reality, the interest of
the autobiography lies in the attempt at reconstruction it carries out,
and in what this particular formatting reveals. In this respect, Nathalie
Heinich’s argument seems relevant when she writes that “from a com-
prehensive perspective [...], [the] narrative is part of the very matter of
investigation: not only what makes it possible to understand, but also
what must be understood” (Heinich 425)—provided, of course, that
the discourse is articulated with the author’s social properties. In the
study of mountaineering excellence, more than knowing which dis-
courses are supposed to be true, it is the image that the individual gives
of himself and the way in which he reinterprets his trajectory, always
put in relation to his social affiliations, and what this discourse tells
us about the relationship (passionate, vocational, etc.) to the activity,
that matters. As Mauger writes, in the autobiography, “the definition,
necessarily relative, of the ‘essential’ and the ‘accessory’ is determined
by the interests and problems of the author” (Mauger 43). It is precisely
these interests and this problematic that I am interested in. In contrast
to a critical sociology interested in revealing the truth hidden behind
indigenous beliefs, and following Jacques Defrance’s suggestion that
we “take seriously the discourses of disinterestedness and apoliticism of
the agents of the sports field [...] and adopt the anthropologist’s point
of view as we study the beliefs or worldviews of a social group,” I want
to consider the reconstruction carried out in the autobiography as a
sociological object that tells us something about the ethos, beliefs, and
representations of the mountaineers, but also about the factual course
of their trajectories. This has been done, but without a consideration of
these objects “as primary truths” or renouncing “any critical analysis of
the role of the dominant” (Defrance 23).
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The Three Functions of Autobiographies for a Sociological
Analysis of Excellence

Hence, by considering autobiography as an exemplary narrative pro-
duced by an equally exemplary individual, one can consider autobiog-
raphy to fulfil the following functions, which are also conditions of its
production.

The first function is to bear witness to the reality of mountaineering
at a particular time. The mountaineer has the legitimacy to do this as an
insider and privileged witness. This is why, at a first level of analysis, we
can say that the autobiography constitutes a source of factual informa-
tion on the world of mountaineering. By cross-checking it with other
sources (climbing stories, alpine journal articles, biographies), I have
been able to draw up an accurate portrait of the ways in which moun-
taineering was practiced and considered over time.

The second function is to tell the story of an extraordinary life
journey. As accounts of transformation and calling, autobiographies
of mountaineers narrate trajectories, but in ways that must be objecti-
fied. By comparing these texts, I was able to reveal the main stages
of a mountaineer’s career and its evolution over time. This, in turn,
allowed me to show how mountaineering had gradually evolved from
a so-called leisure activity to a truly vocational practice, requiring an
always greater investment (in time, money, but also physical and men-
tal fitness).

The third function is to justify a place among peers, alongside the
other elite mountaineers. By publishing an autobiography, the author
asserts his or her status as an exemplary mountaineer. These texts thus
partake in a discourse of distinction and entitlement, allowing one to
justify one’s place in a group (the elite of mountaineering). By analyz-
ing the discourse, it is possible to bring out the representations, prin-
ciples, and rules, in particular the ethical rules, which govern the spirit
of mountaineering.

Conclusion

This article set out to answer two questions: Why are mountaineers so
keen on autobiographies? How can a sociologist legitimately use this
atypical material? The answers to these questions relate to the question
of excellence and, ultimately, to what constitutes the spirit of moun-
taineering. Autobiography is a discourse of excellence, produced by an
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elite (both sporting and, to a certain extent, social elite), from the mo-
ment it became legitimate to exist as a mountaineer first and foremost.
For those who want to analyze excellence, it is close to the ideal mate-
rial, provided that it is analyzed for what it is, and with the awareness
that it does not say what it cannot say.
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jih zasledimo %e okrog leta 1840. Clanek odgovarja na dve vprasanji. Prvi¢, zakaj
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naprej? In drugi¢, je to gradivo lahko relevantno za sociolosko analizo alpinizma
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This article argues that the role of the Alps in German-language literature is
embedded both in a socio-historical context and in the topoi or commonplaces
that emerged from that context. Using examples drawn primarily from two very
different Austrian authors of the interwar period—namely, Joseph Roth (1894~
1939) and Oddn von Horvdth (1901-1938 )—as well as from their German-
speaking predecessors and successors, the aim is fo show the literary approaches
used to undermine traditional topoi. Today, the Alps are the quintessential
defining landscape for the Republic of Austria as well as for Austrian literature, yet
they were demystified already in the literature of the interwar period. The themes
and literary strategies of these literary works anticipate post-1945 literature,
while showing surprising breadth in their approach to the Alps. Much of what is
commonly understood today as a reaction to the use of the Alpine and of alpinism
Jor Nazi propaganda belongs in fact to older traditions.

Keywords: literature and alpinism / Austrian literature / national identity / cultural
stereotypes / The Alps / Roth, Joseph / Horvith, Odén von

Introduction

It is particularly rewarding in German literary scholarship to study
landscape and topography.' This area connects the German-speaking
countries while also separating them with a mountain range that is dif-
ficult to pass: the Alps.

The importance of the Alps for the issues of identity, the self-percep-

! This article was written at the Faculty of Arts, University of Ljubljana, in the
framework of the research project Mountaineering Literature: Slovenia and Beyond
(J6-1808) and the research program Intercultural Literary Studies (P6-0265), both of
which were funded by the Slovenian Research Agency.

43

Primerjalna knjiZevnost (Ljubljana) 45.1 (2022)



PKn, letnik 45, 3t. 1, Ljubljana, maj 2022

44

tion of nations and cultures, and the perception of others is shown
in the frequent subsuming of German culture under Bavarian culture
via such Alpine stereotypes as Lederhosen, wooden architecture, and
the Gamsbart; in Austria, one sees the one-cent coin with its Alpine
gentian (which evokes the Schilling), the famous picture of Empress
Sisi with edelweiss in her long hair, and one hears the Austrian national
anthem, Land of Mountains, Land by the River (Land der Berge, Land
am Strome, 1947); the Swiss Psalm (Schweizerpsalm, 1840), meanw-
hile, with the verse about the splendid glow of the Alps places this
landscape at the center of yet another instance of identity formation.
Many other examples, including Switzerland’s political and commer-
cial symbolism—from the politicization of the Saint-Gotthard Massif
to the iconic Matterhorn in advertisements for cheese, chocolate, beer,
watches, and banks—could be listed.

Clearly, mountains make for excellent landmarks and symbols.
And yet this enthusiasm for mountains seems to be a peculiarity of the
German-speaking countries. France and Italy, where a significant part
of the Alps rests, have never imbued the mountain range with any iden-
tity-creating significance. (Slovenia, though, is more interested in the
Alps in identity terms—a fact that is evident, not least, in the depiction
of Mount Triglav on the state’s coat of arms.)

This semantization of the Alps and the notions and ideas accom-
panying the Alps are by no means static. There have been several—
sometimes opposing—trends. Because literature has always played an
important role in shaping and changing the image of the Alps, scruti-
nizing literary works proves more revealing when it comes to the Alps
than it is for any other landscape.

Formation and Consolidation of Alpine Topoi and Clichés

The transformation of the Alps from a terrifying landscape to a sublime
one began as early as the sixteenth century, and the idea solidified in the
eighteenth century. With the rise of tourism, the once dreaded locus
horribilis slowly became a popular destination for travel and even rec-
reation—a locus amoenus. For many, the Grand Tour, leading to the
final destination of Italy, necessarily took travelers through the Alps.
The Alps generally became a landscape of longing for middle-class and
aristocratic audiences—and thus a travel destination of choice. By the
end of the eighteenth century, well-heeled English, French, German,

and Russian visitors had made the Alps and especially Switzerland
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the ultimate travel destination in Europe. (In the eighteenth centu-
ry, for example, the term “Switzerland” was found even in Bavaria’s
“Franconian Switzerland” and Saxony’s “Saxon Switzerland.”) Broader
social strata increasingly sought out the Alps for research and educa-
tional purposes and as a source of inspiration for artistic pursuits—
among them Sophie von La Roche and Johann Wolfgang von Goethe,
whose Letters from Switzerland (Briefe aus der Schweiz, 1775) brought
Weimar Classicism closer to the Alps.

This helped consolidate various images of the Alps, and submerged
customs were staged as a living tradition. In 1805, only two alphorn
players could be found for the Unspunnen Festival near Wilderswil; in
1808, only one player could be found—a stark indication of the degree
to which this signal instrument had fallen into insignificance. But the
tourism constructed around a supposedly authentic Alpine backdrop
prompted a renaissance of the alphorn, so much so that a few decades
later an ordinance had to be issued in the Bernese Oberland “against
so-called ‘begging players™ (Risi 18).

Literature played an important role in shaping concepts and images
of the Alpine. For example, 7he Alps, a didactic poem written in 1732
by the Bernese polymath and Enlightenment poet Albrecht von Haller,
found a large audience throughout Europe and, as a kind of literary
unveiling of the Alps, became a key text of the eighteenth century.
Anticipating many of the ideas of Jean-Jacques Rousseau, who was to
cross the Alps himself on foot, von Haller’s poem praises the happiness
of the people in the mountains, the simple, pristine life, the beauty
and grandeur of the landscape, and the community living under shared
arduous conditions, a community whose moral integrity contrasted
with that of the townspeople, who were ruled by vanity, envy, vice,
abundance, and worries. The poem was an enormous success. Despite
the fact that it was obviously not in tune with the reality of life among
the Alpine population, 7he Alps went through thirty editions and
numerous translations during von Haller’s lifetime alone.

Such rosy perceptions of the Alps soon became a topos. In addi-
tion to von Haller’s 7he Alps, Salomon Gefiner’s once-heralded Zdylls
(Zdyllen, 1756) celebrated a Golden Age of undisturbed harmony in
Switzerland. Horace-Bénédict de Saussure’s 1799 book Voyage dans les
Alpes (Voyage in the Alps) mingled philosophical contemplations with
scientific observations, finding avid reception even in German-speaking
lands. The Zurich natural scientist and medical doctor Johann Jakob
Scheuchzer also brought the Alps to a broad reading public through

his research excursion reports. The mountainous terra incognita thus
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became a terra poetica (see Raymond 60). Nature offered an escapist
retreat from the city, and even scientific studies perpetuated such topoi.
In the eighteenth and early nineteenth centuries, the mountains were
to play a central role in the aesthetic discourse about the sublime: sub-
lime nature was mostly associated with highlands, in glaciers, firn and
rocky cliffs, which only the rationally and morally acute subject was in
a position to recognize as beautiful.

These and similar images of the Alps remain formative to this day. In
the context of Romanticism and the Romantics’ enthusiasm for nature,
an extremely positive aestheticization of the mountains anchored itself
in the minds of educated citizens and aristocrats. The beauty of the
Alps was enthusiastically celebrated in weekly magazines, travelogues,
and novels alike.

The Society and Politics Inscribed in the Alps

The Alps became charged with political, religious, and social signifi-
cance. Increasingly, the Romantics rediscovered the mythical quality
of the mountains that once served as the seat of weather-determining
gods and a place of both havoc and salvation. In Hartmut Bohme’s
words, “[m]ountains lead to transcendence, they are—even visually—a
medium of ascent, surpassing, and transgression” (Bohme 48).
Ludwig Tieck imbued his novella Rune Mountain (Der Runenberg,
1802) with the Romantic natural philosophy of Friedrich Wilhelm
Joseph Schelling. If the Romantic tale allows for the ambivalence of a
demonically destructive and a truly divine view of the Alps, it is clear
that the Alps are seen as the gateway to the primal forces of nature. The
same applies to Novalis’ Heinrich von Ofterdingen (1802). Although
the hero, who is on his way to Augsburg to fulfil his vocation as a poet,
does not reach the Alps, he heartily adopts the teachings of a hermit
living inside the mountain. And while mountains exert a great fasci-
nation on the hermit, he never succumbs to greed for the wealth and
riches that lay within; he prefers the values of conviviality, light, and
air. Joseph von Eichendorff, meanwhile, had his Romantic journey-
men wander through the Alps, and Friedrich Hélderlin drew a heroic
picture evoking traces of the Swiss Confederates and freedom fighters.
Around the same time, Friedrich Schiller created his last great drama,
Wilhelm Tell (1804), celebrating the struggle of the Swiss for freedom
in their Alpine setting. The mountains are thoroughly inscribed into the
play’s story and history: it is only in this heroic landscape that the fugi-
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tive Melchthal can secretly assemble fighters, the captive Tell can jump
from a boat onto a rocky ledge, and the nefarious Gessler must pass
through the famous “deep defile” or “hohle Gasse” (Schiller, “Wilhelm
Tell” [Complete Works] 631; “Wilhelm Tell” [Siamtliche Werke] 123).
Here, the enthusiasm for the Swiss mountains is interwoven with a
thirst for freedom and republicanism. To his son who wants to leave
the land of threatening avalanches, glaciers, and mountain peaks, Tell
explains that it is better for these threats to lurk behind one’s back than
evil men (see Schiller, “Wilhelm Tell” [Complete Works] 620; “Wilhelm
Tell” [Samtliche Werke] 86).

Later, Bettina von Arnim celebrated not only the landscape but also
the struggles of the Tyroleans against Napoleon—and exaggerated this
struggle into an expression of the Alpine dwellers’ general love of free-
dom. To this day, the inhabitants of Alpine lands such as Switzerland
and Tyrol are associated with independence and resolute resilience.

In works such as Rock Crystal (Bergkristall, 1845), Adalbert Stifter
presented the sublime, beautiful, and daunting nature of the moun-
tains, while granting much laudatory space to the religious commu-
nity which copes communally with dangers and is capable of coming
together to save two endangered children. The local mountain is the
pride of the village and an early site of regional tourism. Below it lies a
simple community that lives in solidarity and in accordance with the
cyclical Christian calendar. In terms of topoi, this association is mar-
ried to that of a freedom-loving society.

In addition to the aforementioned positions, more conservative
stances on the Alps—especially in Switzerland—have manifested and
entrenched themselves. There, the Alps developed into an expansive
national symbol, with the Gotthard Military Fortress becoming a pri-
mary symbol. Literature was once again at the forefront of the construc-
tion of myths. Focusing on the writings of Conrad Ferdinand Meyer,
Franz Loquai argues that it is no longer a matter only of “mountain
romance, but. . . of downright ‘Alpine theology’” where “the mountain
landscape becomes an experience of faith,” with the Alps functioning
as “the cathedral of nature.” (Loquai 462) This attitude by no means
disappeared in Switzerland in the twentieth century; it was perpetu-
ated by, among others, Leonhard Ragaz and Meinrad Inglin, with the
mountain world being positioned not only as a counter-world to the
world of modernity but also as a metaphysically charged starting point
for a cultural renewal in society as a whole (see Wiegmann-Schubert).

The Alps became a literary point of reference and have remained so.
Myths of mountains and mountaineering have taken many forms. In
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Thomas Mann’s The Magic Mountain (Zauberberg, 1924), a cocoon-
like, sickly world is depicted at high altitude. What was originally
planned as a satirical counterpart to the tragic novella Death in Venice
(Der Tod in Venedig, 1911) became one of the great epochal testaments
of the interwar period, and Mann worked on his novel for ten years.
Even if fellow writers such as Bertolt Brecht criticized Mann’s having
spent hundreds of pages on two pallid young men in a Swiss sanato-
rium, the book became one of the great sales successes of the interwar
period despite the high demands it places on the reader. No other novel
of the time could compare with it. The reading public enjoyed the
multitude of evocations and allusions, recognizing the familiar ones,
including the thematization of stasis and transience against a mountain
backdrop. The mountain setting proved a perfect canvas for a playful
portrayal of myths—note the many manifestations of the number 7
and references to the Underworld—not least because these environs
seemed isolated from contemporary events, while simultaneously offer-
ing an apt panoramic view of European society.

The Tendency toward Kitsch and the Trivial

Enlightenment aestheticization of the Alps also resulted in an often ex-
aggerated romanticization of the landscape. As early as the nineteenth
century, the Alps were increasingly viewed as “a pre-civilizational, wildly
Romantic, melancholic, enjoyable, primal poetic wonderland” (Loquai
443). Such an image not only suited the emerging tourism industry, it
was also adopted by locals and infused the collective self-image.
Literary trivializations of this staging can be found early on as well,
from Heinrich Clauren’s Mimili (1815-1816) to Johanna Spyri’s
Heidi (1880), Wilhelmine von Hillern’s 7he Vulture-Maiden (Die
Geier-Wally, 1881), and Jakob Christoph Heer’s 7he King of Bernina
(Der Konig der Bernina, 1900). Overall, in this type of light fiction, the
homeland and with it the community purportedly made up of moun-
tain dwellers unspoiled by modern civilization continues to evoke and
steer the topos of the Alps in a problematic direction. “Writing about
mountains is a tightrope walk; there is always a risk of falling into
pathos and kitsch,” wrote Emil Zopfi as recently as 2009 (Zopfi 18).
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Alpinism: Self-Awareness and Male Heroism

Another important literary approach went hand in hand with the
emergence of mountaineering or alpinism. In addition to luring guests
who came to stare flabbergasted up from the valleys, the Alps have also
long attracted mountaineers from all over the world. They function,
furthermore, as a kind of meeting place at high altitude, and the term
alpinism has become internationally recognized. The fact that alpinism,
especially hiking in the mountains, can take on symbolic meaning and
is considered an intellectual experience is already shown in the travel-
ogue of the poet Francesco Petrarch, dated 1336, about his ascent of
Mont Ventoux in Provence, which serves as an allegorical representa-
tion of a life journey. Conquering a mountain—in contrast to dealing
with the bland mediocrity of the city—has for centuries been a symbol
of solitude, ingenuity, perspective, perspicuity, and farsightedness.

Friedrich Nietzsche has also reflected on wandering in the moun-
tains, as one reads in his 7hus Spoke Zarathustra: “‘1 am a wanderer and
a mountain-climber,” he said to his heart. ‘I do not love the plains, and
it seems that I cannot sit still for long. And now whatever may come to
me yet as fate and experience—a wandering will be in it and a climb-
ing of mountains.”” (Nietzsche 131) Here, wandering and climbing
become symbols for the enrichment of life, for clarity of thought and
action, while also serving as expressions of an ascetic attitude and a
means of escaping from everyday life.

Mountains, moreover, are often seen as nature pitted against the
mountaineering individual. Individual heroism comes into its own on
the mountain, though, tellingly, these individuals are rarely mountain
dwellers. Alpinism begins to emerge in mid-nineteenth century as a sport
that also serves as a platform for liminal experiences. Predominantly
English climbers—accompanied by local guides—first ascended Mont
Blanc, and later the peaks in German-speaking regions of the Alps.
A broad public followed the first ascent of the Matterhorn in 1865,
when only two of the six participants made it back alive. Literature,
too, has contributed to the image of the mountaineer as a modern
hero. Moreover, from Edward Whymper to Reinhold Messner, well-
read alpinists have written exciting reports themselves. As Zopfi quips,
“Whoever climbed a mountain for the first time during the research
phase of alpinism in the first half of the nineteenth century wrote a
book. Even if he didn’t quite reach the summit...” (Zopfi 15).

After the Alpine peaks had become largely accessible, within a few
decades those mountaineers who no longer relied on guides gained
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interpretative dominance over alpinism. The idea prevailed that the
dangers of the high mountains both make tangible and bolster friend-
ships, resulting in a reconfiguring of Alpine heroic masculinity. This
gave rise to bonds of masculinity, which laid the foundation for the
heroization of mountaineers in World War I and later invited close
links to the Nazi ideology (see Backhaus).

After 1850, soon-to-be influential Alpine clubs were founded,
among them, the British Alpine Club in 1857, the Austrian Alpenverein
in 1862, the Swiss Alpen-Club and the Club Alpino Italiano in 1863,
the German Alpenverein in 1869, and the Club Alpin Frangais in
1874; the first Ladies’ Alpine Club was not established until 1907.
“Mountaineering was and is not a gender-neutral cultural practice,”
writes Dagmar Giinther (Giinther 155). Indeed, in Alpine discourses,
the mountain world is still often portrayed as a female nature that is
conquered by men.

The symbolic world of the mountains has helped spin various topoi
into patriotic ideals. The summit represented higher goals and motives
for a united nation. It is therefore hardly surprising that during World
War I, when the most terrible mountain war of all time was waged,
mountaineers were portrayed as heroic defenders of the homeland.

Literature retained its essential role here, and it has proven to be
dangerous. Christian Luckscheiter uses the example of the biography of
Hans Ertl, the war correspondent and cameraman for Leni Riefenstahl
and Erwin Rommel, to illustrate the causes of his enthusiasm for the
mountains (see Luckscheiter). The military imagery and the sacraliza-
tion and sexualization of the Alps in these works call for loyalty to men
who are ideologically close to Nazism.

The concrete politicization of mountaineering reached many spheres,
including the expeditions to Nanga Parbat, the so-called mountain of
destiny for Germans after the failed expedition led by Willy Merkl (see
Hoébusch). In the 1930s, German and Austrian mountaineers carried
flags adorned with the swastika to various peaks, including the sum-
mit of the Eiger via its north face in 1938. These extraordinary Alpine
climbs were exploited for propaganda purposes in the years leading up
to the war. Under National Socialism, mountain literature and moun-
tain films flourished in works by Arnold Fanck and Leni Riefenstahl,
among others, and this association brought the genre into further disre-
pute. Siegfried Kracauer was right to notice pro-fascist tendencies early
on. Alpine literature, especially the trivial Heimatroman or homeland
novel, provided the film industry with ready-made images and narra-
tives, with the mountaineering writer and actor Luis Trenker acting as
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the driving force behind this. That said, during World War I, the view
of the mountains lost its innocence as terrible mountain warfare raged
in the Dolomites and along the Soca or Isonzo River.

The Critical View in the Twentieth Century

In the twentieth century, especially in works by leading Austrian writers,
a critical view of the Alps came to predominate. Everything, from the
stereotyping of society to alpinism, was questioned—but not defeated.

The mythologization, romanticization, trivialization, and heroiza-
tion of the Alpine, of the Alps, and of alpinists had been parodied
or ironized before, but only occasionally (e.g., by Heinrich Heine,
Ferdinand Raimund, and Johann Nepomuk Nestroy). However, it was
not until such currents as Viennese modernism that Alpine topoi were
thoroughly scrutinized. Arthur Schnitzler himself had a lifelong fasci-
nation with the mountains and with the great Austrian mountaineers of
his time, and he even completed a number of demanding tours. During
his medical studies he became close friends with the avid climber Emil
Friedmann and his brothers.

Some of Schnitzler’s Alpine-loving friends have fictional counter-
points in his works, especially in the 1911 tragi-comedy 7he Distant
Land (translated as Undiscovered Country in Tom Stoppard’s adapta-
tion), which premiered simultaneously in eleven cities and with which
the author—in contrast to his other works—stated that he was actu-
ally satisfied. The third act takes place in one of the monarchy’s most
beautiful mountain landscapes, the Rosengarten group in South Tyrol.
Doctor Franz Mauer adores the young Erna Wahl, who in turn is
in love with the married industrialist Friedrich Hofreiter. The battle
between two men over a woman in a mountain setting is of course a
commonplace, but the lack of heroism is not. In Schnitzler’s only tragi-
comedy there is absolutely nothing of the supposed grandeur of the
mountains; here, too, society remains caught up in its usual intrigues
and interests (see Haase). There is no moral autonomy among Alpine
dwellers, and no ascent can offer a superior perspective on life.

In what follows, examples from two very different Austrian authors
from the interwar period—Joseph Roth and Odén von Horvith—
will be used to show how their literary approaches undermined tradi-
tional topoi.
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Joseph Roth and the Alps as a National Refuge, an Obstacle,
and a Place Removed from Culture

In the works of Joseph Roth, who liked to reside in hotels far away
from the Alps, the mountain range is never allotted a positive role. On
the contrary, the Alps always function as a birthplace of evil or as an ob-
stacle on the way to the sunny and cultivated south. The traditional lit-
erary topoi are taken up only to be subverted and undermined. For this
seminal Austrian author, the Alps become a hostile breeding ground of
nationalism. He turns the tables on the old Austrian habit of blaming
Slavic populations’ statehood appetites for the fall of the monarchy.
He places the blame mainly on the German-speaking Austrians—rep-
resented by inhabitants of the Alps.

In the novel 7he Emperor’s Tomb (Die Kapuzinergruft, 1938), Roth’s
“mouthpiece” (Pfabigan 16) Chojnicki inveighs against the Alpine
dwellers as follows:

You didn’t want to understand that those fatheads from the Alps and the Sude-
ten Germans, those cretinous Nibelungen, had insulted and damaged our two
nations for so long that they actually began to hate and betray our Monarchy.
(Ihr habt nicht sehen wollen, dass diese Alpentrottel und die Sudetenbshmen,
diese kretinischen Nibelungen, unsere Nationalititen so lange beleidigt und
geschindet haben, bis sie anfingen, die Monarchie zu hassen und zu verraten.)

(Roth, 7he Emperor’s 117; Werke 315, VI)?

For Roth, the German-speaking inhabitants of the Alps are not only
responsible for the fall of the old regime, they also strive for the end
of the First Republic and for the Anschluss with Germany. Roth
himself came to have a positive stance towards the monarchy, not
least because of the threat posed by National Socialism. According to
Chojnicki, it is through and due to this German national mindset that
the inhabitants of the Alps hope to find their homeland in Germany;
the idea of an independent nationality in Austrofascism is therefore
stillborn. Chojnicki quotes his brother Joseph: “On the mountain top
dwells stupidity. (Auf den Bergen wohnt die Dummbheit.)” (Roth,
The Emperor’s 146; Werke 337, VI) And in a feuilleton piece titled
“Requiem Mass” (“Totenmesse,” 1938), Roth rails against the “geo-
graphically conditioned and rarely perceptible goitre (geographisch
bedingten, selten sichtbarem Kropf Behafteten)” and “the Alpine

2 Here and throughout, Arabic and Roman numerals respectively refer to page
numbers and volumes in Roth, Werke.
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halfwits on the right (rechten alpinen Trottel)” (“Requiem” 35; 797,
III). His aggressive manner anticipates the hate-fueled tirades of a
Thomas Bernhard.

Since Roth is interpreted or appropriated as a central figure of
Austrian literature, it is fascinating how little he thought of the country
in its post-1918 form. Roth’s Austria is the only multicultural state in
Central Europe. Not even an emperor, to whom Roth was later com-
mitted, could guarantee the continued existence of the Habsburg state
model in what was now a small Alpine state. In 1934, Roth wrote to
the composer Ernst Krenek, who was of similar mind: “I know for
sure that the Emperor of Austria, if he were to remain only Emperor
of the Alpine imbeciles, wouldn’t be the Emperor we have in mind.
(Gewifl weif} ich, dal der Kaiser von Osterreich, bliebe er nur der
Kaiser der Alpentrottel, nicht der Kaiser wire, den wir meinen.)” (qtd.
in Bronsen 390) As the protagonist Chojnicki so clearly puts it in 7he
Emperor’s Tomb, “Austria is not to be found in the Alps, where you can
find edelweiss, chamois and gentians but never a trace of the double
eagle. (Osterreich ist nicht in den Alpen zu finden, Gemsen gibt es
dort und Edelweiff und Enzian, aber kaum eine Ahnung von einem
Doppeladler.)” (Roth, 7he Emperor’s 17; Werke 234-235, VI)

A disinclination for the mountains manifests itself also in Roth’s
acerbic comments on hiking and climbing. Even in his early journalism
he clearly sees alpinism as the essence of stupidity. He leads off one piece
thus: “To each his own. Some look for salvation through telepathy and
pretend to be asleep or to solve puzzles; others meet to play cards and
to distract themselves in that way; yet others again climb mountains
in order to fall off. (Man muss den Leuten ihr Vergniigen lassen: Die
einen suchen in der Telepathie ihr Heil und spielen Einschlafen oder
Ritselraten; die anderen versammeln sich beim Kartenspiel, um sich
ebendaselbst zu zerstreuen; die dritten steigen auf die Berge, um abzu-
stiirzen.)” (Roth, Werke 78, 1)

In the novel Zipper and His Father (Zipper und sein Vater, 1928),
the sport becomes a symbol of fruitless, foolish ambition (see Roth,
Zipper 158; Werke 538, 1V). And in the novel Flight without End
(Die Flucht ohne Ende, 1927), Franz Tunda strolls through a mid-
sized German town, assembling irony-filled impressions: “A group of
cyclists sped by ringing their bells. Men with dignified bearing and
childish clothing, carrying rucksacks, hiked off to the mountains.
(Eine Gruppe hurtiger Radfahrer glitt klingelnd einher. Wiirdig, mit
Rucksicken, wanderten kindlich gekleidete Minner in die Berge.)”
(Roth, Flight 76; Werke 445, 1V)
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The despised glamorous world of the stars is also tellingly depicted
as they relax in the mountains. The calculating Erna Zipper in Zipper
and His Father makes use of the highly touted backdrop, complete with
Alpine attire. Roth exposes the role of the Alps in the media as an
environment that can no longer represent a flat and mendacious down-
to-earth attitude and that testifies to the cultural emptiness of the per-
formers and consumers.

The Alps provide the backdrop for seedy events throughout the
German-speaking world. In Berlin, Roth encounters a bock beer festi-
val with an Alpine theme, at which patriotic verses are sung. The col-
umnist Roth describes a picture that today could be placed somewhere
between a Volksfest and the Musikantenstadl:

They build Alps out of cardboard in the hall, with narrow passes, gorges,
peaks, and artificial snow. A few try to climb the mountains. Born in the low-
land, they are inexperienced. They are inclined to mistake plains for mountain
ranges. If one of them manages to climb to the top of a paper-snow covered
peak, he falls down the other side, in an avalanche of flesh and bock beer.
(Man baut nimlich Alpen aus Pappe in den Saal, mit Engpissen, Schluchten,
Zacken und kiinstlichem Schnee. Manche bemiihen sich, die Berge zu erstei-
gen. Es sind Tieflandgeborene und Ungeiibte. Sie sind ohnehin schon geneigt,
Ebenen fiir Gebirgsketten zu halten. Gelingt es einem, eine papierschneebe-
deckte Spitze zu erklimmen, so stiirzt er auf der andern Seite herunter, eine
Lawine aus Fleisch und Bockbier.) (Roth, Werke 343, 1I)

Transferred to an urban stage, the Alpine becomes a backdrop for
barbaric behavior. For example, Cuneus, a pseudonym of the journal-
ist Roth, writes the following about some evening entertainment in
Saarbriicken:

I go into a restaurant where some sort of Bavarians or Tyrolians make music
dressed in shirt sleeves, Yahoo, Woohoo, Yookhaydeedelday! (Ich gelange in
ein Restaurant, in dem eine Art von Bayern oder Tirolern Musik macht, in

Hemdsirmeln, Juchhei, Huchho, Juchheidideldei!) (Roth, Werke 785, I1)

The patrons in shirtsleeves may be yodeling away, but the yodeling
remains drab in these cultureless environs so far away from mountains.
The Alpine becomes a generic metaphor for the staged aspect of such
festivities—it can even be exported into realms devoid of culture:

This city is growing rapidly. That cabaret, that Tyrolean is a reminiscence. This
floor on which we are now yodeling is hollow. (Diese Stadt wichst rapide.
Jenes Kabarett und jene Tiroler sind ihre Reminiszenzen. Dieser Boden, auf
dem wir jetzt jodeln, ist hohl.) (786, II)
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Roth’s use of the adjective “hollow” is ambiguous: on the one hand,
coal has been dug in Saarbriicken for 500 years, but above all Roth
comes across a hollow and empty culture.

Identification of the Idyllic Backdrop and Submission to
Nature in Odon von Horvath

Another well-known author of the interwar and exile period who de-
mystified the common Alpine topoi through his texts is Odén von
Horvith. Although Horvith, in contrast to Roth, often climbed and
hiked in the mountains, he was equally critical of idyllic portrayals of
the Alps. He viewed the illusions of the hale and hearty Alpine world as
so many fantasies of townspeople who have grown tired of civilization
(see Vejvar).

Since 1924, the family of this genuinely Austro-Hungarian and
Central European writer (born near Rijeka and raised in Belgrade,
Bratislava, Munich, Vienna, and Budapest) had, in addition to a resi-
dence in Munich, a summer residence in Murnau am Staffelsee in
Upper Bavaria. Horvédth remained connected to his Bavarian abode
over the years and spent a considerable part of the year there even after
his theatrical success in Berlin. It was from Murnau that he departed for
many climbing tours in the nearby Wetterstein mountains. The popular
tourist destination often offered him raw material for his literary texts.
Due to his many allusions to the area, researchers have even referred to
“Murnau as a model” (Tworek-Miiller 38). According to Horvith biog-
rapher Dieter Hildebrandt, “[i]n Berlin he got the ‘evil eye’, in Bavaria
the opportunity to apply it to the ideal world” (Hildebrandt 63).
Though this assertion is somewhat off the mark (see Vejvar 205), there
is no doubt that Horvéth saw the Alpine region as an illuminating envi-
ronment for his “Volksstiicke” or popular plays about ordinary char-
acters and for his prose works. Even the sports tales (“Sportmirchen,”
1924) that launched his literary career in the Munich satirical magazine
Simplicissimus deal, in part sarcastically, with hiking and climbing.

In Horvédth’s first “Volksstiick,” the 1929 piece Die Bergbahn (1he
Mountain Railway)—which was also his first stage success and the
reason for his generous general contract with the Ullstein publishing
group—the mountain is a protagonist of sorts. A conflict is shown
between workers, the strength of capital represented by a supervisory
board, and the engineer during the construction of a mountain railway
high up in the mountains.
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Class struggle in the high Alpine environment imports an unfamil-
iar tone to the genre tradition of the “Volksstiick”—as well as to the
representation of the Alps. The supervisor is the only character that
views his surroundings with rose-colored glasses. While the workers
are toiling on the ridge, he sits in front of the hut, eats pork chops and
vegetables, and ruminates:

Good morning! Listen, comfort looks different than this. My poor knees. It’s
terrible! Sports everywhere. But believe me: in spite of my best efforts, I envy
even our lowliest of workers. Always in glorious mountain air, in the midst of
immense nature! (Na guten Morgen! Hoéren Sie, bequem ist anders. Meine
armen Knie. Nein, schrecklich! Uberall Sport. Aber, glauben Sie mir: trotz aller
Anstrengung beneide ich selbst unseren letzten Arbeiter. Immer in herrlicher
Hohenluft, inmitten gewaltiger Natur!) (Horvéth, “Die Bergbahn” 113-114)

What matters most to him is dominating and subduing nature in order
to create a resort.

A sentimental song about the beauty of the Alps in the barracks
becomes a foreign body and is shown to be fraudulent in the course of
the play. In the showdown between worker and engineer on the moun-
tain, the Alpine panorama is spectacularly staged and a snow storm is
used as a dramaturgical device.

The very construction of the mountain railway refers to contem-
porary discourses of tourism and nationalism. Cable railways were the
most visible metaphor for Alpine progress (see Tschofen 208), which
assumed an ambivalent position between tourist-driven economic
hopes for the future, technology-based domestication of unspoiled
nature, and an ideology of the homeland. A worker, speaking in dia-
lect, offers this trenchant perspective:

You read everywhere about the progress of mankind and the people heap praise
on the engineers, like they’re prize bulls, the directors bring the bags of cash
to the bank, and tourism flourishes for the farmer. Every little screw becomes
a “marvel of technology,” every cesspool becomes a “healing spring.” But if
somebody sacrifices his life up for this, the blood will be sopped up! (Da liest
iiberall vom Fortschritt der Menschheit und die Leut bekrinzn an Ingineur,
wie an Preisstier, die Direkter sperrn die Geldsick in d’Kass und dem Bauer
blitht der Fremdenverkehr. A jede Schraubn wird zum “Wunder der Technik”,
a jede Odlgrubn zur “Heilquelle”, “Aber, daff aner sei Lebn hergebn hat, des
Blut werd ausradiert!)” (Horvdth, “Die Bergbahn” 102)

The concerns with blood are even worse than those mentioned by the
worker. Rather than being hidden away or immediately cleaned up,
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blood is raised to an indication of quality, providing evidence of the
technical difficulty of the undertaking. The deaths in cable railways, tun-
nels, and dams are meticulously listed, and not entirely without pride.
The cableway that serves up tourist offerings for the rich, the enthusi-
asm for technology which proves harmful to nature, class conflict, and
nationalism combine to create a visibly monstrous Alpine panorama.

Far from merely inviting a whimsical satirical scene, the Alpine
world triggers a particular discourse that imbues the play as a whole.
Horvith, like Roth, unmasks the superficiality of the scenery; the Alps
become a facade, a paltry stage that is propped up by media images.

In his prose works, too, Horvéth subverts the positions of tour-
ism and politics and does not associate the Alps with recovery or heal-
ing. On the contrary. The “fairy tale of Friulein Pollinger,” told by
the narrator in 7he Eternal Philistine, begins with the fairy tale phrase
“Once upon a time.” Once employed as an office girl in a rental car
company, Anna Pollinger later turns to prostitution. A partner named
Fritz immediately takes her on a strenuous mountain route to the
Wasserkarspitze—on All Saints’ Day, no less—so that the physical
exertion of the descent might stave off pregnancy (Horvith, Erernal
Philistine 49; Der ewige Spiefser 790)

Hiking in the mountains for the purpose of recreation is thus linked
to the ending of a life. The gender relationship exposed in the narra-
tive foreground to the story, the access to the female body in terms of
goods, and the dependence of the “Friuleins” on the men are literally
taken to great heights.

The Alpine backdrop is laid bare in Horvath. It serves as a facade
behind which one can peek. It is not a transposable place of action. A
perfect mountain world is only superficially perfect, appearing only as
an idea that has always been mediated. Horvath’s texts are therefore not
texts about the Alps but texts about how the Alps are spoken about.

Adoption of the Traditional Strands after 1945

As we have seen, the Alps have been completely demythologized in
the literature of the interwar period thanks to writers such as Roth
and Horvith. The themes and literary strategies mentioned above
show that a critical view of the Alps anticipates the literature published
after 1945—and does so with surprising breadth. Much of what is un-
derstood as a reaction to the use of the Alpine and alpinism for Nazi
propaganda has older traditions. Austrian authors such as Ernst Jandl,
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Gerhard Roth, Thomas Bernhard, Werner Kofler, Felix Mitterer,
Elfriede Jelinek, Christoph Ransmayr, and Josef Winkler have contin-
ued these lines of thought and critique from 1945 to the present. This
approach is accompanied by the new construction of and reflections on
a critical and positive concept of the homeland.

The Second Republic’s need for identification reintroduced some of
the familiar Alpine metaphors, and not only in Paula von Preradovi¢’s
lyrics for the Austrian national anthem. Traditional strands of the
Alpine topoi were thus used on both the conservative and the critical
side.

We find the national and National Socialist attitude of the Alpine
population—with a semantically charged space—in many more recent
authors. Political discourses on war, National Socialism, and the
Holocaust are interwoven with the criticism of the exploitation of the
Alpine landscape and culture for tourist purposes—the Anschluss by
tourism being one of the tropes. In contemporary Austrian literature
in particular, a demythologization is being promoted, and the Alps
are becoming the locus of the displaced, of catastrophes, and of the
dead—they represent a continuation of fascism. The landscape is, to
use the vocabulary introduced by Martin Pollack, perceived as con-
taminated and linked to the Nazi era (see Pollack). Already in Hans
Lebert’s 1971 novel Der Feuerkreis (The Fire Circle) we hear the follow-
ing during an interrogation: “Dead! Dead! Dead! Dead everywhere! ...
From the silence I hear their roaring rising like mountains! Our moun-
tains are mountains of the dead!! Do you understand?! Those win-
ter sports enthusiasts are sliding down mountains of corpses!! (Tote!
Tote! Tote! Uberall Tote! ... Aus der Stille hor ich ihr Gebriill wie ein
Gebirge wachsen! Unsere Berge sind Berge von Toten!! Verstehst?! Die
Wintersportler rutschen von Leichenbergen herunter!!)” (238) In her
1995 novel Die Kinder der Toten (The Children of the Dead), Jelinek
writes about a “rug made of human pulp (Teppich aus Humanmus)”
(191) and “body meadows (Korperwiese)” (111). The sexualization of
the Alps and of alpinism play a major role in Jelinek’s writings.

We also find Roth-like views of the Alps as an obstacle. The Swiss
Punks, for example, disturbed the tranquility of Zurich in the early
1980s with their Dada-like demand: “Down with the Alps—a clear
view of the Mediterranean!” This youth movement took aim at a cen-
tral Swiss mark of identification: the mountains. The demand was argu-
ably neither mere nonsense nor a conscious reference to Roth, but an
expression of the desire to make the Swiss open their eyes to that which

lies beyond the Alpine border.
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Roth’s negative perspective on the narrowly defined Alpine Republic,
which for him stands in contrast to the bygone, open, multicultural
Danube Monarchy, can be found in different guises, for example, in
the Nobel Prize winner Peter Handke, who reflected on his Carinthian
perspective in an interview:

Sitting on a terrace in Volkermarke, or Velikovec, when you look into the
Jauntal valley and see the River Drava, and beyond that the Karavanke moun-
tains, and behind them the even higher mountains, the Kamnik-Savinja Alps,
with Mount Grintovec, looking incredibly beautiful in the distance—that
wasn't Slovenia for me, but the start of the great country of Yugoslavia. And
suddenly I am struck by the thought that it’s so disappointing that it’s only
Slovenia now [...]. And now the Slovenians make themselves out to be Alpine
dwellers [...]. Slovenia isn’t an Alpine republic. Suddenly they want to become
as stupid as the Austrians with their idiotic Alpine republic. (Handke 80-81)

From Remoteness to a Meeting Place and a Fragile Ecosystem

In addition to the ongoing distancing from the traditional topoi and
the unmasking of the Alpine idyll, a preoccupation with the fragile ecol-
ogy of the region has begun to play a prominent role in contemporary
literary thematizations of the Alps. The many negative consequences of
mass tourism are well known. In addition to transit transport and the
massive exploitation of hydropower, mass tourism is tearing apart the
culturally constructed facade of the Alpine idyll and contributing to
the image of an unstable, endangered ecosystem. The mountain land-
scape, once difficult to access, has become a space that can be visited
and shaped by the masses. Indeed, streams of tourists have followed
in the footsteps of the pioneers. Already after World War I, Austria
established Alpine skiing as an identity-forming popular sport boasting
school ski courses and a dense network of ski homes, huts, and youth
hostels—an undertaking that went so far that prices of the lifts and ac-
commodation became the subject of public debate.

Other forms of alpinism have in the meantime combined with an
interest in health, fitness, and nature, culminating in trendy sports
such as paragliding, mountain biking, and snowboarding. The Alps are
becoming a sports arena.

As the twentieth century drew to a close, more and more atten-
tion was paid to ecology and environmental protection. The mountains
serve as a location for the early literature of the anthropocene, includ-

ing Marlen Haushofer’s 1963 dystopian novel 7he Wall (Die Wand), a
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story about a woman who is isolated while being surrounded by nature,
as she begins a new life in an Alpine hunting lodge together with a dog,
a cow, and a cat. The novel is critical of civilization as it approaches
nature as the object of care and concern rather than exploitation. The
book’s continued popularity is evident not least in the 2012 film adap-
tation by Julian Pélsler.

In his 1979 novella Man in the Holocene (Der Mensch erscheint im
Holozin), Max Frisch uses landscape to accelerate desubjectivation, the
physical and mental decline of the protagonists. The threatening Alps are
no longer experienced in parallel with self-discovery and self-assertion,
but with a loss of subjectivity. In addition, erosion evokes the coming
disappearance of human beings—in the eternal advancement of nature.

Jelinek, likewise, furiously attacks the exploitation of nature in Die
Kinder der Toten, the three plays she published in 2002 under the title
In den Alpen (In the Alps), and in the 2003 play Das Werk (1he Plant).
Criticism of tourism and of the destruction of nature can also be found
in Ilja Trojanow’s 2011 novel EisTau (IceThaw), whose spatial repre-
sentations are an essential contribution to the inner structure of the
novel as they connect the local with the global. The juxtaposition and
superimposition of the Antarctic and the Alps demonstrate the global
dimension of the problems of the Alpine region. These important ques-
tions are likely to become the main focus of literary thematizations of
the Alps in the future.

Conclusion and Outlook

Today, the Alps are more central to literature than ever before. In the
last few years in particular, the Alps have experienced a renaissance in
literature and culture in general. A new Alpine vogue can be observed,
one which is accompanied by conspicuous overlaps—an Alpinization
of urban space (mountain film festivals, climbing gyms, Alpine archi-
tecture and clothing) and an urbanization of the Alps (restaurants,
mountaintop techno parties). Testifying to this in the realm of media
beyond literature in the strict sense there are, for example, successful
broadcast formats such as “Berg und Geist” (“Mountain and Spirit”),
in which, since 2004, Swiss intellectuals, including numerous writers,
have been interviewed on a Swiss mountain of their choice, thus tying
their mountain to their biography. At the same time, however, the Alps
are still associated with a counter-world that can withstand the upheav-
als of modernity.
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In any case, the Alps remain a central point of reference for litera-
ture to this day. Recent novels by leadings authors, such as Christoph
Ransmayr’s The Flying Mountain (Der fliegende Berg, 2006), Roman
Graf’s Niedergang (Decline), and Thomas Glavinic’s Das groffere Wunder
(7he Greater Wonder), both from 2013, evince the continued interest
in the Alps and alpinism. Even Alpine crime novels, which are very
popular today, have occasional instances of critical irony and ruptures
in the idyllic fabric.

One Austrian peculiarity stands out to this day, though. The decon-
struction of myths, disillusionment, an aversion to the mountains,
and a longing for mountainless regions remain a veritable doctrine in
Austrian literature. The Alps seem to have been set as the crime scene
in the literary Austria; the World Wars, among other things, have
inscribed themselves deep in the Alps. The myth of the mountains and
their exploitation have a special meaning for both the conservatives
and the critics. Even in an Austria of the third millennium, an Austria
of the European Union, these fronts seem to have become entrenched.

Although individual upcoming German and Swiss writers dare
to pen relaxed, neutral, transcultural views of the Alps—one thinks
of Arno Camenisch from Graubiinden or Thomas Willmann from
Munich—such a stance seems much more difficult in Austria. Vea
Kaiser’s debut novel, the 2012 bestseller Blasmusikpop oder Wie die
Wissenschaft in die Alpen kam (Brass Instrument Pop, or How Science
Made Its Way to the Alps), was heavily criticized in the otherwise rather
lenient Austrian literary review scene for drawing a benignly affection-
ate picture of an Alpine village. Neither Switzerland nor Germany seem
to have to deal with the same thing as Austria. The current political sig-
nificance of right-wing populists has its role here: as early as 2000, the
Tageszeitung wrote: “With the entry of the Freedom Party of Austria
into the Austrian government, the Alps have come a little closer to us
again.” Indeed, Party leader Jorg Haider was fond of celebrating his
parties on mountain pastures, and the Party uses rustic, rural Romantic
imagery at its meetings. Haider’s successors, such as Herbert Kickl
today, have followed suit. But so have some of the other parties: before
this abrupt departure, chancellor Sebastian Kurz liked to let himself be
seen on mountain hikes and in Alpine milieus—and Austrian voters
seemed to have rewarded the youngster for it. Even the Greens success-
fully positioned their 2016 presidential candidate, Alexander van der
Bellen, between the concept of homeland, Lederhosen, and mountains,
although this positioning was also made easier by the fact that van der
Bellen hails from Tyrol. All of this is in stark contrast to Germany,
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and to a large extent also to Switzerland. So, it is probably not entirely
unfounded that a primal fear of Austrian intellectuals, which has obvi-
ously existed since the culture wars of the 1920s, obviously remains: the
fear of the country becoming corrupted by the Alpine.

Translated by Jason Blake
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Alpski kliSeji in kritike: procesi in napetosti v
knjizevnosti v nemscini

Klju¢ne besede: literatura in alpinizem / avstrijska knjizevnost / nacionalna identiteta /
kulturni stereotipi / Alpe / Roth, Joseph / Horvath, Odén von

Clanek analizira podobo Alp v literaturi v nems¢ini z gledis¢a njenega druz-
benozgodovinskega konteksta in literarnih toposov, ki so se razvili v tem kon-
tekstu. S pomocjo primerov iz opusov dveh zelo razli¢nih avstrijskih literatov
medvojnega obdobja, Josepha Rotha (1894-1939) in Odéna von Horvétha
(1901-1938), pa tudi njunih nemsko govorecih predhodnikov in naslednikov
se ¢lanek osredotoca na literarne postopke spoprijemanja s tradicionalnimi
literarnimi toposi. Alpe, ki so danes najpomembnejsa identitetna pokrajina
tako Republike Avstrije kakor avstrijske literature, so demistifikacijo dozi-
vele Ze v literaturi medvojnega obdobja. Teme in literarne strategije teh lite-
rarnih tekstov tako napovedujejo povojno knjizevnost in obenem ponujajo
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presenetljivo raznoliko podobo Alp. Tako se izkaze, da velik del tega, kar nam
danes velja za odziv na izrabo pojma alpskega in alpinizma za nacisti¢no pro-
pagando, v resnici pripada starejsim tradicijam.

1.01 Izvirni znanstveni ¢lanek / Original scientific article
UDK 821.112.2(436).09:796.52
DOLI: https://doi.org/10.3986/pkn.v45.i1.03
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Clanek umesca Pot, knjigo slovenskega alpinista Nejca Zaplomika iz leta 1981,
v kanon alpinisticne avtobiografije, v za ta namen razvit graftega Zanra in v
Zaplotnikovo biografijo. Na kanonicnost knjige pokaze s pomocjo omemb, ki
Jih je delezna v drugih predstavnicah Zanra, in s pomocjo citiranosti, ki jih je
dolocen odlomek iz Poti delezen v alpinisticni literaturi ter v njeni kritiski in
znanstveni refleksiji. Osrednje mesto Zaplotnikove knjige v slovenski alpinisticni
literaturi, primerljivo z mestom knjige Hermanna Buhla Achttausend driber und
drunter (Nanga Parbat) v svetovnem merilu, clanek razlaga s tem, da kronotop
Poti realizira celotno pripovedno strukiuro svojega Zanra. To strukturo v clanku
rekonstruira graf, utemeljen v opoziciji med vertikalno (paradigmatsko,
melaforicno) in horizontalno (sintagmatsko, metonimicno) potjo. Nazadnje to
Strukturo clanek zasleduje tudi v biografiji Nejca Zaplotnika, ki se je po izidu
Poti lotil pisanja reportaze za Teleks in romana Peter Simsen, med katerima (in
znotraj kateril) lahko znova odkrijemo strukturo, utemeljeno na opoziciji med
vertikalno in horizontalno potjo.

Klju¢ne besede: literatura in alpinizem / slovenska knjizevnost / alpinisti¢na literatura /
Zaplotnik, Nejc: Pot / avtobiografija / kronotop / Buhl, Hermann

Pot v kanonu

»Ze kot najstniku [...] mi je prisla pod roke Buhlova knjiga Nanga
Parbat. Dobesedno pozrl sem jo od prve do zadnje strani. Napisana je
res s srcem in postala je nekaks$no sveto pismo alpinizma, zapise Viki
Groselj leta 1987 v knjigi o svoji odpravi v gorovje Karakorum, na kate-
rega meji himalajski osemtiso¢ak Nanga Parbat (Groselj, V' prostran-

stvih 39)." »Se danes je to biblija vrhunskega plezanja«, dodaja leta 2010

! Razprava je nastala na Institutu za slovensko literaturo in literarne vede ZRC
SAZU v okviru raziskovalnega projekta Abpinisticna literatura: Slovenija in onkraj (J6-
1808) in raziskovalnega programa Literarnozgodovinske, literarnoteoreticne in metodolo-
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v knjigi o zgodovini osvajanja Nanga Parbata (Groselj, Gola 9). »Sveto
pismoc iz leta 1987 tako dobri dve desetletji pozneje postane »biblija«.
Metaforo za temeljno knjigo kr$¢anstva zamenja druga metafora za isto
knjigo in tako, kot njena zamenjava, postane njena metafora. Postane
pa s tem tudi metafora necesa drugega, namre¢ prispodoba zamenjave,
ki zadeva knjigo samega Buhla. Nanga Parbar je namre¢ zgolj naslov
slovenskega prevoda (in zacetek naslova angleskega prevoda pa konec
naslova francoskega prevoda ...) knjige, ki jo je Hermann Buhl leta
1954 naslovil Achttausend driiber und drunter, se pravi, nekaj takega
kot »Krizem krazem nad osem tiso¢«. Bog in Buhl, stvarnik in stvar, se
lahko pohvalita s tako ponarodelo uspesnico, da ze naslov vsak narod
zapisuje po svoje.

Groslja v obeh navedenih letih, se pravi, 1987 in 2010, zanima
predvsem stvar, se pravi, Buhl: »sveto pismo« ga zaposluje, kolikor gre
za »sveto pismo alpinizmac, »biblija« ga obseda, kolikor je to »biblija
vrhunskega plezanja«. Se ved, v obeh letih pravi, da ga je stvar zani-
mala Ze bistveno prej: Buhlova knjiga mu je prisla pod roke »[Z]e kot
najstniku, dodobra zastrupljenemu z alpinizmome, kot zapiSe leta
1987 (Groselj, V prostranstvih 39), oziroma »nekje v Sestem razredu
osnovne Sole, ko sem s prijatelji ze naredil prve plezalne korake v skalah
Turnca pod Smarno goro«, kot precizira leta 2010 (Groselj, Gola
9). A tako kakor ni bistveno, ali stvar naslovimo Achttausend driiber
und drunter ali Nanga Parbat, tako kakor je postranskega pomena,
ali jo imenujemo »sveto pismo alpinizma« ali »biblija vrhunskega
plezanja«,? je nepomembno tudi to, ali je stvar v roke vzel zastrupljen
najstnik ali zacetniski SestoSolec.” Pomembneje je, da je Groselj od
besed presel k dejanjem in postal eden osrednjih slovenskih alpinistov
in alpinisti¢nih piscev. Natanéneje, pomembneje je, da je k dejanjem
prisel prav od besed. S tem ko je zastrupljenost najstniskih zacetkov
presegel z mo¢jo Buhlovih besed, nam je ponudil enega najcistejsih
primerov prav tistega razmerja med besedami in dejanji, ki je znacilno
za alpinizem.

Ske raziskave (P6-0024), ki ju je iz drzavnega proracuna sofinancirala Javna agencija za
raziskovalno dejavnost Republike Slovenije.

2 Po letu 2010 sicer Grogelj Buhlovo knjigo poimenuje z besedo »biblija« $e v treh
knjigah (Groselj, Velikani 93, 181; Groselj, 40 ler 74, 160; Groselj, Mingma 106),
»sveto pismo« pa v nobeni ve¢. Zato bom tudi sam v nadaljevanju metaforo »bible, s
katero Marko Prezelj v nekem angleskem tekstu oznadi Zaplotnikovo knjigo, prevedel
kot »biblija«.

? Vsekakor pa se je to zgodilo pred 6. 3. 1968, ko je Groselj o Buhlu (¢igar ime »je
z zlatimi ¢rkami zapisano v svetovni knjigi alpinizma«) napisal prosti spis z naslovom

»Moj vzornike«. Za faksimile spisa gl. Groselj, Gola 6.
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Kot izhaja Ze iz prispodobe »svetega pisma« oziroma »biblije«, ki
med drugim implicira mnozi¢no bralstvo, je Grosljev primer samo
eden od mnogih. Med njimi je tudi Reinhold Messner, najslavnejsi
predstavnik generacije himalajskih plezalcev, ki ji pripada Groselj
(ki je za nekatere celo nekaksen »nesojeni slovenski Messnere, kot se
pozneje v svoji lastni knjigi izrazi Tomaz Humar /63/, ljubljenec tako
Messnerja kakor Groslja). Messner (7) svojo otrosko zaverovanost v
Buhla prizna v predgovoru k novi izdaji Buhlove knjige, ki izide leta
1984, tri leta pred prvo Grosljevo knjizno omembo Buhla in tri leta po
izidu knjige Poz, v kateri vpliv Buhlove knjige priznava Nejc Zaplotnik.
In medtem ko Groselj dopusc¢a moznost, da je bil »dodobra zastrup-
ljen z alpinizmomys, $e preden je »[d]obesedno pozrl« Buhlovo knjigo,
je Zaplotnikova kulinari¢na metaforika jasna, nemara zato, ker se
ne ustavi pri Buhlovi knjigi: »Poziral sem Buhlov Nanga Parbat, Tri
zadnje probleme Alp, Kugyja, Herzogovo Annapurno, in te knjige so
me popolnoma zastrupile. Preselil sem se v kozo junakov, ki so za ceno
svojih Zivljenj osvajali prepadne stene in najvisje gore sveta. To je bilo
nekaj za mojo razburkano duso. Spraseval sem, kako in kaj in pot me je
privedla na alpinisti¢ni odsek.« (Zaplotnik 13)

Po Zaplotniku in Gro$lju podobne samodiagnoze postavljajo e
dobitnik zlatega cepina po izboru obéinstva Pavle Kozjek, smucar z
vrha GaSerbruma I Iztok Tomazin, ¢lan t. i. postojnske cetverice (z
Bogdanom Bis¢akom, Radom Fabjanom in Igorjem Skamperletom)
Igor Mezgec in avtor treh prvenstvenih smeri v juzni steni Aconcague
Milan Romih. Z izjemo Kozjeka, ki ga v letih, ko je preizkusal svoje
»prve oprimke«, nobena druga knjiga ni pritegnila tako kakor Buhlova,
po kateri »je bilo vprasanj in ugibanja konec« (Kozjek 7), vsi navedejo
vsaj dve od $tirih knjig z Zaplotnikovega menija: »Le kdo od nas ni vsaj
enkrat prebral Herzogove 'Annapurne’, Buhlovega 'Nanga Parbata’,
Terrayevih 'Osvajalcev nekoristnega sveta' in $e nekaterih podobno
lepih knjig?«, svoje vrstnike sprasuje Tomazin (Tomazin 12); »Pot
v gore in stene so mi odprle knjige. [...] Kugy in Av¢in sta osebno
potrdila, da je v gorah Se lepse kot v otroskih sanjah. [...] Heckmair
in Buhl sta s stradljivimi prigodami v strmih stenah priprla vrata tudi
bolj junaskemu dozivljanju tega sveta, se spominja Mezgec (Mezgec
29); »V osnovni $oli in gimnaziji sem ogromno bral, najbolj so mi v
spominu ostale Buhlova Nanga Parbat, Anapurna Mauricea Herzoga
in Pretrgana naveza Antona Ingolica, pa Se precej drugih knjig. Njihove
zgodbe, dogodki, avanture so mi burkali domisljijo. Zacel sem sanja-
riti, da bi jaz tudi dozZivljal kaj tak$nega«, pa zapise Romih (Romih in
Steinbuch 19).
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Romih nadaljuje takole: »Nejéeva knjiga pa je morala vsakogar, ¢e je
bil navdusen za kaj takega, dobesedno izstreliti.« (Romih in Steinbuch
19) In res moramo le preskoditi nekaj strani v Stevilki Planinskega
vestnika, v kateri Romih to pise, pa naletimo na tale sklep neke reportaze
s smucanja z islandskih vulkanov: »Nejc Zaplotnik je pred leti v svoji
knjigi Pot lepo zapisal: 'Kdor is¢e cilj, bo ostal prazen, ko ga bo dosegel,
kdor pa najde pot, bo cilj vedno nosil v sebi'.« (Bradaskja 34) Zaplotnik
je to sicer zapisal v vezani besedi, kot sklepna verza (z mejo po »dosegel«)
na koncu prvega poglavja Poti (Zaplotnik 23), a proznega citata ne gre
zameriti piscu, ki sploh ni alpinist, ampak smucar. Med smucarji ta
verza pogosto prozaizira tudi Peter Prevc.* Smucarjema lahko dodamo
zgodovinarja alpinisti¢ne literature Bogtjana Savra® in Toma Virka,® med
samimi alpinisti pa lahko omenimo Zvonka Pozgaja, ki leta 1998 svojo
knjigo o navezi z dobitnikom zlatega cepina Vanjo Furlanom otvori s
toposom, ki sploh ve¢ ne potrebuje izrecne navezave na Poz: »Poti, ki sva
jih izbirala, niso bili le cilji, s katerimi bi se rada dokazovala, pa¢ pa poti,
ki nama jih je narekovalo Zivljenje.« (Pozgaj 10)

Kar pa zadeva splo$no bralstvo, se lahko vrnemo k Romihu, ki se
v nedavni knjigi Skozi trave oblakov takole spominja ugleda Poti med
splo$nim prebivalstvom: »Obicajni potniki za Frankfurt so z zacude-
njem opazovali vrvez, slisale so se besede: 'Himalajci, fantje gredo na
Himalajo, tisti tamle je Srauf, tale je Zaplotnik, saj ves, k'je je uno
dobro knjigo napisu.'« (Romih, Skozi 67)” Te priljubljenosti se zaveda

*»Pogosto citiram alpinista Nejca Zaplotnika, ki je zapisal, da bo tisti, ki is¢e cilj,
ostal prazen, ko ga bo nasel, tisti, ki mu je cilj potovanje, pa ga bo zmeraj nosil v srcu.
Zamislite si, da bi potem, ko si mesece in leta govoris, da 'Zelim postati svetovni prvak,
zelim postati svetovni prvak,' to zares postanete. Kaj boste poceli, ko se boste naslednji
dan prebudili?« (S. U.)

> »Alpinisti¢ne ekspedicije tako odkrivajo pot k cilju, kajti kot bi v tak$nem
idealisti¢cnem duhu dejal eden izmed najuspesnejsih slovenskih alpinistov zlate dobe
Nejc Zaplotnik (1981): kdor is¢e cilj, bo ostal prazen, ko ga bo dosegel, kdor pa najde
pot, bo cilj vedno nosil v sebi.« (Saver 86)

¢ »Tudi najpolnejse dozivetje lahko v ¢loveku pusti sled necesa $e neizpolnjenega,
presezek, ki je neodpravljiv in je zato strukturne narave, zato se alpinistova pot, e
parafraziram Zaplotnika, nikoli ne koncac, pravi Virk v pogovoru z AleSem Bjelce-
vi¢em in Miranom Hladnikom za Planinski vestnik (Virk idr. 18); takole pa pise o
prozi Evalda Flisarja: »Podobno kot, na primer, Pot Nejca Zaplotnika (v Zanru, ki od
Flisarjevega pisanja ni tako zelo oddaljen), se navezuje predvsem na tisto paradigmo
poti, ki je udejanjena v srednjeveskih viteskih romanih, kjer je vitezova pot kot iskanje
Grala bistvena prispodoba stremljenja po veénosti, nesmrtnosti, resnici, avtenti¢cnem
zivljenju.« (Virk 375)

7 Za splosno bralstvo ve¢ kot ocitno Romih pise tudi leta 1992, ko v knjiznem
prvencu Takrat me poéakaj, sonce (ki so ga ob izidu »primerjali s kultno Zaplotnikovo
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tudi novinar Zeljko Kozinc, ko leta 1998 izda knjigo o tem, kako je
Groselj izpolnil svojo obljubo ter Zaplotnikovo Zeno in otroke popeljal
k njegovemu grobu pod Manaslujem, pripoved pa preprede s citati iz
Poti, »uspesnice nad [...] uspes$nicamic, ki je »strpno, nezno napotilo
bralcem, da je pomembna le pot, ne cilj« (Kozinc idr. 15). Dve leti
zatem pa je Pot sprejeta $e v Solski kanon, kjer ji je posveéen temat-
ski sklop III. stopnje tekmovanja za Cankarjevo priznanje, naslov
sklopa — »Nasel sem pot« — pa povzema prav Zaplotnikov slavni distih
(gl. Kobal). Skratka, slovenska Achrtausend driiber und drunter ni samo
Nanga Parbat, ampak vsaj malo tudi Poz.

Najbolj priljubljenega stavka Pozi pa ne sreCujemo samo v intervjujih
v Planinskem vestniku (kjer jo poleg Romiha slavi tudi na primer Tadej
Golob),? pa¢ pa tudi v ameriski reviji Alpinist, kjer Marko Prezelj, eden
od dveh najpogostejsih prejemnikov zlatih cepinov doslej, poroca, da je
bila » Por skoraj nekaksna biblija za nas, mlade alpinistes, in sicer pred-
vsem zaradi Zaplotnikove interpretacije stare modrosti o poti kot cilju:
»To je bilo osrednje, klasi¢no sporocilo knjige, in ko sem knjigo prebral,
sem bil zastrupljen.« (Prezelj) Se ve¢, s citati iz Poti ni prepredena le
Kozinceva knjiga Pot k ofetu, temveé tudi knjiga Bernadette McDonald
Alpski bojevniki, ki je v izvirniku izsla pri uglednem ameriskem zaloz-
niku gorniskih knjig, Zaplotnik pa je v njej »¢lovek, ki je s svojo knjigo
povezal slovenske alpiniste« (McDonald 9). Skratka, Por ni le slovenska
Achttausend driiber und drunter, ampak vsaj malo tudi ameriska.

Pot v grafu

Vse to po svoje pove ze Groselj. V eni od $tirih knjig, v katerih Buhlovo
knjigo imenuje »biblija«, namre¢ nadaljuje takole: »Hermann Buhl
je imel tak vpliv na svetovni alpinizem, kot ga je imel pozneje le se
Reinhold Messner. V slovenskem prostoru pa bi mu ob bok lahko
postavili Nejca Zaplotnika.« (Groselj, 40 /et 74) Nam torej preostaja le,

da ta polozaj razlozimo.

Potjo«, gl. Romih in Bercko) takole opiSe Zaplotnika, ki ga je sre¢al v Chamonixu
po vrnitvi z vrha Eigerja v navezi z Matjazem Pecovnikom: »DeZevalo je, on pa bos,
brez deznika, dolgolas, z nepalsko torbico preko ramena, z zvitim samsonom v ustih
in polno vre¢ko hrane v rokah. Ze od dale¢ se smeji in nama &estita: "To pa je nekaj,
fanta — Eiger v enem dnevu.'« (Romih, Zazkrar 18)

8 »Glede slovenske gorniske literature — odras¢al sem ob klasikih. Prebral sem
knjige Vikija Groslja, Marjonovo Ledeno sonce, Sneg na zlati veji Igorja Skamperleta,
ki se mi $e danes zdi prava literatura, in seveda Nejéevo Por. Zaradi teh knjig sem bil
alpinist, Se preden sem se zacel z njim ukvarjati.« (Golob in Steinbuch 19)
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Polozaj, v katerem je vpliv Zaplotnikove knjige v slovenskem
prostoru primerljiv z vplivom Buhlove knjige v svetovnem (in torej
slovenskem) prostoru, lahko razloZimo, ¢e pokazemo na dolocen
postopek, ki Zaplotnikov tekst uravnava nemara bolj kakor katero koli
drugo slovensko alpinisti¢no avtobiografijo. Gre za postopek, po kate-
rem pripoved poteka kot izmeni¢no zapisovanje in brisanje lo¢nice med
horizontalno in vertikalno potjo. Ce se v sedemdesetih letih 20. stoletja
namenimo plezat na himalajski osemtiso¢ak iz Slovenije, je visinska
pot (vzpon) le nekaks$na ponovitev ravninske poti (potovanja). In ker
je v tem primeru ze dostop do osemtisocaka tako kompleksen kakor
vzpon nanj, je celotna sintagma visinske in ravninske poti (pespoti)
zgolj nekaksna predhodnica metafori¢ne poti (Zivljenja). Pot v Posi je
potemtakem horizontalno (ravninsko) potovanje in vertikalni (visin-
ski) vzpon, oba skupaj pa sta horizontalna (sintagmatska) pespot in
vertikalna (paradigmatska) pot, ki retroaktivno osmislja celoto pespoti
kot zivljenjsko pot. Razlikovanje med horizontalo in vertikalo je zdaj
neizbezno, zdaj odvec¢no, izmenjava med tem razlikovanjem in nerazli-
kovanjem pa proizvede Poz.’

Pot so torej Stiri poti. Prvi¢, ravninska pot do baznega tabora
Everesta — ki ga Zaplotnik leta 1979, dve leti pred izidom Poti, skupaj z
Andrejem Stremfljem, danes prejemnikom zlatega cepina za Zivljenjsko
delo, prepleza po prvenstveni, $e danes najtezji smeri — obsega logi-
sti¢no in telesno skrajno naporen pristopni mars, a tudi vse visinske
vzpone od Grintovca in Stenarja prek Kilimandzara in El Capitana do
prvenstvenih smeri na osemtiso¢aka Makalu in Gaserbrum I. Drugic,
visinska pot je v primeru Everesta — kjer je visina najizrazitejsa in kjer
tudi pripoved v Pozi doseze nekaksen vrh — le realizacija ravninske poti,
ki se je zacela ze pred otroskim vzponom na Grintovec. Tretja pot je
sintagmatski niz vseh teh dobesednih pespoti. Cetrta pot je metafori¢na
zivljenjska pot, paradigma, ki v odsotnosti, onstran vseh pespoti, osmi-
$lja njihovo sintagmatsko nizanje.

Dialektika horizontalnega (ravninskega, sintagmatskega) in vertikal-
nega (viSinskega, paradigmatskega) zadeva tudi skrajne konce teh poti.
Ce pot vodi od druzinskega doma na Vzhod, tamkajsnji domacini posta-
nejo nova druzina, bazni tabor pa novi dom, od koder pot na vrh postane

? »Ker se je nase dobe polotila selektivna in kolektivna amnezija, navajam refe-
rence, pise Mladen Dolar (Dolar 29, op. 5) leta 2003, preden navede enega klasi¢nih
spisov Romana Jakobsona. Ker dve desetletji pozneje ne kaze ni¢ bolje, velja tudi na
tem mestu napotiti na Jakobsonov spis o paradigmatskosti metafore in sintagmatskosti
metonimije ter o njuni relevantnosti za teorijo umetnine: gl. Jakobson. (Vprasanje, ali
je Pot umetnina, pus¢amo ob strani.)
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pot na novi Vzhod. Se pravi, vertikalna pot od baznega tabora proti vrhu
gore, paradigma pripovedi, je upovedana v sintagmatski sekvenci, ki
vkljucuje horizontalno pot od doma proti goram na Vzhodu: paradigmat-
ski vzpon sloni na sintagmatskem potovanju na vzhod. Na obeh skrajnih
koncih tega potovanja dom metonimi¢no predstavljajo domaci, Vzhod
pa domacini. Na drugi strani pa bazni tabor in vrh, skrajna konca paradi-
gmatskega vzpona, metafori¢no predstavljata dom in Vzhod: dom, proji-
ciran s sintagmatske na paradigmatsko pot, je zamenjan za bazni tabor
kot nekaksen drugi dom, medtem ko Vzhod, ki je cilj, postane izhodisce
vzpona na vrh kot pravi Vzhod. Potovanje vodi od doma k drugemu
domu, vzpon pa se za¢tne na Vzhodu in meri na pravi Vzhod. Ta mini-
malna matrica iz peséice opozicij — dom (domaci) / Vzhod (domacini),
bazni tabor (dom') / vrh (Vzhod') — in njihove projekcije vzdolz opozi-
cije sintagma/paradigma nam nemara lahko sluzi kot podlaga tipologije
kronotopa v alpinisti¢ni literaturi glede na to, kateri od elementov teh
opozicij prevladuje v doloceni pripovedi.'” Vsekakor pa lahko z njim
ponazorimo kronotop Poti, ki je, kot receno, ravno vpeljava in obenem
problematizacija vsch teh elementov in njihovih medsebojnih razmerij.

vrh / Vzhod
Vv P
E A
R R
T A
I D
K |
A G
L M
A A
HORIZONTALA
dom Vzhod | bazni tabor
domaci domacini | dom'
SINTAGMA

Slika 1: Graf kronotopa Poti Nejca Zaplotnika

1 Kolektivno amnezijo, ki je, kot smo videli, zadela jakobsonovsko semiotiko, je
v precejsnji meri zakrivila moda sklicevanja na kriti¢nega sopotnika semiotike Mihaila
Bahtina. A tudi ta moda je Ze zdavnaj minila, zato naj poleg Jakobsona vendarle nave-
demo $e Bahtina, vsaj ko omenjamo njegovo konceptualizacijo romanesknega krono-
topa: gl. Bahtin. (Vprasanje, ali je Poz besedilo z romanesknim kronotopom, pus¢amo
ob strani, kamor smo v zvezi z Jakobsonom odlozili tudi vprasanje, ali je Por umetnina.)
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Ta navzocnost celotnega zanra v enem od njegovih primerkov ozi-
roma ta realizacija strukture alpinisti¢nih tekstov v tekstu Poti je torej
mozna razlaga za to, da je Zaplotnikova knjiga v slovenskem kontekstu
enako prelomna kakor Buhlova v svetovnem. To sicer ne pomeni, da
zgornji graf v celoti velja tudi za Buhlovo knjigo. Res pa se ze prva
tocka na grafu, dom, v obeh realizira zelo podobno. Tako Buhlov
kakor Zaplotnikov protagonist dom defamiliarizirata najprej z gle-
dis¢a telesne Sibkosti in nato s staliS¢a umske moci. Podobno kakor
Buhl Ze v drugem odstavku Nanga Parbata pise, da je bil kot otrok
tako »nezen in droban« (Buhl 19), da je $el v olo leto pozneje kakor
vrstniki, Zaplotnik v tretjem odstavku Pozi pise o tem, da je v otrostvu
bolehal za celiakijo in sklepno revmo, »neodporen, ves zanikrn, [...]
suh kot kost, le trebuh je bil napihnjen in bel, kakor pri mrtvi ribi, ki
jo obrne na hrbet« (Zaplotnik 8). In tako kakor Buhl pise, da so bili pri
sedemnajstih letih njegovi najzvestejsi vecerni tovarisi »[a]lpinisti¢ne
knjige, revije, opisi tur, slike tujih gora, ki razvnamejo domisljijo«
(Buhl 36), je Zaplotnik v teh letih, kot smo Ze videli, »[pJoziral [...]
Buhlov Nanga Parbat, Tri zadnje probleme Alp, Kugyja, Herzogovo
Annapurno« (Zaplotnik 13).

Bolehnost tako vodi v branje, branje v alpinizem, ta pa na pot od
doma in iskanje pravega doma. V ¢asu, ko Zaplotnik pleza »$e bolj po
alpinisti¢nih revijah in knjigah, kakor po stenah« (Zaplotnik 143-144),
je ta pot sicer Se razmeroma polozna: »Da bi si opomogel od bolezni
in da bi bila ena la¢na usta manj doma, sem vse pocitnice, od prvega
razreda dalje, prezivel pri bratrancu, na veliki Suhadolnikovi kmetiji
pod Grintavcem. Tu je bil moj pravi dom, zgodilo se je celo, da sem v
novoletnih pocitnicah, ko je oce zelel, da jih prezivimo skupaj, pobeg-
nil od doma.« (9) Pozneje pa se pot postavi pokonci: »Pricetki mojega
alpinizma so bili sila romanti¢ni. Gore so bile moj dom, v njih sem se
pocutil varnega, le tu sem ob¢util, da sem gospodar polozaja. V dolini
so me vodili trenutki, kakor so pa¢ prihajali in odhajali, poéeti sem
moral stvari, ki so jih ljudje od mene zahtevali in pricakovali, gore pa
so bile brezmejne, kakor so bile brezmejne moje sanje«, pravi Zaplotnik
(14-15) in dodaja: »Meni so gore vedno dajale tisto, kar so ljudje v
mestih ze davno izgubili, postal sem del okolja, v katerega sem zahajal.«
(15) Romanti¢ni zacetki sicer dobijo nadaljevanje, ki pa ni ni¢ kaj reali-
sti¢no: »Cutim, kakor da nisem od tega sveta, kakor da lebdim visoko
nad Zemljo, pripet v mrezo svojih hotenj, da se razblinjam, kakor zarki
hrepenenja, ki divja v srcu. Tam dale¢ spodaj v temni dolini, nekje v
senci visokih gora, pa se koncuje zadnji letnik gimnazije. Ne razmi$ljam
ve¢, ali bom konéal uspesno ali ne, vse preveé poti je Se pred menoj.« (43)
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Po preplezanem Kilimandzaru in odsluzenem vojaskem roku pa
Zaplotnik takole pise o svojem prvem soplezalcu: »Ko sem prisel od
vojakov, je Tone preve¢ pridno $tudiral, da bi $e imel ¢as za vrhunski
alpinizem. Mene je pot zanesla na najvisje vrhove sveta, Tone pa si je
ustvaril veliko druzino. Tudi jaz jo imam, toda sam sem kot volk, ki se
ga ne da prikleniti, lahko ga le pokoncas.« (68)

Gore so torej dom, kraj, kjer v najtezjih trenutkih, na primer v noci
pred naskokom na vrh Makaluja, razmislja o domacih, predvsem o
zeni Mojci, ki ji je Pot tudi posvecena, in o otrocih (gl. Zaplotnik 5,
97), o katerih se med odpravo pogovarja tudi s soplezalcem Tomazem
Jamnikom, prav tako druzinskim o¢etom (gl. Zaplotnik 98), ki je danes
Moj¢in moz. V jeziku najbolj znanega odlomka Poti, verzov o poti in
cilju, bi lahko rekli, da Zaplotnik prav z gledis¢a domacih, zlasti otrok,
v svojem gorskem domu prepozna pot onstran cilja. Tako na primer
o ¢asu po osvojitvi Gaserbruma I pise takole: »Pot se je spuscala naglo
navzdol, Ceprav se je krivulja uspehov $e vedno dvigala. Tura je postala
enaka turi, delal sem kakor dobro namazan stroj, ki pa tol¢e tudi v
prazno, ¢e ga nihce ne ustavi. In tako se je moje kolesje vse bolj vrtelo
v prazno, dokler me niso otroci spomnili, da $e pojejo ptice v gozdu.«
(Zaplotnik 152) Ko v svoj dom sprejme svoje otroke, v svojem drugem
domu postane sam otrok: »Spoznal sem, da nisem jaz spocel otrok,
ampak otroci mene. Spoznal sem, da so prinesli neko vrednoto v moje
zivljenje, ki je prej nisem poznal ali priznal. Pot bo ostala, kakr$na je,
v svojih nestetih oblikah, ne bo blazila klancev, ne bo nizala vrhov, ne
gradila mostov prek sotesk, vijugala se bo kakor prej, le slike ob poti
postajajo polne in jasne.« (152-153)

Pot se mu potemtakem kot pravi dom razkrije tedaj, ko se nanjo
ozre z gledis¢a domacih. Kot tak$na pa se mu razkrije tudi z gledisca,
nasprotnega gledis¢u enega od domacinov. Ko mu namre¢ med odpravo
na Everest sirdar odprave Ang Pu rece, da je zavrnil poro¢no ponudbo
iz Zdruzenih drzav, saj nekaj velja le doma, Zaplotnika presine misel,
ki jo Groselj Se leta 2009 navede v eni svojih knjig (Groselj, Everest
35), namre¢: »Jaz pa sem vse bolj resni¢ni Nejc le $e v tvoji domovini,
v svoji pa postajam bog ve kaj.« (Zaplotnik 173) In ko nekaj dni zatem
Ang Pu po vrnitvi z Everesta omahne v smrt in odprava obis¢e njegove
star$e, dajo ti Zaplotniku tibetansko kato za sretno pot domov, ta pa
se darila spominja takole: »Bela kata, ki mi jo je dal zguban mozi¢ek
okrog vratu, me je privezala na vaso lepo dezelo. Za veénol« (186) In
res poglavju o Everestu sledi samo $e poglavje o tem, kako Zaplotnik
nepalske domacine uéi plezanja v Soli, ki jo je po vecletnih pripra-
vah Jugoslavija v letu nesrece sirdarja Zaplotnikove odprave odprla v

73



PKn, letnik 45, 3t. 1, Ljubljana, maj 2022

74

Nepalu prav zato, da do taksnih nesre¢ ne bi ve¢ prihajalo. Kakor je v
prvem poglavju Zaplotnik otrok, ki v gorah spoznava svoj pravi dom, v
zadnjem poglavju domacini v Nepalu spoznavajo domace gore v $oli, v
kateri poucuje Zaplotnik.

A medtem ko on domacine uéi plezati, oni njega udijo Ziveti:
»Marsikaj so me naucili ljudje, ki se na ¢isto drugem koncu sveta pehajo
za pest riza in za borno, na pol podrto streho nad glavo. Naucili so me
¢akati na ljubezen in ljubiti ¢akanje, ki je lepse od dejanja samegac,
zapiSe v poglavju o Everestu (Zaplotnik 161). Kot smo delno Ze videl,
vir tega nauka Virk ob branju Zaplotnika s Flisarjem najde tako v vite-
skih romanih in drugih tipih evropskega razvojnega romana kakor v
budizmu in drugih filozofijah indijske podceline; Zaplotnikova Poz in
Flisarjev Carovnikov vajenec naj bi ponudila nekakino postmoderni-
sti¢no aktualizacijo obeh pred-razsvetljenskih tradicij (Virk 375). Prav
ta nauk o prvenstvu produkcije pred produktom pa seveda udita tudi ze
veckrat omenjena verza o poti in cilju. A ta verza sta najslavnejsi odlomek
slovenske alpinisti¢ne literature tudi zato, ker verzificirata najslavnejso
izjavo slovenskega alpinizma samega, namre¢ tole Zaplotnikovo javljanje
vodji odprave z vrha Everesta: »Sediva pri kitajski piramidi, pa ne veva
kaj bil« (Zaplotnik 178) Ko Zaplotnik skupaj z Andrejem Stremfljem
kot prva jugoslovanska naveza stoji na najvisjem vrhu sveta poleg kitaj-
ske kovinske konstrukcije, orientalisticno poimenovane kitajska pira-
mida, se svoje izjave sploh ne zave in prav tako ne ve, da bo v baznem
taboru ob poslusanju posnetka javljanja v njej prepoznal smisel svojega
zivljenja: »Sele kasneje v bazi, ko sem poslusal najin pogovor s Tonetom,
sem zvedel za te svoje besede. S temi besedami, ko nisem niti najman;j
vedel, kaj govorim, se je izrazilo bistvo in smisel vsega mojega pocetja,
alpinizma in smisel vsega mojega Zivljenja. Smisla ni, cilja ni, le ve¢na
pot je v meni, pot in postaje ob njej.« (180) Smisel je v tem, da smisla
ni — to je nauk, ki ga Zaplotnik na pristopnih marsih do himalajskih
baznih taborov v praksi srecuje, na vrhu najvisje himalajske gore izrece,
v baznem taboru pod goro pa prepozna.

Pot v biografiji

V Poti se torej ravna pot postavi pokonci, zato da bi se z visine poka-
zal njen smisel, ki pa je dostopen prav po njeni zaslugi. To velja za
kronotop Poti kot celote, kjer je vsako poglavje korak k poglavju o
najvisji gori. A to velja tudi za vsako poglavje posebej, saj prozno pri-
poved na koncu vsakega poglavja osmisli bodisi lirska pesem bodisi
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njena pomenljiva odsotnost na mestu, kjer jo pri¢akujemo in kjer jo
nadomesca prozni odstavek o vracanju iz gora domov.

Ta dialektika horizontalne in vertikalne poti pa se ne konca s
koncem Poti. Spomladi 1983, dve leti po izidu knjige, Zaplotnik v
baznem taboru pod Manaslujem piSe svojo prvo Casopisno reportazo
in svoj prvi roman. Reportazo nameni svoji najnovejsi visinski poti,
po kateri namerava osvojiti Ze svoj Cetrti osemtisocak po prvenstveni
smeri; roman, nasprotno, nameni zgodbi o dijaku in obenem ucite-
lju, Zive¢em v ravninskem kraju, katerega prototip lahko prepoznamo v
Kranju, Zaplotnikovem rojstnem kraju. Toda reportazni tekst o verti-
kalni poti na Manaslu nastaja tako reko¢ horizontalno, sintagmatsko,
kot reportaza, ki sproti, po delih, izhaja v tedniku 7eleks; in nasprotno,
romaneskni tekst o horizontalnih poteh Petra Simsna, kakor je ime
naslovnemu liku, je dejansko roman, ki kot taksen nastaja tako reko¢
vertikalno, kot osvetlitev doloc¢ene zgodbe z razli¢nih visin, s katerih
zgodbo komentirajo razli¢ni pripovedovalci.

Razmerje med horizontalno reportazno pripovedjo o vertikalni poti
Nejca Zaplotnika in vertikalno romaneskno pripovedjo o horizontalni
poti Petra Simsna nemara najlaze ponazorimo z odlomkoma, v katerih
teksta opisujeta svojega protagonista. V zadnjem delu reportaze, naslo-
vljenem »'Zenske hlatke ne sodijo med molilne zastavice!'s, je bilo v
Teleksu mogoce brati takole:

Mnogi si predstavljajo alpiniste kot zagrizene ljubitelje ledu, mraza in vihar-
jev, toda to sploh ni tako. V mrzlih noceh sanjam o topli jadranski obali, v
jutrih, ko ti $e pogled zmrzuje na strmih ostenjih Manasluja in se z otrplimi
prsti navezujem na zaledenelo plezalno vrv, bi najraje podrl Sotore in odhitel
za soncem. Toda nemogoce je opustiti cilje in dolznosti, ki si jih sam zastavis.
(Nav. po Raztresen in Zaplotnik 227)

Odlomek naniza predstavo o alpinistih in alpinistovo nasprotujoco
samopredstavo, oboje pa vodi v dolo¢eno predstavo o Zaplotniku.
Takole pa tovrstno zlozno napredovanje predstav zaplete roman:

Zuborenje vode v strani$¢u je Petra obudilo v resni¢nost. Olajsanje, ki ga je
zacutil v mehurju, ga je toliko opogumilo, da je vstopil v kad in se oprhal. Po
tednu dni se je zopet oprhal, namilil, obril svoje redke svetle kocine, ocistil
zobe in sploh naredil iz sebe '¢loveka', kakr$nega vsi pri¢akujejo: saj je vendar
pameten ... prijeten ... spodoben ... delaven ... priden v $oli ... tako sliko
so si ustvarili o meni in ta slika Zivi v njih in ne morem je spremeniti, ker Ze
zivi, neodvisna od mene, in ¢e me bodo $e dolgo videli takega, bo vse skupaj
$e postalo resnica. (Nav. po Kozinc idr. 40)
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V tem odlomku Petra Simsna v vsega nekaj stavkih predstavijo
najprej vsevedni pripovedovalec, ki neprizadeto poroc¢a o njegovih
higienskih navadah, nato »vsi«, ki o njem govorijo z besedami, kot
so »pametens, »prijetenc, »spodoben, »delaven« in »priden v Solic,
nazadnje pa $e prvoosebni pripovedovalec, ki svoje higienske navade
prilagaja tem besedam in tesnobno ugotavlja, da bodo besede na ta
nacin $e postale »resnicac.

Razmerje, ki se je v Poti vzpostavljalo med ravninsko in visinsko
potjo, med dobesedno in preneseno potjo, med domom in Vzhodom,
med domacimi in domacini, med baznim taborom in vrhom ter med
pravim domom in pravim Vzhodom, se tako po Pori izrisuje med repor-
tazo za Teleks in romanom Peter Simsen, znotraj njiju pa med sinta-
gmatsko pripovedjo in paradigmatsko potjo oziroma med paradigmat-
sko pripovedjo in sintagmatsko potjo. In kakor prve strani Poz, kjer
beremo o bolehnem fanticu, ki pozira knjige o gorniskih junakih, tudi
usoda reportaze in romana, ki nastajata po izidu Poti, Zaplotnika druzi
z Buhlom: kakor njegov mladostni vzornik tudi Zaplotnik le nekaj let
po izidu svoje prve knjige izgubi Zivljenje v gorah. Spomladi 1983 Nejc
Zaplotnik ostane pod Manaslujem in namesto romanesknega in novi-
narskega prvenca, ki naj bi nam priblizala Zivljenje in misli avtorja Pozi,
dobimo zadnje zapise enega najboljsih alpinistov svojega ¢asa in enega
najbolj branih avtorjev naSega prostora.
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Mountaineering Autobiography in One Graph: The
Case of Nejc Zaplotnik
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Zaplotnik, Nejc: Por [ autobiography / chronotope / Buhl, Hermann

The article discusses Pot (7he Path), a book published by Slovenian mountain
climber Nejc Zaplotnik in 1981, against the backdrop of the canon of moun-
taineering autobiography, a graph of the genre proposed for the occasion, and
Zaplotnik’s biography. It demonstrates the canonical status of the book by
assembling the references to Por in other books in the same genre and by
listing the quotations of a certain passage from Por by mountaineering books
and their critiques and analyses. The central place of Zaplotnik’s book within
Slovenian mountaineering literature, which is not unlike the place Hermann
Buhl's Achttausend dritber und drunter (Nanga Parbat Pilgrimage) occupies
on the global scale, is accounted for by the fact that the chronotope of Por
enacts the entire narrative structure of its genre. In the article, this structure
is reconstructed by a graph based in the opposition between vertical (paradig-
matic, metaphorical) and horizontal (syntagmatic, metonymical) paths. This
structure is then also discovered in the biography of Nejc Zaplotnik, who,
following the publication of Poz, started to write a featured travelogue for the
weekly Zeleks and a novel titled Peter Simsen, texts the relationship between
(and within) which is also governed by the structure that opposes the vertical
path to the horizontal one.
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This article looks at Polish mountaineering literature in the context of modernist
aesthetics. Selected extracts from nineteenth-century travel writing are presented in
which the essence of one’s experience of mountains is associated with the sublime.
The article then explores the emergence of a new type of climbing sensibility and
its literary representation on the basis of twentieth-century mountaineering fexts
that show the inefficiency of earlier forms of the sublime. Polish mountaineers
gradually developed a new language that allowed them o specify the experience
of vertical space. The aesthetics of the haptic sublime, which was born of the clash
of the literary discourse with the concreteness of the climbing experience, resolved
the problem of satisfactory expression and introduced new narrative patterns.

It placed the climbing experience in a new conceptual framework, deriving its
unique character from the contradictions of modern culture. It also showed

the autolelic character of climbing and constituted mountaineering literature

as a type of narrative that is autonomous with regard to other kinds of travel
narratives.

Keywords: literature and alpinism / Polish literature / mountaineering literature /
modernism / the sublime / travel writing

Mountaineering literature is a phenomenon that appeared relatively
late in Polish culture, namely in the late nineteenth century, and in-
cludes both documentary non-fiction and narrative fiction related to
mountains and mountaineering. Since then, the topic of mountains
has become ever more popular due to the changes in the notion of
mountain landscape that have resulted from a gradual development
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of mountain tourism and the culture of health resorts. The turn of
the century brought new ways of perceiving mountainous areas, which
were then used and modified in various narratives and discourses on
travel, climbing, tourism, and alpinism (see Hennel; Kolbuszewski,
Gdry 239-264). Although this new interest in mountaineering narra-
tives is associated with the post-war period as well as with Polish expe-
ditions in the Alps, Jerzy Kukuczka’s achievements in the Himalaya,
and the Himalayan winter climbs of the 1970s and ’80s, a specific
mountain culture developed as early as the late nineteenth century.
Within this framework, diverse mountain experiences have been put
on paper, preserved, transformed, and conceptualized, to a large extent
independently of previous, pre-modern thought patterns related to the
relationship between humans and the mountains.

In Western cultures, the perception of mountains has undergone a
radical change under the influence of modern thought and its demy-
thologization of once horrifying mountains, now instrumentalized in
new, often contradictory ways. The French Revolution was preceded
by the conquest of Mont Blanc, whose discovery became the creation
myth of alpine mountaineering and also a part of the narrative of moder-
nity (see Hansen 33). In the Polish context, analogous transformations
occurred somewhat later and were spread over time, making them less
apparent than, say, the British experience (see Bainbridge, “Writing”).
A crucial manifestation of the taming of the mountains was the cultural
and scientific activity of geographers, naturalists, writers, tourists, and
climbers who, beginning in the early nineteenth century, regularly vis-
ited the Tatra Mountains, the only mountain range in Poland with an
alpine character (see Roszkowska, Taternictwo 46—120).

On a symbolic level, the exploration of the Tatras, the later Polish
equivalent of the Alps and a modern model of the mountaineering
playground (see Anderson 99-138), begins with the publication of the
book O ziemiorddztwie Karpatéw i innych gor i réwnin Polski (On the
Earth-Forming of the Carpathian Mountains and Other Mountains and
Lowlands of Poland), written in 1815 by the Enlightenment rationalist
Stanistaw Staszic (see Kolbuszewski, Literatura 147-171). Three years
later, the poet Antoni Malczewski climbed Mont Blanc (see Kurczab
30-36; Roszkowska, Taternictwo 250—251), but his account of the
climb did not significantly impact the perception of mountains in
Polish literature (see Kolbuszewski, Gdry 134-136). Staszic’s previous
work on the Tatras is viewed as the introduction of a new approach
to mountains, one matching the standards established by Horace-

Bénédict de Saussure’s Voyages dans les Alpes (Voyages in the Alps).
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From today’s perspective, it should be said that in his book,
Staszic, who valued a rationalist approach based on empirical research
(Matuszyk, U zrddet 68), relied on popular science to describe an
unknown mountainous area. He provided essential information in a
clear and accurate manner which enabled his readers to broaden their
knowledge on the mountains. Initially an object of natural sciences and
ethnography, the Tatras became an important part of cultural heri-
tage and a source of national identity (see Kolbuszewski, 7azry 34-35).
Owing to Staszic’s work, “mountains knocked on the door of Polish
culture, manifesting themselves [...] as both the heart of the commu-
nity and a completely different realm” (Pacukiewicz, “Warstwy” 78).
Staszic’s occasional aesthetic appraisals of the Tatras were also a source
of a Polish ideology of mountaineering (see Matuszyk, U Zrddet 152—
155). As shown by Andrzej Matuszyk, there is a close link between
Staszic’s portrayal of the Tatras and the categories of the sublime in
Edmund Burke and Immanuel Kant (Matuszyk, U Zrddet 107-155).
The narrative persona is immersed in the landscape of the Tatras,
notices its vastness, and pays attention to details such as the shape and
texture of the rocks. He suffers the horror resulting from the danger of
high altitudes, experiences the vastness and magnificence of the moun-
tains, feels the power and immensity of space, which he admires as he
senses his own insignificance before returning to the reality that awaits
outside that space (see Matuszyk, Humanistyczne 109-111). According
to Matuszyk, Staszic, as a kind of climber avant la lettre, comes surpris-
ingly close to later accounts by high-mountain tourists and mountain-
eers in the Tatras. Staszic inserts narrative passages into his scientific
treatise, evoking the sublime in his accounts of reaching the summits
of Krywan, Lomnica, and Kotowy. In this regard, Staszic represents a
surprisingly modern way of thinking: he is aware that the mountains
are radically different from the lowlands, a dissimilarity that cannot be
expressed without showing how people experience high altitudes, what
they are capable of seeing, and what physical condition they are in. The
verticality of the landscape and the record of motion are intrinsic ele-
ments of Staszic’s story, without which a discovery of the Tatras would
be incomplete, if not impossible. “In Latourian terms, the experience
of mountaineering accounts for both a purification and a translation of
the landscape, which thereby undergoes transformation.” (Pacukiewicz,
“Warstwy” 80) In this sense, in Staszic’s discourse, the description
of a landscape seen from a mountain pass or a summit is related to
the depiction of the sublime corresponding to concepts from around

1800 (see Boman 811-817; Frydryczak 78-114). It has become a
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fundamental cognitive and aesthetic pattern, allowing for the depiction
of the Tatras and the core of the experience of the mountains.

Initially, the Tatras attracted the Romantics who, following Staszic’s
example, travelled to this exotic and unusual region, even though
not as visibly as in the case of British Romanticism (see Bainbridge,
“Romantic”). Romantic texts, focusing mainly on descriptions of
mountain landscapes, helped popularize the Tatras (see Kolbuszewski,
Tatry 235). The next generation of writers explored the Tatras more
intensely and introduced new components into the Romantic view of
the mountains. This resulted in new literary and para-literary narra-
tives but also in the first professional tourist guidebooks. The Romantic
travel text as a narrative genre was gradually transformed into mod-
ern travel reportage (see Kolbuszewski, 7azry 239). Romantic curios-
ity about unusual landscapes gave way to (high) mountain tourism
and scientific activities. The mountains gradually became an object of
not only contemplation and landscape description, but also utilitarian
endeavors and leisure activities such as hikes, trips, and climbs. This
was accompanied by the establishment of tourist, ethnographic, out-
door, and eventually mountaineering organizations in the Tatras and
elsewhere which gradually systematized and institutionalized human
interaction with the mountains through legal acts and regulations but
also through periodical literature, meetings, and lectures.

One event that particularly influenced the perception of mountains
in European mountaineering literature was the successful ascent of the
last unconquered Alpine summit, the Matterhorn, in the second half of
the nineteenth century (see McNee 16-17). Not accidentally, the most
important figures in mountaineering literature of that epoch, Edward
Whymper, Leslie Stephen, and John Tyndall, all published their
respective accounts in the second half of the 1870s, thereby opening a
new era in mountaineering history and its literary representations (see
Reidy). At the same time, a new generation of climbers directed their
attention to new climbing challenges in the Alps and subsequently to
high mountains beyond Europe, which in some way linked their climb-
ing and literary activity to the pretense of imperial control maintained
by the West (see Bayers). In Poland, one event that influenced moun-
taineering and its narration, albeit on a smaller scale, was the conquest
of Ostry Szczyt in the Tatras in 1902, which, like the Matterhorn, was
considered unreachable at the time. This event opened new climbing
possibilities, following the model of British and European mountain-
eering (see Kolbuszewski, Gdry 262-263; Roszkowska, Taternictwo
100-120). Around the same time, the nature of mountaineering and
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the role of mountain guides began to be perceived differently: climb-
ing came to be seen as a sports activity, and climbers gradually ceased
to rely on local guides (see Roszkowska, “The Alpine” 9-10). In the
Polish context, a colonial attitude toward local mountain communi-
ties, especially local mountain guides, is not documented. The transfor-
mation of tourists into independent climbers is manifested gradually
in subsequent mountain narratives. It is accompanied by a change in
the use of narrative devices and descriptions of touristic and climb-
ing experiences. At the same time, at the level of the individual text,
one can observe both a conceptual movement that demonstrates these
changes and well-tried aesthetic solutions that do not allow for innova-
tive depictions of climbing or the landscape itself.

Accounts of authentic experiences gained on mountain trips, and
then climbs in the Tatras, published since the late nineteenth century,
created a very broad spectrum of texts situated on the border between
the genres of literary narrative, documentary narrative, journalism, and
science (see Stepieri 93—94). Notwithstanding their diversity, one can
discern in them the emergence of a new sensibility and a new aesthetic,
one aimed at expressing the unique character of communing with
mountain landscapes, which, since Staszic’s time, has been streaked
with certain forms of the sublime (see Pacukiewicz, “‘Inaccessible
Background”).

Na przeleczy. Wrazenia i obrazy z Tatr (On the Mountain Pass:
Impressions and Images from the Tatras), a book by Stanistaw Witkiewicz
published in 1889-1890, is located between two epochs. Witkiewicz
used post-Romantic notions of the mountains, but he also perceived
mountains in the context of early modernism, including the fin-de-
siécle period (see Kolbuszewski, Literatura 375-395). The author heads
to the mountains, goes on trips, and experiences the rocky areas, over-
dramatizing their grimness and horror. He narrates the events in a sur-
prisingly anachronistic way, to a large extent consistent with the codes
of the late Romantic period, which tended to discern the extraordinary
in the mountains, including metaphysical aspects of reality. Although
some modernist elements occur within the narrative—combining real-
istic, even naturalistic description with impressionist techniques, which
sometimes brings Witkacy closer to the climber’s perspective—the
self-registering sensations ultimately remain outside the landscape. It
is clearly seen when the narrator observes one of the most characteris-
tic peaks in the Tatras, Giewont, from a distance: “Giewont is in the
glare of the brightly shining midday sun [...]. [TThe jagged contours of
the ridge, touched by streaks of sunlight, are increasingly blurred and
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softened; wild and steep walls of the hollows absorb water vapor from
the air; dark forests are glistening with silver streaks, drizzling with
blue, faint shadows—today, the entire mountainous area, usually so
wild and inaccessible, is gentle and kind.” (Witkiewicz 58)

Similarly, the view from the Zawrat peak is mainly a description of
the play of light, and the mountains—devoid of grimness and wild-
ness—serve as background for the magnificent spectacle of nature,
painting the landscape with sunrays (see Witkiewicz 153).

Undoubtedly, the most interesting passages of the book Na przefgczy
are the climbing parts that reveal the already mentioned aesthetic sen-
sibility of the climber, as the self is actively placed within a dynamic
landscape:

We were walking up the mountain, stopping at each of the progressively
higher floors of the granite edifice [...]. [T]he higher we were, the more pal-
pable was the sense of being suspended in the air. However, the wall of rock
we were approaching served as a shield, at least on one side. We are walking
along a slippery [...] slope, which is not that small in close-up [...], yet it
hangs over the throat of the couloir whose grey stony floor stretches from the
summit to the bottom of the valley [...]. We are following a path along the
base of a granite wall, on the brink of a precipice, and we are climbing up the
steep slope rising above the couloir. (Witkiewicz 230-231)

Sensuousness and kinesthetic imagery that appear in this passage,
used by Witkiewicz to express the perceptible horror, are subordi-
nated to passive visual perception which creates a “painterly qual-
ity” (Witkiewicz 162) reminiscent of the aesthetic category of the
picturesque (see Frydryczak 98-114). The sublime that appears in
Witkiewicz’s account is marked by the physical experience of the con-
creteness of the mountains (the evocative style of the description of
rock formations illuminated by sunlight), and yet the narrative persona
chooses a conventional, effusive expression. This becomes clear in the
description of the panorama from the summit or from the mountain
pass. This return to the well-tested patterns for the expression of the
sublime is surprising, if understandable. In his book, Witkiewicz pon-
ders the identity of the “taternik” (Witkiewicz 63—-69, 138). The word
itself had no precise meaning at the time; today used as a synonym
for the Tatra mountaineer, it referred to both a tourist and a climber.
Witkiewicz clearly defines the Tatra mountaineer as a climber, em-
phasizing the physical aspects and athletic character of mountaineering
(see Roszkowska, Tuaternictwo 129-132), but he excludes himself from
this definition. Hence, his construction of the sublime is in accordance
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with the pre-mountaineering notion of the relationship between man
and mountains.

In “Ze wspomnien o Widtach” (“Memories of Widty”), a short story
published in 1908, Roman Kordys passes a threshold that Witkiewicz
did not cross. Kordys’ notion of the sublime reflects a clear shift toward
a modern concept of mountaineering. The story places emphasis on
the importance of presenting the relationship between climbing and
the spiritual experience. At the beginning of the story, the narrative
persona confesses: “We were supposed to enter the unknown world of
crags and peaks that appeared strikingly inaccessible [...]. It made the
desire to take on challenges that seemed impossible even more intense,
and the urge to wrest the secrets of the majestic crags more ardent.”
(Kordys 71) The persona experiences intense emotional reactions to
the mountain which are obviously born of the climber’s sensibility
expressed through stylistic devices typical of early modernism. Kordys’
narrative re-enacts the connection between the physical features of the
climber’s body, vertical movement, and the mountain. Kordys treats
the climb itself instrumentally, as a prelude to another experience; the
essence of mountaineering is a spiritual experience that opens subjectiv-
ity to unparalleled transcendent experience and induces self-reflection.
Having reached the eastern summit of Widly, the narrator rhetorically
indicates the difhiculties in expressing his experiences: “It is humanly
impossible to depict the intensity of sensations and the depth of feel-
ings we were bursting with. We sat down quietly in silence to deco-
rously celebrate this shining moment in our lives.” (76) At the end of
the story, when the mountaineers manage to climb the ridge, Kordys
encapsulates the endeavor in a pompous and lofty tone, almost mak-
ing an apologia for human expansion across the world: “We wrested
the secrets of the summit of Widly. Feelings burned out forever, only
memories remained [...]. [A]nd so on and so forth, endlessly, higher
and higher, driven by the lofty and ardent desire to achieve unknown,
unreachable goals! Excelsior!” (85)

In his 1910 collection W Tatrach (In the Tatras), Kordys™ fellow
climber Mieczystaw Kartowicz deploys a similar strategy of defin-
ing one’s own subjectivity and a similar narrativization of climbing,.
Karlowicz undertakes high-mountain hikes accompanied by a guide,
but it is him who actually initiates escapades and selects relatively ambi-
tious goals. In a story about the ascent of Gerlach, the highest summit
of the Tatras, one can notice a subtle modification of the aesthetics of
the sublime. While Karlowicz is enjoying the panorama on the sum-
mit of Gerlach, his admiration of the aesthetic beauty of the menacing
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mountain landscape is accompanied by a suggestion that the peaks vis-
ible way off in the distance might become (or have already been) a goal
of other expeditions. The description is delivered by an active narra-
tive persona who shares his satisfaction at being surrounded by unique
space, at such high altitude where, for a brief moment, a human being
is higher than the giant peaks of the Tatras:

What a view! [...] [H]ere I felt that I was up at the top of the Tatras: I saw the
horizon line circled around me. In front of me Vysoka bowed its head, that
Vysoka, pristine and proud, which makes such an impression from the sum-
mit of Rysy. Behind it Rysy, also diminished, it does not dare to raise above
the horizon. Around, at the precipice and down below your feet, stretch the
Big Valley and the Batizovskd Valley. And what wonderful weather! [...] Here
the Krywa Mountain, the tall Krywan, for a long time considered the highest
peak in the Tatras, stretches its long arms. And over there, in the plains, cities
and towns with the roofs of churches. I stood there for a long time, looking
around. (Karlowicz 30)

The feeling of enthrallment evoked by the view after reaching the sum-
mit stems from a realization that only a skilled mountaineer can access
this landscape. In another text from his book, Kartowicz is more than
just a tourist collecting the views as he also reveals his knowledge of the
pragmatics of the climb, focusing on the issues related to efficient and
safe hiking through rocky surface: “We stepped on the rock for the first
time. Here I had the immediate feeling that Migguszowiecki does not
mean the same as Gartuchowski and that one can’t mess around with
that. Right after passing through the couloir, I felt a tingle slip up my
back at the sight of its smooth slippery walls [...]. I steadfastly climbed
over the steep rocky walls whose advantage was that the granite was
firm and that it had not let me down even once.” (36)

To a large extent, Kartowicz’s prose is situated at the transition
stage between early modernist accounts of mountain hikes and mod-
ern mountaineering literature. Throughout the book, Kartowicz draws
attention to the practical aspects of climbs, and his descriptions of the
landscape are enriched by visual and even tactile and kinesthetic ele-
ments. His expressions of the sublime resemble the then new aesthetics
of modern mountaineering literature: his experiences are undoubtedly
embedded in vertical movement.

In 1912, Ferdynand Goetel published a very important text in the
history of Polish mountaineering literature, titled Wycieczka—ijak si¢
o niej nie pisze (Excursion—How Not To Write About It). Goetel used
parody to sharply criticize the methods of recording summit climbs
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and hikes in the Tatras. He ridiculed the linguistic structure of those
records which remained largely under the influence of Romantic jour-
neys and depicted extraordinary impressions or sensations in accordance
with the literary style of post-Romantic modernism of the fin-de-siécle
period. Goetel managed to capture and ridicule the conventionality of
two complementary methods of expressing mountain experiences. He
laid bare the effusive emotionality that treated the mountain landscape
as a pretext and evinced excessive literariness in order to express spiri-
tual experiences evoked by the view, thereby diminishing the impor-
tance of the climb itself. Goetel describes the climax of a model account
of a mountain hike as follows:

The summit! The view—the feeling—I knew mountaineers who felt nothing
after having eaten something—but I've never known anyone who would feel
something after not having eaten [...]. It is necessary to have the desire to feel,
to be aware of your feelings, and to be proud of the fact that you have better,
deeper feelings than your neighbor. It is also important to mark the moment
at which the emotions are about to reach their maximum intensity, and at this
very moment it is advisable to close one’s eyes and hold one’s breath. Who-
ever fulfills all these conditions will experience the wonderful feeling of being
merged with nature, full of contempt toward people and the world—then
they can go ahead and write an article. Of all these conditions, I then man-
aged to fulfill only one—1I ate something—so it is no wonder that I now don’t
remember much about the moments spent on the summit. (Goetel 107)

Goetel also drew attention to the hermetic professionalism of the
climbing discourse, which seemingly aimed at achieving precision
and concreteness of the description of vertical movement through
the use of terms describing space (ridge, route, overhang, holder,
etc.), all borrowed from the climbing sociolect (107-108). This re-
sulted in tedious repetitions of simplified climbing route itineraries.
Goetel’s Wycieczka provided a clear indicator that the pool of nar-
rative and linguistic devices, which became rigid and inadequate in
modern climbing, has exhausted itself (see Pacukiewicz, “Literatura”
497-498). According to Jacek Kolbuszewski, the publication of
Wycieczka marked “the birth of modern mountaineering literature,
in which the very fact of undertaking a climb becomes far more im-
portant than any literary attempt to recount the mountaineering
experience” (Kolbuszewski, 7atry 471). It also indicates a concep-
tual transformation of the notion of the sublime, which appears as
a kind of grotesque anachronism in Goetel’s narrative. Goetel em-
phasizes the physical aspects of vertical movement, whose peculiar
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absoluteness does not allow for metaphysical reflections during the
climb or even ex post. Goetel also outlines the problem of the dia-
lectic between authenticity and the new concept of concrete experi-
ence embedded in a state of physical exhaustion. “As the suffering
body denied aesthetic pleasure [...] the mountaineers’” afflicted atten-
tion shifted slowly from the mountains into their own selves,” writes
Philipp Felsch of a process that started already with de Saussure atop
Mont Blanc (Felsch 347).

Goetel’s parody can be read as a clear manifestation of the grad-
ual development of a new sensitivity that Alan McNee defines as the
haptic sublime. According to McNee, “[t]he haptic sublime involves
an encounter with mountain landscapes in which the human subject
experiences close physical contact—sometimes painful and dangerous,
sometimes exhilarating and satisfying, but always involving some kind
of transcendent experience brought about through physical proximity
to rock faces, ice walls, or snow slopes” (McNee 151). Like the eigh-
teenth-century sublime, the haptic sublime is an aesthetics of overcom-
ing a threat or difficulty, but “its emphasis on the physical proximity of
the human subject to the object of sublime experience and its insistence
on the privileged status of the mountain climber [...] involve quite a
new type of subjectivity” (151).

The seismic shift in the conceptualization of climbing and climbing
narrative that occurred in the interwar period is at work in Wiestaw
Stanistawski’s short story from 1930, titled “Zrobilismy Mata Sniezna”
(“We Did Mata Sniezna”). Stanistawski’s story imitates the arduous,
strenuous vertical motion consisting of repetitive movement and at
the same time evokes a full sensual engagement without unnecessary
redundancy. Stanistawski’s narrative is terse and devoid of the sche-
matism ridiculed by Goetel. Reaching the summit is described in
accordance with the rhetoric of the shame of feelings: Stanistawski
makes no attempt to solve the problem of effability through the exces-
sive use of descriptive devices intended to describe emotion accurately
and capture the essence of climbing (see Pacukiewicz, “‘Inaccessible
Background™ 222). The narrator closes the story with this metaliter-
ary device: “We are on the summit. Why on earth should I spoil the
pleasure of a sixteen-hour struggle and describe my feelings or refer to
my ideology? A hundred pages wouldn’t be enough to describe but a
shadow of this fabulous rainbow of sensations [...]. Some reader would
surely fall asleep over the book that includes some of the most beautiful
moments in my life, as did I over “The Epic of Migguszowiecka Pass’.”
(Stanistawski 278)
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The author avoids derivative philosophizing. He uses brevity as a
convenient and efficient stylistic device to capture both physical activity
and the concreteness of space. This concealment enables him to evoke
his sublime experiences, even if this sublimity of movement has dis-
tinctive features of mountaineering. It is closer to a physiological affect
that escapes precise definition than to an intellectual reflection which
is somehow built around an inexpressible experience. Stanistawski
also recalls Na przelgczy by Witkiewicz (periphrased as “The Epic of
Migguszowiecka Pass”) and humorously refers to an anachronistic way
of describing one’s relationship with the Tatras.

In his 1935 book Zdobywanie Mercedario (The Conquest of Merce-
dario), Adam Karpiniski describes his ascent of an Andean summit
somewhat differently. The Polish expedition set off for the Andes and
headed to the Puna de Atacama region at the very end of 1933 with
the view to exploring unknown mountainous areas; their aim was to
make topographic and cartographic measurements, collect rare botani-
cal specimens, and determine the effects of high altitudes on the physi-
ological processes in the human body. As official reports revealed (see
Daszyniski; Narkiewicz-Jodko 18-21), the teleology of the expedition
combined exploratory and scientific objectives, while the athletic goals
of climbing were somewhat secondary. Karpinski describes his impres-
sions, combining the enthusiasm of an explorer with a faith in human
cognitive faculties. He starts with specific observations to finally con-
nect climbing with the idea of progress:

The summit—2.05 p.m. A spacious platform covered with screes, elevated
by natural forces to a height of about 6,800 meters [...]. I am measuring the
altitude and temperature [...]. Photographs, azimuths—everything hampered
by clouds [...]. [A]nd then making a mound of rock upon the peak [...]. Is
that all? No. Because there is a strong urge to reach higher and larger peaks,
to make sure that nothing on earth will remain unknown and unreachable—
and nothing higher than the signs made of stones by the Victorious Man.
(Karpinski 134-135)

The mountaineer uses a lofty tone and places his achievement within
the context of a modern vision of humanity according to which the
human being dominates nature. The sublime, which resonates loudly
in the final part of the story of the conquest of Mercadario, is consti-
tuted here under the influence of the aesthetic and sensual sensitivity of
a climber immersed in modern anthropocentric myths (see Simpson).
No story by a Polish mountaineer matches the pathos that Karpiriski’s
text derives from a faith in modern rational thought. Faith in progress
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and science clearly began to weaken after the outbreak of World War 11,
and climbing itself gained relative autonomy at the time. For example,
in 1945, Jakub Bujak, who climbed Nanda Devi East, filled his memoir
with an imagery that placed his essayistic disquisition in the context of
the aesthetics of the haptic sublime. For Bujak, the Himalayan achieve-
ment alone provides a sufficient explanation and does not require any
other conceptual framework than the pure motivation for climbing. This
is the sole and the most satisfactory reward. Later on, Jerzy Kukuczka
will write in a similar vein.'

On the other hand, writing about his pre- and post-war Alpine
expeditions, his climbs in the Tatras, and his rescue operations,
Wawrzyniec Zutawski used a fixed set of stylistic devices that enabled
him to crystalize the haptic sublime. He continued to employ the
narrative techniques used by Stanistawski. He described each ascent
in detail, but without wrapping it up in layers of tedious verbiage,
with the feelings and accompanying reflections expressed in a laconic
style. For Zutawski, the mountains are a site of autotelic human activ-
ity associated with voluntary risk and the pleasure deriving from it
(see Dutka). The story “Innominata” (1939/1956) begins as follows:
“Innominata—‘A crag not named!"—a slender pyramid disappearing
against the background of the enormous mass of Mont Blanc [...]. [T]
he wall engulfs you like a sea. You can see rocky crags towering above
you; they present a riot of color in the sunshine [...]. You can see the
surrounding colossal gullies, depressions, crevices, in which blue-green
mounds of ice sparkle in the sun.” (Zutawski, Wedréwki 63) A simi-
lar passage can be found in “Zamarta turnia” (“Dead Crag”), which
Zutawski wrote in 1958 and is dedicated to a rock wall in the Tatras
(see Zutawski, Trylogia 152-153).

Jan Dtugosz, one of the best writers among Polish mountaineers
according to Agnieszka Szymaszek (see Szymaszek), was also influenced
by the modern aesthetics of the haptic sublime. His texts evince an
undertone of unaffected existential reflection, while also referring to
specific climbs (see Kolbuszewski, “Kilka”). His 1955 book Piosenka
Brassensa (Brassens’ Song) tells the story of the first ascent of Kazalnica
Migguszowiecka in the Tatras. Dlugosz’s text evokes vertical move-

! In Kukuczka’s Challenge the Vertical, the haptic sublime is a dialectical coupling
of concrete reality and reflexivity. The tension (or passion) between the concrete and
the abstract is particularly strong whenever mountaineers reach an eight-thousand-
meter peak (see Kukuczka 37, 65-66, 210, 235-236). The story is not a diary but
rather a reconstruction of memories (see Kaliszuk). It is an example of a mature form
of the haptic sublime as a reflective-pragmatic aesthetic and a cognitive construct.
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ment, the bodily presence of the human subject anchored in rocky
space, subsequently providing philosophical insights as well. Dtugosz
somehow reverses the conditions that led the proto-alpine narratives of
early Polish modernism to a state of exhaustion. Here, the haptic sub-
lime, operating on a conceptual and aesthetic level, determines further
choice of narrative techniques that enable reflective effort and intel-
lectual work; observations are made with regard to interpersonal rela-
tions or the condition and nature of a human being as a creature that
confronts the natural world.? Nevertheless, the reflective effort requires
the physical effort involved in vertical movement on the rock wall. The
climax of Piosenka Brassensa—reaching the summit—encourages self-
reflection, though made ex post, while working on the literary record
of the impressions and finding adequate verbal expression for them:

We are simul-climbing over easy terrain, on the crest of buttress situated here.
The route seems endless. More and more crags, gullies, grasses, and flowers
appear on the path. We are extremely tired and tormented by constant thirst
[...]. And when I completely lose hope of reaching the top of the wall—I walk
onto a mound. I look with disbelief at [...] the path leading to the Pass pod
Chtopkiem. The summit [...]. For the three days spent at Kazalnica I would
gladly give up even the seventh ascent of the Petit Dru—the hardest alpine
wall [...]. Well, some experiences are inimitable and unique. (Dtugosz 39)

The concept of the haptic sublime appears in Polish mountaineering
literature also in the form of humorous anecdotes which are incorpo-
rated into the stories of mountaineers who have been embracing trivial-
ity ever since Goetel’s time. The bantering parody used by Goetel, who
ridiculed the statuesque solemnity of early modernism, revealed the
ordinary nature of mountaineering life. Goetel has shown that false ag-
grandizement removes the physical aspects from the climbing process,
making it primarily a spiritual practice. This process of de-heroization

2 The haptic sublime also unexpectedly reveals itself in texts that functioned in
wide literary circulation. Jan J6zef Szczepaiski, a writer and reporter who can be
included in the group of Polish post-war founders of high modernism, was also a
mountaineer in the Tatras. In his work, mountain-related experiences are a regular
theme, and one can even identify a certain mountaineering thread in his stories (see
Pacukiewicz, “Climbing”). The short story “Sizal” (1973) is dedicated to the memories
of his first climbs in the Tatras during World War II. In this text, Szczepanski reveals a
tangle of contradictions that define climbing. A particular occurrence triggers him to
create a certain kind of modernist philosophy of climbing as a form of self-reflective
praxis. For him, climbing is an emanation of modern human subjectivity facing the
world (see Szczepariski 92-93).
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and de-sublimation became the norm in Polish mountaineering litera-
ture, as writing straightforwardly about prosaic but necessary activities
entered the repository of those texts and was no longer viewed as an
embarrassing background.

“Zima za Bonattim” (“Following Bonatti in Winter”), a short story
from 1977 in which Tadeusz Piotrowski depicts his winter ascent of
Mont Blanc along the Walker Buttress, includes a very characteris-
tic scene that illustrates in an anecdotal mode the narrativization of
mountaineering within the aesthetics of the haptic sublime. This is
undoubtedly a continuation of Goetel’s kind of ironic dismantling of
turgid loftiness. Piotrowski and his fellow climber found themselves
in a difficult situation; bad weather conditions forced them to stop
climbing, they were exhausted, frostbitten, and in dire need of shelter.
Unexpectedly, the dramatic situation reveals its humorous side. The
narrator describes a unique view in a sketchy manner and even captures
his partner’s critical response:

At the jagged ridge, the wind plays its ghastly melody of death [...]. The scen-
ery is fantastic [...]. It is so unusual and beautiful in its horror that I need to
express my feelings with words, share my impressions [...] “Look, what fan-
tastic things. It was worth coming here just to admire the views.” For a brief
moment, he looked at me as if [ were out of my mind and blurted out in one
breath: “I don’t give a shit, you hear me, I don’t give a shit about your fantastic
views. I can’t feel my legs! They are frostbitten again! You must be out of your
mind!” (Piotrowski 192)

The author constructs a picture which, on the one hand, shows the
beauty of the landscape that requires verbal expression and could lead
to aesthetic contemplation while, on the other hand, the paralyzing
physical suffering unceremoniously removes reflective intellectualiza-
tions, demonstrating their absurdity. The fascination with the aesthet-
ics of the panorama clashes with the concreteness of physical life which
is impossible to ignore. Beauty is brutally dominated by physiological
discomfort but, paradoxically, a view that is only available to a climber
may be expressed thanks to this physiological contrast which it was
dialectically coupled with. The passage reveals a specific usage of the
aesthetics of the haptic sublime which is shared by a certain text from
the twenty-first century.

Artur Paszczak’s 2001 piece “Filar Ganku” (“The Ganek Buttress”)
records an interesting moment of his climb, focusing on pragmatic
aspects of effort, which leads to a description of a unique state of
the self which involves the haptic sublime. Like Piotrowski’s fellow
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climber, the protagonist and narrator of Paszczak’s short story focuses
on the basic needs of his body—safety, comfort, food—as well as the
pure joy of occupying vertical space. Taking care of oneself seems para-
mount when climbing a rock wall. Happiness does not manifest itself
as triumph over the world, one’s own weakness, or encounter with
transcendence, but as the prosaic need to relax: “I make a belay position
and I feel great. I succumb to euphoria, soak up the mountain scenery,
the fact that I am here, that I am with my friends, that we are doing so
well, I think about the descent, which I know so I don’t need to worry,
about calling home, maybe even from the peak, about beer, a good din-
ner, and lots of other nice things.” (Paszczak 76)

Modern Polish mountaineering literature has employed the haptic
sublime in two basic ways. The first is reflective, while the second is
pragmatic. They complement each other and rarely exclude each other
within a single text, especially when a story refers ironically both to the
sublime itself and to the tradition of writing about mountaineering.

Modern Polish mountaineering literature is diverse in terms of
genre, while its central conceptual objective is to narrate the experience
of communing with the mountains. Since around 1900, the time of
tourist mountain narratives and proto-Alpine literature, writers have
been interested not only in defining mountain landscapes in opposition
to lowland areas, but also in learning about what triggers their desire to
come into close relationship with the mountains. Rather than a purely
cognitive matter, this was an attempt to create a new perception of
space and landscape related to cultural transformations in the mod-
ern world as well as new practices with which people shape themselves
and their surroundings (see Berleant 53-75; Frydryczak 217-234).
Mountaineering is a specific manifestation of these vast changes in the
human attitude to and perception of the natural world. The haptic sub-
lime appeared in modern mountaineering narratives when it became
clear that experiences resulting from high-mountain travel cannot be
made to fit any existing narrative scheme, ideology, or aesthetics. The
initial difficulties in portraying otherness began to disappear. Literature
gradually led to the realization that this unique experience has sensual
spatial characteristics without, however, being confined to a physical
experience. Vertical motion in mountainous areas required a new lan-
guage. The modern model of the sublime soon became insufficient.
With the advancement of techniques for hiking in the mountains and
the development of new climbing practices and technologies, moun-
tains became more accessible and people entered into a new, previously
unimaginable relationship with space through their own bodies. The
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sublime gradually gained a pragmatic dimension. Accounts of moun-
taineering eliminated sentimentality and limited metaphysical and
spiritual considerations. They abandoned the instrumental approach to
climbing and hiking and focused on the autotelic nature of commun-
ing with mountain landscapes, which encouraged active participation
rather than passive admiration.

In modern Polish mountaineering literature, the haptic sublime
manifests itself in varying proportions in descriptions of topography
and movement, in depictions of the physiology of the human body
functioning in vertical space, in attempts to record and express sensu-
ousness, tactility, and spatiality, and, eventually, in imperfect linguis-
tic representations of climbing as a complex human spatial machinery.
The haptic sublime is also featured in the definitions of mountaineer-
ing as well as in explanations of the motivation for climbing. At the
same time, if we consider the haptic sublime as a basic determinant
of Polish mountaineering literature, it cannot serve as a precise tool
for periodization within a broadly understood framework of modern
literature, since it manifests itself in different, often contradictory ways.
Polish mountaineering literature seems to be so integrally linked to the
concept of the multiform haptic sublime that it is difficult to determine
when it becomes a form of the denied sublime of modernism rather
than its critical and polemical continuation (see Felsch 357-360). This
problem appears, for example, in Jon Krakauer’s bestselling book /nz0
Thin Air. On the one hand, this is a postmodern mountaineering nar-
rative that comprises an ambiguous critique of imperialism (see Bayers
127-141); on the other hand, it uses the category of the haptic sub-
lime in the same way that modernist mountaineers used to (see Colley
217-228; Mazzolini 85-109; McNee 221-223). In this context, the
tradition of the haptic sublime appears to be an interesting problem
that brings together cultural determinants of contemporary climbing
and its literary representations.
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»Ia ¢udovita mavrica zaznav«: hapticno sublimno
v moderni poljski alpinisticni literaturi
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modernizem / sublimno / potopis

Clanek obravnava poljsko alpinisti¢no literaturo v kontekstu modernisti¢ne
estetike. Uvodoma predstavi izbrane potopise iz 19. stoletja, ki posameznikovo
dozivljanje gora povezujejo s kategorijo sublimnega. Nato se posveti vzniku
nove vrste dozivljanja alpinizma in njegovih literarnih upodobitev; v ospredju
so alpinisti¢ni spisi iz 20. stoletja, ki kazejo na nezadostnost starejsih oblik
sublimnega. Poljski alpinisti so postopoma razvili novo govorico za izraZanje
dozivljanja vertikalnega sveta. Estetika hapti¢nega sublimnega, ki je izrasla iz
trka literarnega diskurza in konkretnosti plezanja, je resila problem zadovolji-
vega izraza in vpeljala nove pripovedne obrazce. Izkustvo plezanja je umestila v
nov konceptualni okvir, s tem ko ga je izpeljala iz protislovij moderne kulture.
Poleg tega je pokazala na avtoteli¢ni znacaj alpinizma, alpinisti¢ni literaturi pa
zagotovila avtonomijo v odnosu do drugih tipov potopisne pripovedi.
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French writer René Daumal’s (1908-1944 ) unfinished novel, Mount Analogue

(Le Mont Analogue, 1952), tells of a group of mountaineers who set out to find an
invisible mountain, the Analogue. All mountains have lost their analogical power,
and thus a new mountain is needed. Daumal’s mountain serves a melaphysical
goal and is linked to the desire for a change of consciousness, to be achieved
through conquering the mountain. Even as a student, Daumal sought to expand
his consciousness, not only through experimenting with drugs but also by means
of sleep deprivation and somnambulism. In this regard, he was influenced by the
Russian-Armenian esotericist George I. Gurdjieff (18667-1949 ). Gurdjieff dealt
with altered states of consciousness, he believed that the real world is hidden from
us behind the wall of our imagination and that we therefore live a mechanical
existence that we must break up by reaching our authentic selves. Mount Analogue
is about this change of consciousness, and its ascent can be regarded as a
melaphysical adventure. Daumal was also a passionate mountaineer who viewed
mountains as a source of inspiration, stimulation, and physical adventure, but
also as a place for recreation where he could rest his brain and heal his body,
which was ill with tuberculosis. The idea for Mount Analogue came fo him during a
stay in the Alps in 1937. This contribution traces the genesis of Mount Analogue as
an interplay between a physical and a metaphysical adventure.

Keywords: literature and alpinism / French literature / mountaineering literature /
Daumal, René / esoterism / change of consciousness / Gurdjieff, George I.
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Le Mont-Analogue n’est pas fini, mais en bonne voie; le plus dur est fait—
car il y a eu un passage trés difficile, avec rimaie intérieure a sauter, verglas
et gendarmes. Mais enfin, c’était assez avancé pour qu’aujourd’hui jaie déja
dépensé une partie appréciable de mes droits d’auteur; j'espére le publier vers
le printemps. (Daumal, Correspondance 111 388)

Mount Analogue is not finished, but it is on the right track; the hardest part is
done—Dbecause there was a very difficult passage, with an interior rim crevasse
to jump, ice and gendarmes. But at last, it is advanced enough that I have
already spent a considerable part of my royalities today; I hope to publish it
around spring.'

In a letter to Georges Ribemont-Dessaignes, dated 22 November 1943,
French writer René Daumal (1908-1944) describes his difficulty fin-
ishing his novel Le Mont Analogue: roman d'aventures alpines, non eucli-
diennes et symboliqguement authentiques, published in 1952, and trans-
lated in 1959 as Mount Analogue: a novel of symbolically authentic non-
Euclidean adventures in mountain climbing. He does so allegorically,
invoking the image of a path through the mountains. The challenges he
faces resemble the difficult crossing of a crevasse, a confrontation with
mountain pinnacles and black ice. Both the writer and the mountain-
eer have the same goal in mind: reaching the summit.

Mountains, mountain climbing, and the duality of height and depth
have established themselves in language and literature as metaphors,
allegories, and symbols. For Daumal, however, mountains served as
more than literary allegories. He was both a writer and a mountaineer,
someone for whom mountains were a place not only of inspiration,
stimulation, and physical adventure, but also of recreation—a place to
rest his brain and heal his body, which was ill with tuberculosis.

The idea for his unfinished novel, Mount Analogue, came to him
during a stay in the Alps in 1937. In Daumal’s famous unfinished
novel, a group of mountaineers sets out to find an invisible, inaccessible
mountain, the Analogue. All mountains, even those of the Himalaya,
have lost their analogical power, and thus a new mountain is needed.
Daumal’s mountain serves a metaphysical goal; it is linked to a desire
for an altered state of consciousness, to be obtained through conquer-
ing the mountain. Even as a student, Daumal sought to expand his
consciousness, not only through experimenting with drugs but also
by means of sleep deprivation and somnambulism. He continuously
experimented with tetrachloromethane in order to experience a dis-

! Unless otherwise indicated, translations are mine.
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solution of consciousness, the threshold between life and death. Mount
Analogue is about this shift in consciousness and has been described as
a “real manual for the aspiring seeker” (Ferrick Rosenblatt 210). Even
though the mountain ascent portrayed in the novel can be regarded as
a metaphysical adventure, the physical dimension should not be under-
estimated. For Daumal, however, mental conquest is linked to real-
ity—this is reflected in the very idea of Mount Analogue, which is the
result of the interplay between a physical and a metaphysical adventure.
Daumal’s (meta)physical passion for the mountain is described as fol-
lows by French journalist, and Daumal’s friend, Emile Dermenghem:

La dernicre fois que je vis Daumal, ¢’était aux pieds des plus hautes montagnes
du Dauphiné. Il aimait passionnément la montagne, d’'un amour physique et
métaphysique. Il s’y exaltait et s’y rassérénait. Son corps, touché pourtant par
la maladie, semblait sy alléger, s’y libérer. Il venait de faire seul, et comme sans
effort, la Barre des Ecrins, ce qu'on avait peine 4 croire. Il en redescendait un
peu comme d’un Sinai, d’'un Horeb ou d’un Thabor, la vision comme purifiée
par les neiges, ou comme d’'un mont Mérou, centre et pilier du monde, axe
immuable autour duquel se déroule la multiplicité des apparences, ou comme
d’un mystique mont Qaf qui est la montagne de I'Unification, ot l'oiseau
Simourgh chante les chants dont les musiques de ce monde sont I'écho péris-
sable et délicieux. (Dermenghem 510)

The last time I saw Daumal was at the foot of the highest mountains in the
Dauphiné. He loved the mountains passionately, with physical and metaphys-
ical love. He was exalted and reassured there. His body, though affected by
illness, seemed to lighten and free itself there. He had just climbed the Barre
des Ecrins alone, and without effort, which was hard to believe. He came
down as if from a Sinai, a Horeb, a Tabor, his vision as if purified by the snow;
as if from a Mount Meru, center and pillar of the world, an unchanging axis
around which the multiplicity of appearances unfolds; as if from a mystical
Mount Qaf, the mountain of Unification, where the Simurgh sings the songs
of which the music of this world is an ephemeral, delicious echo.

This contribution seeks to trace the genesis and conception of Mount

Analogue by considering Daumal’s experience as a (meta)physical
mountaineer, as documented above all in his correspondence.
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(Meta)physical Formation: Becoming a Writer, Becoming a
Mountaineer

Although Mount Analogue has achieved cult status, Daumal is known
only to a select readership. When he died of tuberculosis in Paris in
1944 at the age of 36, he had published only a slim volume of poetry,
Le Contre-Ciel (1936), and the short novel La Grande Beuverie (The
Long Drunk, 1938). In addition, he wrote articles and reviews in vari-
ous literary journals, alongside his work as a translator. As a teenager,
he had already read Teresa of Avila, Emanuel Swedenborg, Alfred
Jarry, and Arthur Rimbaud and was influenced by Antonin Artaud’s
Surrealism. In 1928, he founded the magazine Le Grand Jeu, whose
editors (Roger Gilbert-Lecomte, Robert Meyrat, Roger Vailland, and
André Rolland de Renéville), long before the Second Manifesto of
Surrealism, aimed to convince readers that poetry, far from being
a luxury, could only be understood as reflection. The metaphysical
project initiated as early as 1922 by Daumal and Lecomte (who were
still students at the Lycée in Reims at the time), was at once poetic,
philosophical, and human-centered. It was primarily devoted to three
themes: the process of rationalism and its limits; the search for a so-
called absolute word that would restore language’s intuitive character
and original power, as well as poetry’s value as a spiritual exercise; and
finally, the rediscovery of religion in its purity, leading to a practical
metaphysics and making it possible to concretely revive and experience
the concepts of the soul, redemption, and initiation (see Bie¢s 19). In
the experimental metaphysics of the group that had formed around Le
Grand Jeu, whose members called themselves phréres simplistes, drug-
enhanced waking dreams and sleep renunciation were used to achieve
dream-like states of dissociation.

Daumal thus had his first spiritual experiences during his time at
the lycée—experiences that would become a central part of his life.
He developed a fascination for India and Hinduism and, by the age of
17, had already learned Sanskrit to be able to read the Bhagavad Gita.
He experimented with alcohol, tobacco, and noctambulism and tried
to poison himself with gasoline. He was guided early on by a desire to
achieve the dissolution of his own consciousness: He wanted to know
how consciousness disappears and the power he had over it. He was
influenced by the Russian-Armenian esotericist George 1. Gurdjieff
(18662—1949), one of the most influential teachers of the twentieth
century. Gurdjieff dealt with altered states of consciousness, including
sleep and waking states; he believed that the real world is hidden from
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us behind the wall of our imagination and that we therefore live in a
dream, a mechanical existence that must be broken by waking up, as
it were, and reaching our authentic selves. Gurdjieff’s goal was to lead
humankind to a new consciousness of itself and thus change behav-
ior and attitudes: “The first step in the search for greater awareness
involves seeing oneself more objectively and developing an impartial
moment-to-moment attentiveness toward impressions of the body and
senses.” (Ferrick Rosenblatt 129) The state of sleep, by contrast, meta-
phorically stands for lack of consciousness and must be overcome by
waking up. Rather than being a constant state, however, waking up
is to be understood as a constantly repeated process that corresponds
to an actual awakening from sleep (see Magee 296). The method of
waking up is based on the assumption that we are normally not awake
and must remain continuously active in order to avoid falling back
asleep. Daumal believed in revelations evoked by disappearances and
changes of consciousness (see Kopf, “Berg”). He conceived of literature
as a means of experiencing consciousness, as the allegorical conquest of
Mount Analogue shows.

Daumal first became a serious mountain climber in 1937, but he
had been introduced to the mountains ten years earlier. In August
1927, a 19-year-old Daumal was invited by Richard Weiner to a visit
in Bourg-d’Oisans, in the Dauphiné. In a letter to his host dated 8
August 1927, he seemed to anticipate the creative, refreshing potential
of the Alpine landscape: “J’ai 'impression d’aller te rejoindre dans une
terre vierge ol chaque pas est une création nouvelle, oit 'on n’est plus
attiré par les anciennes pistes. (I feel like 'm going to join you in a
virgin land, where every step is a new creation, where we are no longer
drawn to the old tracks.)” (Daumal, Correspondance I 163—164) In a
letter to Gilbert-Lecomte written on 30 August in the French Alps,
Daumal compared the landscape to “un plateau désolé qui ressemble
au Tibet (a desolate plateau that looks like Tibet)” (171). The moun-
tains would continue to trigger strong emotions in Daumal for the rest
of his life. On 22 August 1927, he wrote a letter to his parents in which
he expresses the simple satisfaction and joy he feels toward the Alpine
landscape and in practicing alpinism: “Je grimpe, vois et respire et je
n’ai pas la place pour m’étendre sur ce sujet; je dirai seulement que je
suis heureux. (I climb, see, and breathe, and I don’t have the space to
dwell on that; T'll just say I'm happy.)” (169)

Ten years later, Daumal’s correspondence documents his further
experiences in alpinism. As his letters indicate, he spent the summer
in Vaujany, a commune in the canton of Oisans-Romanche, in the
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Isere department of southeastern France. Suffering from tuberculosis,
he sought to restore his health, as we read in his letter to Marianne
Lams, dated 19 August 1937 (see Daumal, Correspondance 111 110).
On 10 August 1937, writing to Vera Milanova, he describes the Alpine
landscape as ““la mere Nature” (‘mother Nature’),” a place to recover
after “des mois de vie artificielle (months of artificial life)” (Daumal,
Correspondance 111 104). His days in the mountains were filled with var-
ious trips to the region. In typical mountaineering style that he adopts
on 19 August in a further letter to Milanova, he describes the mountain
as his antagonist and the struggle against it as a challenge: “Hier, jai
constaté que javais vaincu cette rude nature, aprés un combat assez
dur. Javais donc eu raison de me traiter comme une béte sauvage, c’est
a dire sans trop de douceur; et maintenant je puis regarder la montagne
d’égal a égal; et méme je vais commencer a m’en nourrir. (Yesterday, I
found that I had overcome this harsh nature, after a rather hard fight.
I had been right to treat myself like a wild beast, that is to say, without
too much gentleness; and now I can look on the mountain as an equal;
and I will even start to feed on it.)” (Daumal, Correspondance 111 107)
Daumal ultimately comes to view the challenges of the mountains
and his contact with an animated nature as an experience of the self:

Ce qui est toujours remarquable, c’est comme 'animisme (pour parler comme
les savants) est naturel 3 '’homme; dans les passages difficiles, on parle a la
montagne, on 'insulte, on crache dessus, on la menace, on lui souhaite que la
foudre I'abatte, puis on I'implore, on la flatte, on lui promet toutes sortes de
choses—et, en fait, il faut dire qu’a la fin tout cela réussit: C’est une maniére de
parler & sa propre nature en faisant semblant de parler 4 la nature extérieure;
Cest la grande comédie naturelle. (Daumal, Correspondance 111 105)

What is always remarkable is how natural animism (to speak like the scholars)
is to man; in the difficult passages, we talk to the mountain, we insult it, we
spit on it, we threaten it, we wish that lightning will strike it, then we implore
it, we flatter it, we promise it all sorts of things—and in fact, it must be said
that in the end all this succeeds: it is a way of talking to one’s own nature while
pretending to talk to an external nature; this is the great natural comedy.

Daumal’s personification (or anthropomorphization) of the moun-
tain is a central characteristic of literary alpinism. It corresponds to
mythic-animistic thinking, according to which the personification of
the mountain renders it accessible in its function as a higher power, as
a god, making sense of non-personified entities by attributing human
motivations, characteristics, and activities to them. Mountains have
historically been held responsible for certain events in their function
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as higher powers with a will of their own (see Kopf, Abpinismus 43). It
was only through secularization that the mountain came to be viewed
as an equal opponent who could be defeated. This secular conception
of the Alpine ascent represented a shift in thinking: the aesthetically
motivated mountain climb replaced the religiously motivated journey,
establishing an old meaning in a new way. The mountain experience
still promised enlightenment, but not as a result of any god or higher
power. Rather, the focus was a modern, cognizant subject who was
seeking him- or herself and who embodied autonomy: by conquering
the mountain, often depicted as an opponent, the subject found self-
confirmation. The mountain thus became a place of self-experience and
self-affirmation (50). Thus, Daumal succumbed to the power of this
animism only temporarily and would ultimately describe the external
challenge as an internal one: the struggle against the mountain is re-
vealed to be a struggle against oneself.

That summer, Daumal not only learned how to cross crevasses with
neither ice pick nor crampon (see Dranty 34) but also set off in the
middle of the night with a 58-year-old bearded companion with whom
he would go on to conquer the highest mountain in the region, thus
solidifying, in his own mind, his status as a genuine alpinist. Here is
what he wrote to Milanova on 21 August 1937:

Il y a eu une tres belle promenade 2 travers un immense glacier poudre de
neige, puis des rocs et des neiges et des rocs et des neiges, une halte avec confi-
ture au pied du plus grand pic de la région, et puis on I'a escaladé sans peine. Il
parait que lorsqu’on a fait cela, on est consacré alpiniste, mais j’avais déja fait
bien plus rude. Cest pourtant la 1re fois que je montais si haut (3470m), et le
spectacle était étonnant; méme difficile & supporter, cette brillante peinture de
nuages et montagnes tout autour de I'immense sphére creuse de cristal bleu au
centre de laquelle je me trouvais; il semble qua rester 1a une heure de plus, on
deviendrait fou, tellement les habitudes de la vision sont dérangées. (Daumal,
Correspondance 111 112)

There was a very nice walk through a huge glacier powdered with snow, then
rocks and snow and rocks and snow, a stop with jam at the foot of the larg-
est peak of the region, and then we climbed it without difficulty. It seems
that when you have done that, you are a dedicated mountaineer, but I had
already done much harder things. It is, however, the first time I climbed so
high (3470 m), and the spectacle was astonishing; even difficult to bear, this
brilliant painting of clouds and mountains all around the immense hollow
sphere of blue crystal, at the center of which I found myself; it feels as though
if one were to remain there one hour more, one would go insane, so disturbed
are one’s visual habits.
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For Daumal, the mountains became a revealing power in which he
found stimulation and inspiration, above all for his magnum opus,
Mount Analogue. Not only did the physical effor—which became
a routine of sorts—free him from negative emotions, as he wrote to
Milanova on 19 August 1937 (see Daumal, Correspondance 111 108),
but, according to a letter from 10 August, the mountains taught him
slowness and calmness (104), giving his mind a break through a physi-
cal routine, “monter, grimper, souffler, manger un pruneau, frotter les
doigts avec de la neige, déblayer le rocher, écarter les quatre membres
(to climb up, climb, blow, eat a prune, rub fingers with snow, clear the
rock, spread out one’s four limbs)” (Daumal, Correspondance 111 126),
as he wrote to Jean Paulhan on 10 September 1938. This interplay of
physical and metaphysical experiences and adventures in the mountains
is summarized by Daumal himself in a conclusion that also highlights,
again, the recreational effects on his body. His letter to Milanova, dated
21 August 1937, reads:

Jen conclus que sur les hautes cimes, la pensée est substantielle ou nest pas;
les nombres, par exemple, deviennent pesants et résistants comme des piéces
de mécanique. Si on pense & quelqu'un, de méme toute la gangue d’émo-
tions confuses s’évanouit et il ne reste que le sentiment tres simple et tres clair
que lon a envers telle ou telle personne. Je comprends pourquoi les sages
chinois, le Christ, Moise, les adeptes de Civa et autres allaient penser sur de
hauts sommets; j’en vois du moins quelques raisons. Physiquement, non seu-
lement j’ai changé de peau, mais j’ai 'impression que toutes les cellules se sont
renouvelées. Il n’y a que le tympan gauche qui reste toujours comme un tam-
bour crevé, mais, au fond de mon instinct animal, il y a un espoir quaprés la
montagne, la réaction se poursuivant, cela pourra peu 4 peu se raccommoder.
(Daumal, Correspondance 111 112-113)

I conclude that on the high peaks, thought is either substantial or not; num-
bers, for example, become heavy and resistant, like pieces of machinery. If
you think about someone, the whole gangue of confused emotions vanishes,
and only the very simple and clear feeling you have toward this or that person
remains. I understand why the Chinese sages, Christ, Moses, the followers of
Civa, and others went to think on high peaks; I see at least some reasons for
this. Physically, not only have I shed my skin, but I feel like all my cells have
been renewed. Only the left eardrum is still like a broken drum, but in the
depths of my animal instincts there is hope that after the mountain, as the
reaction continues, it may gradually heal.

Daumal spent the summers of 1939, 1941, 1942, and 1943 in Pelvoux,
a former commune in the Hautes-Alpes department in the Provence-
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Alpes-Cote d’Azur region in southeastern France. Although he con-
tinuously suffered from illness and chose the valley for “oro-hydro-ane-
mo-meteorological” reasons, as he wrote to Ribemont-Dessaignes on
27-28 July 1939 (Daumal, Correspondance 111 166), he still undertook
mountain hikes, on which he was confronted with himself. On 17-21
November 1941, he wrote to Ribemont-Dessaignes as follows:

Les 24 et 25 septembre, pour le dessert de mon repos annuel de montagne, je
montai au Pelvoux (aller et retour par les Rochers Rouges, décor pour Sisyphe,
agrémenté de la vision des plus fantastiques séracs que j’aie vus—ceux du Clot-
de-l'Homme—, mais, en haut, sous un soleil chaud, dans un air immobile,
une de ces vues qui vous clouent le bec). Depuis 2 h de 'aprés-midi jusqu’au
lendemain soir & 10 h—32 heures—aucun contact avec nul étre humain. Ce
fut une révélation—de ce que je croyais déja cent fois savoir—Seul, je bavar-
dais sans arrét! (Daumal, Correspondance 111 254)

On 24 and 25 September, for the dessert of my annual mountain rest, I went
up to Pelvoux (outward journey and return by the Rochers Rouges, a setting
for Sisyphus, enhanced by the sight of the most fantastic seracs I have ever
seen—those of the Clot-de-l'Homme—but at the top, under the hot sun,
the air still, one of those views that takes your breath away). From 2 p.m. to
10 p.m. the next day—32 hours—no contact with any human being. It was
a revelation—of what I thought I already knew a hundred times—Alone, I
chatted without stopping!

With his health deteriorating, Daumal spent the summer of 1940 with
Vera in the Pyrenees, in Gavarnie, where he sought rehabilitation. In
a long letter to his brother, Jack Daumal (see Daumal, “A Jack”), he
describes his climbs to the Sarradets (2740 m), the Piméné (2800 m),
and Breche de Roland (2800 m).

While he would find relaxation in the mountains, his stay in Paris
just prior to his death painted another picture entirely. On 5 January
1944, he wrote the following in a letter to Pierre Granville: “Il n’y a pas
de ciel, pas de mélezes, pas de vaches. Un monde souterrain. Les murs
et les meubles en vibration perpétuelle. (There is no sky, no larches,
no cows. An underground world. The walls and furniture in perpetual
vibration.)” (Daumal, Correspondance 111 394)

107



PKn, letnik 45, 3t. 1, Ljubljana, maj 2022

108

Conquering Mount Analogue

In 1939, during a stay in the Alps, Daumal began work on Mount
Analogue, a sci-fi adventure novel & la Wells which was also consid-
ered an introduction to alpinism. The idea for his mountain novel had
come to him a few years earlier, as a letter to Jean Paulhan written
in September 1937 attests: “Maintenant je vais enfin finir la Grande
Beuverie, et apres cela jécrirai peut-étre ce que la montagne m’a appris
ce mois d’aott. (Now I will finally finish la Grande Beuverie, and after
that I may write about what the mountain taught me this August.)”
(qtd. in Dranty 34)

Unfortunately, Daumal died before he could finish his novel,
and the unfinished text was published posthumously in 1952. The
concept of Mount Analogue, a symbol of the human spirit, becomes
clearer when Gurdjieff’s influence on Daumal’s thinking is taken into
account. Mount Analogue can be understood as a symbolic narrative
documenting the spiritual experience of a group and their guide—as
experienced by Daumal himself. In this sense, it has been described
as a “many-leveled symbolic allegory of man’s escape from the prison
of his robotic, egoistic self” (Ferrick Rosenblatt 197). Daumal, who
was introduced to Gurdjieff by the painter and leading exponent of
Art Nouveau Alexandre de Salzmann (1874-1934), and to Gurdjieff’s
thought by his wife, Jeanne de Salzmann (1889-1990), followed
Gurdjieff’s teachings between 1932 and 1944. Daumal was convinced
by Gurdjieff’s concept of awakening, although he had already been
developing similar thoughts of his own. His early metaphysical quest,
his view of the absurd, and his belief in asceticism led him to a real-
ization that was ultimately confirmed by his readings of Hinduism
and by Gurdjieff’s teaching: the importance of evolving and changing
one’s consciousness.

Mount Analogue describes a journey to an unknown mountain
located on an island. The adventurers are led by a spiritual teacher,
Pierre Sogol, whose name may be an allusion to Gurdjieff and is an
anagram of the word /ogos. In the novel, the narrator mentions Mount
Analogue in an article on the mountains of the world, which prompts
Sogol to ask him to contact him. From Mount Analogue, the group
expects to gain a new perspective on the universe. The text, peppered
with digressions and enumerations, is characterized by the hybridiza-
tion of different text forms, on the one hand a work of science fic-
tion, on the other an adventure novel, as Daumal had set out on 29
November 1939 in a letter to André and Cassilda Rolland de Renéville:
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“Il y aura dedans de substantielles digressions scientifiques, psycholo-
giques, métaphysiques (et-pata),” linguistiques, rhétoriques, éthiques,
mythologiques, mais je voudrais qu’un lecteur de 15 4 18 ans puisse,
les sautant a son gré, lire le tout comme un roman d’aventures. (There
will be substantial scientific, psychological, metaphysical (and pata),
linguistic, rhetorical, ethical, mythological digressions in it, but I
would like a reader of 15 to 18 years old to be able, skipping them as
he pleases, to read the whole thing as an adventure novel.)” (Daumal,
Correspondance 111 177)

The idea for Mount Analogue matured in Daumal’s mind between
the two World Wars, in a time of disillusionment in which the only
thing left to do was to search for “another world” in order to break out
of “prison.” Daumal found himself, as he wrote in a letter to Raymond
Christoflour, dated 24 February 1940, “in search of that higher
humanity, freed from prison, where they can find the help they need
(a la recherche de cette humanité supérieure, libérée de la prison, ot ils
pourront trouver I'aide necessaire)” (Daumal, Correspondance 111 185).

Originally revered as sacred spaces, mountains had long since become
a commonplace. Above all, their size and vertical position, which give
them a specific structure and function as a boundary, make mountains
special places. Symbolically, they represent a center, an expression of
the sacred par excellence; they become the center of the cosmos, the
world, or a region. Particularly important is their role as an axis muncd,
separating heaven and earth but also connecting them, a place of divine
encounter with humanity, as Mircea Eliade points out: “La montagne
est plus voisine du ciel et cela I'investit d’une double sacralité: d’une
part, elle participe au symbolisme spatial de la transcendance (‘haut’,
'vertical’, ‘supreme’, etc.), et, d’autre part, elle est le domaine par excel-
lence des hiérophanies atmosphériques et, comme telle, la demeure des
dieux. (The mountain is closer to the sky, and this invests it with a
double sacredness: on the one hand, it participates in the spatial sym-
bolism of transcendence [‘high,” ‘vertical,” ‘supreme,” etc.], and on the
other hand, it is the domain par excellence of atmospheric hierophanies
and, as such, the abode of the gods.)” (Eliade 94)

Overused and worn, and now imbued with commercial value, the
mountain no longer serves as a privileged reference point for the cul-

2 With “pata,” Daumal is referring to Alfred Jarry and his parody of science, the so-
called pataphysics, which Jarry describes in his book Gestes et opinions du docteur Faus-
troll, pataphysicien (Exploits and Opinions of Dr. Faustroll, Pataphysician, 1897-1898).
Daumal published a study in 1929 entitled “La pataphysique et la révélation du rire”
(“Pataphysics and the Revelation of Laughter”).
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tivation of aesthetic experience. It either succumbs to the picturesque
or risks becoming a leisure attraction, a place of mass recreation. An
originally untamable element thus becomes the victim of modern ratio-
nalization and disillusion.

Against this background, Daumal’s idea of Mount Analogue can be
understood, even if, like the novel itself, it remains abstract. Daumal
does not provide a concrete definition of Mount Analogue—the only
thing that becomes clear is that it seems to dwarf all other mountains:

[L]e Mont Analogue doit étre beaucoup plus haut que les plus hautes mon-
tagnes jusquici connues. Son sommet doit étre inaccessible par les moyens
jusquici connus. Mais, secondement, sa base doit nous étre accessible, et ses
pentes inférieures doivent étre habitées d’ores et déja par des étres humains
semblables & nous, puisqu’il est la voie qui relie effectivement notre domaine
humain actuel & des regions supérieures. (Daumal, Le Mont Analogue 77)

Firstly, Mount Analogue must be much higher than the highest mountains
known today. Its summit must be inaccessible by means known up to now.
But secondly, its base must be accessible to us, and its lower slopes must
already be inhabited by human beings similar to us, for it is the path that links
our present human domain to higher spheres. (Daumal, Mount Analogue 73)

Daumal’s protagonist, a connoisseur of the symbolism of mountains
in different cultures, reflects as follows at the beginning of the novel:

Et ce qui définit I'échelle de la montagne symbolique par excellence—celle
que je proposais de nommer le Mont Analogue—, c’est son inaccessibilité par
les moyens humains ordinaires. Or, les Sinai, Nebo et méme Olympe sont
devenus depuis longtemps ce que les alpinistes appellent des “montagnes a
vaches”; et méme les plus hautes cimes de 'Himalaya ne sont plus regardées
aujourd’hui comme inaccessibles. Tous ces sommets ont donc perdu leur puis-
sance analogique. Le symbole a dii se réfugier en des montagnes tout 2 fait
mythiques, telles que le Mérou des Hindous. Mais le Mérou—pour prendre
cet unique exemple—, il n'est plus situé géographiquement, ne peut plus
conserver son sens émouvant de voie unissant la Terre au Ciel; il peut encore
signifier le centre ou I'axe de notre systéme planétaire, mais non plus le moyen
pour 'homme d’y accéder. (Daumal, Le Mont Analogue 57)

And what defines the scale of the ultimate symbolic mountain—the one I
propose to call Mount Analogue—is its inaccessibility to ordinary human
approaches. Now, Sinai, Nebo and Olympus have long since become what
mountaineers call “cow pastures”; and even the highest peaks of the Himalayas
are no longer considered inaccessible today. All these summits have therefore
lost their analogical importance. The symbol has had to take refuge in wholly
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mythical mountains, such as Mount Meru of the Hindus. But, to take this one
example, if Meru has no geographical location, it loses its persuasive signifi-
cance as a way of uniting Earth and Heaven; it can still represent the center or
axis of our planetary system, but no longer the means whereby man can attain
it. (Daumal, Mount Analogue 42—43)

Since all mountains have lost their analogical power, a new moun-
tain is needed: “Pour qu’une montagne puisse jouer le réle de Mont
Analogue, concluais-je, il faut que son sommet soit inaccessible, mais sa
base accessible aux étres humains tels que la nature les a faits. Elle doit
étre unique et elle doit exister géographiquement. La porte de I'invisible
doit étre visible. (For a mountain to play the role of Mount Analogue,
I concluded, its summit must be inaccessible, but its base accessible
to human beings as nature has made them. It must be unique, and it
must exist geographically. The door to the invisible must be visible.)”
(Daumal, Le Mont Analogue 57; Mount Analogue 43)

What does the unreachable peak stand for, symbolically? What does
“analogue” mean? André Rousseaux interprets “analogue” in such a
way that the peak of the mountain corresponds to the peak of our
spirit (Rousseaux 39). The ascent of Mount Analogue thus symbolically
stands for a metaphysical experience in the sense of a transformation
of consciousness. The mountain thus becomes a mediator, a link or
door between the “prison,” that is, a condition to be overcome, and a
“humanité supérieure (superior humanity)” to be achieved, as he wrote
in the letter to Christoflour (Daumal, Correspondance 111 185).

For Daumal, however, the mental conquest is linked to reality—this
is reflected in the concept of Mount Analogue. It is not an imaginary
mountain; it has a concrete geographical location, on an island in the
South Pacific. As we read in the novel, “La porte de I'invisible doit étre
visible. (The door of the invisible must be visible)” (Daumal, Le Mont
Analogue 57; Mount Analogue 43). The base of the mountain is natural,
while the summit is supernatural. Thus, setting out for the mountain
is at first, indeed, a physical enterprise with a metaphysical dimension.
The conquest of the mountain is accompanied by the achievement of
a new state: as the group is about to ascend, it sheds its “old self”:
“Nous commencions a nous dépouiller de nos vieux personnages. (For
we were beginning to shed our old personalities.)” (Daumal, Le Mont
Analogue 115; Mount Analogue 131)

Pére Sogol ultimately attempts to put this self-discovery and new
beginning into words:
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Je vous ai conduits jusqu’ici, et je fus votre chef. Ici je dépose ma casquette
galonnée, qui était couronne d’épines pour la mémoire que j’ai de moi. Au
fond non troublé de la mémoire que j’ai de moi, un petit enfant se réveille et
fait sangloter le masque du vieillard. Un petit enfant qui cherche pére et mere,
qui cherche avec vous l'aide et la protection; la protection contre son plaisir
et son réve, 'aide pour devenir ce qu’il est sans imiter personne. (Daumal, Le
Mont Analogue 116)

I have brought you this far, and I have been your leader. Right here I'll take off
the cap of authority, which was a crown of thorns for the person I remember
myself to be. Far within me, where the memory of what I am is still unclouded,
a little child is waking and making an old man’s mask weep. A little child look-
ing for mother and father, looking with you for protection and help—protec-
tion from his pleasures and his dreams, and help in order to become what he
is without imitating anyone. (Daumal, Mount Analogue 132)

The traditional symbolic meaning of the mountain as a link between
heaven and earth, the summiting of which changes the subject, is thus
confirmed: a precondition of reaching another world, another con-
sciousness, another time, is turning away from one’s previous state.
The characters gradually become aware that there is something else and
that they must rid themselves of everything in them that characterized
their previous lives. Reaching the summit of Mount Analogue symbol-
izes reaching another sphere, a new consciousness, thus becoming a
changed person. The mountain ascent allegorically demonstrates this
transformation of consciousness.

When the group begins its ascent, however, the novel breaks off
after a comma. This has an extraordinary aesthetic effect and invites
readers to attempt their own metaphysical ascents of Mount Analogue:
they must continue the climb individually, finding within themselves
the peak to be conquered. Literature thus confirms itself as a meta-
physical exercise in a Daumalian sense.

Toward a Continuous Alpinism

Despite, or perhaps because of, its fragmentary character and its open
ending—the comma at the end of the novel has been described as the
“ice pick of a continuous alpinism” (Dranty 47)—Daumal’s novel
has proved extremely powerful, as its international reception shows:
from directors Alejandro Jodorowsky and Philippe Parreno, to musi-
cians Patti Smith, Marilyn Manson, and John Zorn, to the artist Ben
Russell—many have been fascinated and inspired by the idea of Mount
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Analogue. For Francois Mitterrand, the novel even became a kind of
fetish (see Tonet 22).

In a new edition published by Gallimard in 2021, which, in addition
to a foreword and afterword by Patti Smith, also documents the art-
works of an exhibition held that year in Reims entitled Monzs Analogues
(Mounts Analogue), the editor explores Daumal’s conception of the
mountain as a connection point leading to creation (see Bergmann 12).
Thus, Daumal’s metaphysical alpinism lives on. Yet it would hardly
have been possible—in the form it took—without Daumal’s physical
experience in the mountains. What the mountain “taught” him that
August cannot, and should not, be underestimated.
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»Kaj me je gora naucila v tem avgustuc:
(meta)fizi¢ni alpinizem Renéja Daumala

Klju¢ne besede: literatura in alpinizem / francoska knjizevnost / alpinisti¢na literatura /
Daumal, René / ezoterizem / sprememba zavesti / Gurdzijev, Georgij 1.

Le Mont Analogue, nedokoncani roman francoskega pisatelja Renéja Daumala
(1908-1944) iz leta 1952, pripoveduje o skupini alpinistov, ki is¢e nevidno
goro, imenovano Analog. Vse gore so izgubile svojo mo¢ analogije, zato je
potrebna nova gora. Daumalova gora sluzi metafizi¢cnemu cilju in je povezana
z zeljo po spremembi zavesti s pomodjo osvajanja gore. Daumal je Ze kot Stu-
dent poskusal $iriti svojo zavest s pomodjo drog, a tudi z odtegovanjem spanca
in somnambulizmom. V tem pogledu je nanj vplival rusko-armenski ezoterik
Georgij I. GurdZijev (18662—1949). GurdZijev se je posvecal spremenjenim
stanjem zavesti; verjel je, da je resni¢ni svet zakrit za zastorom nase domisljije
in da Zivimo mehanska Zivljenja, ki jih moramo presec¢i s pomodjo spoznanja
svojega pristnega jaza. Daumalov roman tematizira tovrstno spremembo zave-
sti, vzpon, ki ga opisuje, pa je v tem smislu metafizi¢na pustolovi¢ina. Daumal
je bil tudi strasten alpinist, ki je v gorah iskal vir navdiha, stimulacije in fizi¢ne
pustolovscine, pa tudi prizorisce rekreacije za svoje mozgane in od tuberkuloze
naceto telo. Zamisel za roman Le Mont Analogue se mu je porodila leta 1937
med oddihom v Alpah. Clanek predstavi genezo romana, ki ga obravnava kot
igro fizi¢ne in metafizi¢ne pustoloviéine.

1.01 Izvirni znanstveni ¢lanek / Original scientific article
UDK 821.133.1.09Daumal R.:796.52
DOLI: https://doi.org/10.3986/pkn.v45.i1.06
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During his last expedition and just before his death on the South Face of Lholse,

the world-renowned Polish high-altitude climber Jerzy Kukuczka wrote a brief
diary that provokes some general questions concerning the inner motivation of

a mountaineer, but also the nature of mountaineering literature, to which the
diary belongs. The laconic style of the diary suggests, following Philippe Lejeune,
an invisible galaxy of the untold and unknown context beyond the text. Instead

of reducing the diary lo a literary text, the article attempis lo treat it as a kind of
logical tool that creates a cultural model of the world. Applying the anthropological
concept of the collective, it analyzes Kukuczka’s diary as a kind of ontological
mediation between nature and culture. Following Bruno Latour, the diary can be
seen as both an oligopticon and a panorama, combining the richness of a partial
network of collectives created in the process of climbing with the general view of the
selting as the substantial entity of the mountain.

Keywords: literature and alpinism / Polish literature / mountaineering literature / diary /
narrative technique / oligopticon / panorama / Kukuczka, Jerzy

On 24 October 1989, when Jerzy Kukuczka died attempting to climb
the South Face of Lhotse, a new act in the discourse on the meaning
and purpose of mountaineering was initiated. All the facts surrounding
the death of the famous Polish mountaineer seemed to lead to questions
such as: Why did he attempt to climb the eight-thousand-meter peak
after having already scaled all the eight-thousanders? What did he really
want to achieve? Why did he choose the life of a mountaineer? As usual,
such questions articulate a more general problematic of what it means to
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be human, and mountaineering itself becomes a symbol of motivation,
existential substance, and fate. “T'oday the question why do this? is in-
cluded in nearly every mountaineering narrative.” (Grebowicz 13)

Neither the great mountaineer nor mountaineering can be explained
by the few laconic remarks that we have from Kukuczka, who did not
see the point of stopping when things were going so well. Paradoxically,
the diary from the Lhotse expedition, published in 2019, offers no rev-
elation either; it does seem helpful, though, if we want to explore some
of the paradoxes of mountaineering literature in general.

Mountaineering Literature

Let me start with an anecdote. Years ago, a friend of mine who is a lit-
erature expert asked me about the early canon of Polish mountaineer-
ing literature, comprised of texts from the period 1904-1939: “You've
read it, haven’t you? There’s nothing in it!” Of course, now I know
that this was a simple provocation from my older colleague, but at the
time I got irritated and replied: “There’s everything in it!” I begin with
this exchange because the words “everything” and “nothing” seem to
encapsulate the ambiguity of mountaineering literature. According to
my friend, there was “nothing to interpret,” whereas for me, a scholar
of culture, there was a lot to analyze, and we simply spoke from dif-
ferent perspectives. This seems to be the paradox of mountaineering
literature: from the point of view of literary studies, mountaineering
literature often seems very boring and schematic, while from the per-
spective of the study of culture, it is an intricate texture that reveals
essential cultural phenomena.

Value judgements are of course not rare in literary studies, no mat-
ter what kind of literature is at stake. In this regard, it is enough to
recall the titles of two Polish-language essays on mountaineering lit-
erature from the late 1980s, which was a period when mountaineering
and its literature were thriving in Poland. These titles are “Quo vadis,
Mountaineering Literature?” (“Quo vadis, literaturo gérska?”, see
Kolbuszewski) and “Could Polish Climbing Literature Be Less Bad?”
(see Tumidajewicz). Between the dozens of mountaineering books
written in the 1970s and 1980s, there were more than a few highly
acclaimed texts, but this did not change the general critical perception
of the genre. But if this is so, what could be the sources of this seeming
aesthetic shallowness of mountaineering literature?
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Firstly, mountaineering literature seems to be very schematic in
most cases, as the literary form is shaped by the model of climbing. Jan
Jézef Szczepariski writes that mountaineering literature (even moun-
taineering fiction) is a kind of specialist literature which accompanies
mountaineering (Szczepariski 4). The narration on a mountaineering
expedition has its beginning and end, which corresponds to the ver-
tical climbing route. The opinion of Polish mountaineer and author
Zbigniew Tumidajewicz seems revealing in this context:

As years went by and attained summits were higher and higher, the climbing
community produced a custom—a must—of describing each expedition in a
book; usually of the following content:

Chapter I—The Birth of the Expedition. or Preparations.

Chapter II—Through Two Continents. or With Camera in—. or The

Walk-in.

Chapter III—Base Camp. or In the Basecamp.

Chapter IV—Assault. or Attack. or Fight for—.

Chapter V—Return. or Downward Bound.

Chapter VI—Polish Mountaineers in the Mountains of—.
There were of course variations: some chapters were split or [...] joined, the
end was at the beginning, or instead of historical, one could read linguistic,
sociological, etc. introductory (or closing) remarks. A result? A mountain of
suave and lifeless books in which names of mountains and group pictures are
fully interchangeable. (Tumidajewicz 110)

Schematism is determined by the notion of the climbing route as the
core of the mountaineering ethos. As Margaret Grebowicz puts it: “It
is commonplace in much ‘philosophy of climbing’ to make the distinc-
tion between climbing focused on summiting and climbing focused
on relationships—with the mountain, fellow climbers and oneself.”
(Grebowicz 26; see also Pacukiewicz, Grazi) So it comes as no surprise
that mountaineering literature, too, is interested in the routine and per-
ils of narration set in the physical world rather than in bringing human
intellect to its peak.

Furthermore, even when authors refuse to follow the climbing route
and instead choose the way of introspection the resulting meditations
are often schematic and fully reducible to the monotony of “omphalos-
copy,” to use Jan Gondowicz’s term for the study of one’s own “psy-
cho-navel” (Gondowicz 133). Now, stylistically, both Western (see
Hotata) and Polish mountaineering literature (see Kaliszuk) oscillate
between the private account and the official expedition log. The study
of literary genres therefore seems to be unable to grasp the specificity of
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mountaineering literature. To my mind, it seems more worthwhile to
study the cultural and existential model of mountaineering itself.

Following Victor Turner’s work on liminality (see Turner), moun-
taineering literature could be viewed as a kind of liminal literature.
On the one hand, climbing is a very sensual experience based on the
peculiar vertical ontology of the climbing route: the world of moun-
taineering is structured within serious existential limits and border-
lines. On the other hand, the experience of mountaineering is one of
transgression and is often described as uncommunicable: if you want to
understand a mountaineer, you must climb a mountain yourself. This
indeterminacy of experience results in the schematic and laconic style
of mountaineering narratives, which often oscillate between seemingly
obvious facts and apparently unspeakable impressions.

According to Voytek Kurtyka, “[m]ountaineering engages almost
all kinds of human energy, moreover, because of the extremity of expe-
riences and situations, it engages those energies to the highest degree”;
as such, “[c]limbing surpasses the circle of hackneyed and repetitive
situations and escapes from the monotonous routines of reason and
logic which usually don’t allow the busy man to notice the sky over
his head” (Kurtyka 41, 40). Nevertheless, the mountains themselves
seem to be eternal and ontologically constant—and hence silent. Not
surprisingly, then, the specificity of mountaineering literature is often
associated with the cultural and existential pattern of mountaineering
and its experience. It is striking to see how similar Kurtyka’s view of
mountaineering is, for example, to Armand E. Singer’s reflection on
mountaineering literature: “Interpreted broadly, climbing may be the
one compleat [sic] sport [...]. Thus, the sport appeals not only to macho
types and physical fitness buffs, but also to the most cultured. [...]
All of which may help to explain the quality of much of its literature; if
not necessarily its emotional and artistic intensity, at least its presence.”
(Singer xiii)

Singer’s view articulates the aesthetic point of view, but the word
“presence” seems crucial here, as it indicates the importance of the
ontic base of the ontological route of mountaineering, which George
Leigh Mallory registered back in 1923 when, asked by an American
journalist why he wanted to climb Mount Everest, he gave the fol-
lowing famously laconic answer: “Because it’s there.” (qtd. in Gillman
and Gillman 221) Hence, there always seems to exist some “inacces-
sible background” in mountaineering narrations (see Pacukiewicz,
“Inaccessible Background™). In the words of Wawrzyniec Zutawski,
“notes take shape, are made flesh, they speak and talk—and beyond
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them mountains are still the inaccessible background” (Zutawski 249).
Stefan Osiecki is also worth quoting in this context: “The results of
our expedition were enclosed in maps, chronicles, and descriptions,
immortalized on plates and film reel. Our every step, our every hour
and every minute were noted meticulously. There is only a small gap
between the lines of the bald chronicle left to fill, the time between
noted hours when we lived, moved—and felt.” (Osiecki 74)

The same “gap” can be found in Jerzy Kukuczka’s diary, but in
order to fill it with interpretation we ought to first describe its histori-
cal context. Analyzing the text, we may hope to return to the more
general question about the substance of cultural context in mountain-
eering literature.

Lhotse South Face: The Last Expedition of Jerzy Kukuczka

Lhotse was Kukuczka’s first and last Himalayan mountain: on 4
October 1979, he climbed the mountain as the first of his fourteen
eight-thousanders without the use of bottled oxygen; in 1989, he
returned to climb the mountain’s South Face, where he died on 24
October. Lhotse was arguably the mountain for Kukuczka—the most
important mountaineering venture in his life.

In order to understand what the meaning of this mountain was for
Kukuczka, we ought to revisit his first meeting with high mountains.
In 1974, Kukuczka joined Silesian climbers of the Mountaineering
Club in Katowice in their expedition to the mountains of Alaska and
Canada. Although he reached the summit of Mount McKinley, he suf-
fered from altitude sickness, which effected in foot frostbite and a toe
amputation. As a result, Kukuczka had to return to Poland early, leav-
ing the expedition, as Roman Trzeszewski recalls, “with tears in his
eyes” (Trzeszewski 186).

Kukuczka’s first major expedition cast a shadow on his mountain-
eering future: “This experience really hit my confidence, and my moun-
taineering lifestyle got stuck in a groove. I felt I didn’t belong anymore,
though I managed to get places on some climbing trips organized by
the mountaineering and students’ clubs.” (Kukuczka, Challenge 10)"
But there were colleagues from Silesia at the time who gave him a sec-
ond chance, first on Nanga Parbat and then on Lhotse:

!In the Polish edition of Kukuczka’s book we can read that he has been out of cir-
culation (see Kukuczka, Mdj 10).
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Inviting me to participate in it, the board of the Gliwice club turned a blind eye
to all my deficiencies as a high-altitude mountaineer. It was Adam Bilczewski
and Janusz Baranek from the Gliwice club who knew first hand how much I'd
failed in Alaska when altitude sickness cut me down at a mere five thousand
metres. They were there when it happened and saw it all but still they invited
me to join their expedition. (Kukuczka, Challenge 16)

Although Kukuczka climbed Lhotse without supplemental oxygen, it
was also the only one of the fourteen eight-thousanders whose summit
he reached both outside winter season and without carving a new route.
It is easy to understand that the ambitious climber wanted to correct,
as it were, his already spotless achievement (the so-called Crown of the
Himalaya: the conquest of all fourteen eight-thousanders) by establish-
ing a new route on the legendary, unclimbed South Face.

The South Face of Lhotse was one of the so-called key problems
of Himalayan mountaineering during the 1970s and ’80s and there
were regular attempts to reach the summit from that side, including a
Yugoslav and a Czechoslovak expedition. Prior to 1989, Polish climb-
ers also tried to establish a Polish route, causing the deaths of two
Polish climbers, Rafat Chotda and Czestaw Jakiel; in 1985, Kukuczka
took part in one of those expeditions. Finally, superstar mountaineer
Reinhold Messner organized an international expedition in the spring
of 1989; it is striking that Messner invited Krzysztof Wielicki and Artur
Hajzer into the team instead of Kukuczka, who completed his last
eight-thousander (Shishapangma) in 1987, beaten only by Messner.
Finally, in the fall of 1989, Kukuczka organized an expedition himself,
but it almost did not take place. On 27 May, five Polish mountaineers,
all Himalayan veterans, lost their lives on the Lho La Pass near Everest,
namely Eugeniusz Chrobak, Mirostaw Dasal, Mirostaw Gardzielewski,
Andrzej Heinrich, and Wactaw Otr¢ba. Kukuczka wrote about his
friends in the introduction to the diary: “In my mind’s eye I could see
their faces—my climbing partners and friends. The cream of Polish
mountaineering.” He also admitted feeling an “irrational sense of guilt”
(Kukuczka, Challenge 240). As we know today, this marked the begin-
ning of the decline of the so-called Polish Ice Warriors. Back then, the
tragedy jeopardized Kukuczka’s expedition to the Lhotse South Face,
as many climbers resigned from taking part in the project. Another
sign of changes in high-altitude mountaineering probably influenced
Kukuczka’s decision to climb the Lhotse South Face as well. Initially,
he wanted to traverse Kangchenjunga, but then Russians “blitzed
Kangchenjunga, just murdered it,” for “[t]hey traversed it from left to
right, or the other way round, diagonally and across, with dozens of
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porters, climbers, fixed camps, loads of money, gear, food, you name
it” (240). At first, Kukuczka wanted to re-traverse Kangchenjunga in
the so-called clean style (without supplemental oxygen), but when he
heard that Messner’s team withdrew from the Lhotse South Face he
decided to attempt to climb that wall instead.

Unfortunately, because the team and the goal had to be rearranged
quickly, the organization of the expedition did not follow the well-
tried practices of past expeditions. As Ryszard Warecki recalls, expedi-
tion members were selected “at random” (Krdlowa 149). Moreover, the
venture was an international media event and television crews from
Poland, Italy, and Switzerland followed the expedition all the way to
the base camp. The climbers were very often tired and irritated with the
presence of cameras.

On 24 October, Kukuczka and his partner, Ryszard Pawtowski,
set off from Camp V to attack the summit. Somewhere above 8,000
meters, leading a pitch, Kukuczka lost his footing and started to fall.
As Pawlowski, who aided the climbing, recalls, the protection of two
anchors did not hold: “My hands clenched on the rope. I braced myself
against the hefty yank that I knew was coming. Its force slammed
me against the rock, but the thin rope snapped on a sharp edge just
above me. Dumbstruck, I looked down into the abyss, three kilometres
deep. For a few moments I could still hear the sound of Jurek’s ice-axe
bouncing off rocks. I could see his red mitten falling slowly down.”
(Kukuczka, Challenge 252)

Finally, the new route on the South Face of Lhotse was established:
on 1 October 1990, Russians Sergey Bershov and Vladimir Karataev
reached the summit from the south, using supplemental oxygen. It is
worth mentioning that the same year Slovenian mountaineer Tomo
Cesen claimed climbing the South Face, but his achievement is gener-
ally perceived as an unlikely one because of the lack of photographs
from the summit and the climber’s incoherent reports.” As such, the
South Face of Lhotse seems to be the source of some of the most mean-
ingful events and narratives Himalayan mountaineering had to offer
in the late twentieth century. If we were to treat Lhotse as a nonhu-

2 Commenting on Cesen’s attempts in the Lhotse South Face as well as Kumbha-
karna, Slovenian Himalayan expedition leader Tone Skarja suggested in 2017 that “the
best solution would be to suspend both achievements, that is, to withdraw them from
official documentation of Slovenian Himalayan achievements, while preserving them
in the archive as unresolved matters” (gkarja 39). In his opinion the fact that none of
Cesen’s photographs was taken on his route does not prove that he did not climb the
Lhotse South Face.
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man actor it would appear to us surrounded by a network of meaning.
Finally, it most likely provides the last great moment in the period of
Himalayan mountaineering that is considered Romantic in Poland due
to its heroism.

The Structure of the Diary

Kukuczka’s diary has been quoted quite a lot, especially in the context
of his tragic death. Of the entire text, only a few sentences tend to be
selected by journalists and mountaineers, and these are the sentences
that now circulate in the discourse of Polish mountaineering. They are
often treated as almost supernatural premonitions of the forthcoming
death. For example, the beginning of the introduction to the diary
reads: “For me, the expedition has a strange beginning.” (Krdlowa 54)°
At the beginning of the diary, the entries for 28 and 29 August include
the following sentence: “Katmandu—dreamed of graves.” (Kukuczka,
Challenge 242) Finally, the last warning follows the accident in which
Kukuczka fell off the rope: “God, you watch over me, you gave me a
second life.” (244) Sometimes the plan of the descent from the moun-
tain and of the return to Poland, the shopping list featuring presents
for the family, and the plan for a trip to Italy are also mentioned as be-
longing to an unrealized future. Although these are all important parts
of Kukuczka’s diary, they reduce its integral narration when quoted in
isolation. Thus, we would do well to describe the structure of the com-
plete edition of the diary.

Kukuczka kept his diary in a simple planner for the year 1989.
The editors decided to publish only the part about the Lhotse expedi-
tion. During the expedition, Kukuczka only used the space allotted to
a given date, except when he added supplementary texts. Unlike his
previous diary (from the 1987 Shishapangma expedition), there are a
few important paratexts before the first entry, namely the dedication
and the introduction. The diary alone seems to be different: entries are
short, laconic, and difficult to interpret, as if there really was “nothing,”
only the basic places, people, actions.

3 The English translation of the diary appended to the English edition of Kuku-
czka’s last book Mdj pionowy swiar (literally “My Vertical World” but translated as
Challenge the Vertical) reads: “The beginnings of this expedition go back a long way.”
(Kukuczka, Challenge 238) For the complete Polish edition of the diary, to which I
refer whenever the English translation is incomplete, see Krdlowa.
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In terms of literary text, the diary features not only the original diary
kept by Kukuczka during the Lhotse expedition, but also a foreword by
his wife, Cecylia Kukuczka, an introduction by the editor, Katarzyna
Ziolo, a history of the conquest of Lhotse, and a history of Kukuczka’s
last expedition. There is also a recollection of the accident by Pawtowski,
followed by an afterword by Ryszard Warecki, Kukuczka’s friend and a
member of the expedition.

The publisher and the editor decided to accompany the text of the
diary with a good amount of supplementary material. As we can read in
the commentary to the 2019 edition of the diary: “Krdlowa. Lhotse ‘89 is
an extraordinary book. It is comprised of more than just words. An inte-
gral part of the narration is offered by archival material.” (Krdlowa 8)
Thus, the reader can find such supplementary material as photos from
the Jerzy Kukuczka Archive, scans of fragments of the original diary,* as
well as scans of letters, memos, and press coverage. There is also ample
multimedia, including fragments of films shot during the expedition by
Elzbieta Pigtak and Witold Okleka (Lhotse '89) and by Fulvio Mariani
(Lhotse: lanno nero del serpente, in English Lhotse: The Black Year of the
Serpent), documentary films by Wojciech Kukuczka and Anna Teresa
Pietraszek, and audio material with fragments of interviews with the
members of the expedition. This multimedia material is accessible on a
CD that comes with the book and by QR codes to the Virtual Museum
of Jerzy Kukuczka.

The added contents describe everyday life in the base camp, climb-
ing efforts, and, of course, the main character of the entire narrative,
seen during the ascent and explaining his plans. Then there is a lot
on his death: Pawlowski’s explanations of the accident, condolences,
press coverage. Human activity can thus be observed in the setting of
unmoved mountains.

All this supplementary material covers the already mentioned inac-
cessible background. As an important part of the narration, it aims at
telling the untold. The brevity of Kukuczka’s original narrative has
to be enriched (page by page, entry by entry) with iconography and
audiovisuals to make the reader understand the narrative’s context
and contents. As Katarzyna Ziolo explains in the introduction: “The
diaries left by Jerzy are bald recordings of the expeditions and prepa-
rations. The message received by anyone who has read the book or
seen the film about Jerzy is clear—he was a reticent, very precise man

# These scans resemble a diary not only as a physical medium (for which see
Lejeune 175-178), but also as something solid and coherent—whereas its content
seems to be brief and partial.
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who pursued his goals firmly. And this is probably the truth [...]. But
the other Jerzy also reappears out of the laconic notes and hurried
memos.” (Krélowa 12)

Very rich and ingenious, the structure of Kukuczka’s newly pub-
lished diary can help us rethink slightly the theory of diary proposed
very influentially by Philippe Lejeune, who also approached the study
of diaries beyond the field of literary studies. As Julie Rak’s reading of
Lejeune shows, the diary in general is characterized by two features—
discontinuity and self-writing: “Diaries do not present consistent pic-
tures of a life: they show an identity in process, even as they are part
of the process itself of creating identity, day after day.” (Rak 24) For
Lejeune, “[d]iscontinuity [...] is part and parcel of the diary’s rhythm”
(Lejeune 193). This enables Lejeune to compare the diary to a piece
of lacework or a spider web: “It is apparently made up of more empty
space than filled space. But for the person who is writing, the discrete
points of reference that I set down on paper hold an invisible galaxy
of other memories in suspension around them. Thanks to association
of ideas and allusions, their shadows and virtual existence linger for a
while.” (181) But in the case of Kukuczka’s diary, this rhythm is rather
external and independent from the author’s presumable expectations:
it is the rhythm of the climb and of the expedition that is inscribed in
the diary’s pages. As a result, the central place of the subject within
Kukuczka’s diary is no longer obvious.

Inspired by Paul Ricceur’s notion of narrative identity, Lejeune
proposes a concept reminiscent of Foucauldian self-writing: “Yes, you
write your diary for yourself, and that is what makes it private [...]. You
put yourself in the hands of the stranger you will become. The cur-
rent identity that it is the diary’s purpose to create and define will one
day become part of an unforeseeable identity, one which it will have
given rise to and which will judge it.” (Lejeune 324) Needless to say,
Kukuczka’s diary could not have been re-read by the author. We also
cannot be sure of its function: probably it was a kind of mnemotechni-
cal device, a sketchbook for a book that Kukuczka would have written
had he come back from the mountain. Nevertheless, the main threads
of the “spider web” (laconic, itinerary-like entries of the diary) still
frame here a kind of “empty space” of an “invisible galaxy,” and also a
kind of inaccessible background of mountains and climbing.

The title itself is significant in this respect. Krdlowa means “the
queen,” and by the intention of the publisher it also refers to the moun-
tain on the book cover, as if there were two main characters in the
narration, namely Kukuczka and Lhotse. This is in line with the ani-
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mistic imagery that is so common in the mountaineering discourse.
But there is a more revealing twist here: whereas the editors suggest that
“the queen” refers to Lhotse, in Kukuczka’s diary “the queen” is—the
weather: “On every expedition everyone writes a lot about the weather
because she is the queen of all mountaineering activity. Every expedi-
tion or team act at the queen’s mercy. And she acts at her own mercy,
according to her own liking.” (Krdlowa 111) While the editors present
the mountain as a singular actor, Kukuczka refers rather to a network
of circumstances that impersonates the weather as a kind of mana, a
magical ether that knits together every part of the context. Presumably,
what most readers expect from such a narrative is a text as solid as a
mountain, rather than one that is as transitory and indeterminate as
the weather.

In this sense, the central theme of an autobiographical text seems
to be, not the person itself, struggling to find his or her identity, but
rather the cultural context in the form of a complex collective (see
Pacukiewicz, Grar), “a procedure of grouping [...] humans and non-
humans into a network of specific interrelations” (Descola 422, note 1).
Now, we should of course analyze what the context evoked by
Kukuczka’s diary is. Is it the same “invisible galaxy” of experience or a
substantial cosmos created by co-operating agents? Is it only the distant
world that leaves nothing but single and random traces, or is it perhaps
the inner reality of the text?

The Substance

As already mentioned, Kukuczka preceded his diary with a motto, a
dedication, and an introduction which is partly the description of the
preparations for the expedition and partly the expression of his feelings
about it. Significantly, these paratexts are not dated, which enables us
to classify them somewhere beyond time and space.

At the beginning of the diary, Kukuczka notes: “Paradise—raj.”
(Krdlowa 50) The English word is followed by its Polish equivalent,
which suggests its importance. But what does it designate, the moun-
tains or the Christian heaven of Kukuczka the Roman-Catholic? The
author’s intention remains a riddle. Interpretations may vary anywhere
from premonition, to oblivion, to yearning. Yet the dedication that
follows suggests a bond between the living and the dead. Surplus and
repetition are striking in the dedication:
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1. For those who will never come back and who will stay in the mountains
forever.

2. For the relatives who never saw my friends return.

3. For friends, partners, and especially for those who never returned (and who
stayed in the mountains forever).

4. For my sons and wife—who always wait.

5. For those who remain anxiously waiting—for my wife and sons (the beloved
ones).

For friends.

For those who never returned.

For the families awaiting their loved one’s return. (Krdlowa 50)

These words are so moving not just because of the events they antici-
pate, but also due to the repetition through which the author seems to
restore the community of his dead friends and the families that await
them. Pointing to the Christian concept of the communion of saints as
the model of such imagery would not be an overstatement here.
Somehow, this community of the living and the dead specifies the
activities on Lhotse, which Kukuczka describes in his short, proba-
bly unfinished introduction. As is often the case with mountaineer-
ing narrations of ascents, everything starts with a mere picture of the
Lhotse South Face (see Kukuczka, Challenge 238).° This panoramic
view becomes more real with subsequent attempts to climb the route
and with the experience of mountaineering as such. Significantly, the
narration starts with an evocation of a picture of solid integrity sym-
bolized by the mountain. And here appears the communion as well:
Kukuczka recollects the ventures of (or with) his living friends, but
there is also the legendary figure of Nicolas Jaeger (named “F. Jiger”
in the text)—the “taciturn lone climber” who attempted a solo climb
on Lhotse but failed, while his girlfriend had to come back home alone
(238).¢ Kukuczka, as already mentioned, was overwhelmed with an
irrational sense of guilt when his friends died on the Lho La Pass, yet
he decided to reassemble the team, with the living replacing the dead.
In this context, Kukuczka admits that his action was beside “any logical
consideration”: “I should wait before organizing another expedition.
Next year I could prepare it at ease.” (240) But inner instigation won:
“I decided to go about it in exactly the same way I had done before. To
follow my gut feelings.” (241) Hence, the continuity of the narration
up to this point is secured by a kind of mystic participation that estab-

> In the original text, Kukuczka stresses that this is a nice picture (see Krdlowa 54).
¢ The original text speaks of a silent loner (see Krdlowa 57).
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lishes a multipresence,” and it can be said that the diary’s imagery is
founded on an animistic ontology. The relationship between the main
actors is a close one. As Grebowicz suggests, “[m]ost mountain writing
talks about something like an exchange between humans and moun-
tains, one in which humans are altered by the encounter” (Grebowicz
9-10). With subsequent diary entries, the list of participating agents
will be expanded.

The opening entries of the diary (30 August—6 September) are just
an itinerary of places passed by on the way to Lhotse: “Flight to Lukla,”
“Namche Bazaar,” “Tengboche,” “Chukhung,” and, finally, “Base”
(Krélowa 78-82). These toponyms, however, establish the road that
will be continued in the mountains. Hence, the continuity of the diary
is secured by the vertical perspective of climbing. Around this core
the network of agencies expands. The brevity of subsequent entries is
perplexing: one goes up, another one goes down, avalanches one after
another, constant threat from the mountain, which “growls every day”
(108), problems with people competing with each other, different per-
spectives, different goals, sacred and profane interjections, and so on.
In Kukuczka’s case, the typical narrative scheme of Himalayan expedi-
tion is reduced to a few words: “The threesome go to Camp II [...].
The weather as usual—lousy.” (Kukuczka, Challenge 246) He is more
communicative when it comes to his feelings and his social views.

The diary is marked by a constant struggle to make all the actors—
people, weather, snow, gear—play together. But there are also dilem-
mas pondered in isolation: “After 5 AM I get out of the tent and for
an hour stand there considering what to do. Uphill or downhill?”
(Kukuczka, Challenge 245) It is easy to see how this mountaineering
cosmos needs constant rearrangement: “What is going on? The world
is turned upside down. I distinctly remember the expedition from ten
years ago. The sun in the morning when I woke up, the stars at night,
and so it went for the entire month and a half. And what about now?”
(Krdlowa 108) Things fall apart, and things come back together, very
often seemingly independently from human action: “I am standing in
front of the tent and don’t know what to do. The weather seems to
have stabilized.” (112) Unfortunately, this network will not hold the
balance, as the last entry in the diary reads: “What’s going on!!! I've
got a feeling we lost the first round.” (Kukuczka, Challenge 251) All

the reader is given are brief notes, sometimes even just a hint at some-

71 refer here to Lucien Lévy-Bruhl’s concept where collective representations are a
kind of metaphysical phenomenon (see Mousalimas 35-39).
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thing; such is the case with the first failure: “At Base, ironic smirks
of my colleagues.” (243) Sometimes things to do and things already
done seem to almost form a regular schedule. It is very moving, know-
ing that Kukuczka is dead, when under 24 October we read the entry
“Descent,” under 26 October “Caravan,” and under 1 November a
shopping list that includes big earrings. In this case, we are dealing with
a diary that seems bigger than life as it bonds past and future, allowing
us to see more clearly the complex collective of agents in different set-
tings. A cosmos, that is, that seems very substantial.

Panorama and Oligopticon

If we assume the perspective developed by Philippe Descola, we can
try to specify Lejeune’s problem of continuity and discontinuity in the
diary as a question of cultural ontology. Referring to the network of
the collective narrated in Kukuczka’s diary, we can argue that the main
problem of mountaineering literature lies in finding a continuity be-
tween nature and culture. A diary is an evidence of an attempt to cre-
ate a bridge (or, using the language of mountaineering, to traverse the
ridge) between the entity of mountains and human agencies and values.

One can thus suggest that, between the two parts of the narrative
(the introductory fragments and the main diary), there is a shift that
occurs between an animistic and an analogue ontology. In the intro-
ductory paratexts, nature and culture are isomorphic but separate, and
the continuity between them is the projection of culture on a separate
nature. In the main diary, there is a collective of human and nonhuman
agents, all playing together. Here, one is reminded of Descola’s con-
cept of analogism, which he defines as “a mode of identification that
divides up the whole collection of existing beings into a multiplicity
of essences, forms, and substances separated by small distinctions and
sometimes arranged on a graduated scale so that it becomes possible
to recompose the system of initial contrasts into a dense network of
analogies that link together the intrinsic properties of the entities that
are distinguished in it” (Descola 201).

In Kukuczka’s diary we see very clearly how these different beings
(people, tents, rocks, snow, gear, etc.) are assembled into a vertical
climbing route. This climbing route is the core of both the collective
and the diary. One could even argue that, where the diary is comprised
primarily of text, its code is specified by the direction of the climbing
route outside the text. As such, the climbing route is a model of a logi-
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cal structure that creates a collective. The diary is analogous to a climb-
ing route insofar as it is “a kind of logical tool” of mediation (to use
Claude Lévi-Strauss’ description of the Oedipus myth, see Lévi-Strauss
434). At the same time, however, Kukuczka’s diary also features a kind
of mystic bonds that create supplementary connections between things.
He often mentions luck or chance in mountaineering, as well as the
bond of prayer which restores a wider perspective: “I walk to the glacier
to take some photos and to say my prayers. Wedding. Rosary, holy
mass in Czestochowa.” (Kukuczka, Challenge 247) That is why, when
Descola specifies the principle of analogy, it perfectly fits the diary:
“analogy is a hermeneutic dream of plenitude that arises out of a sense
of dissatisfaction.” (Descola 202)

In conclusion, it seems that Kukuczka’s last diary is an exemplary
model of mountaineering literature’s transition from the metaphysics
of mountains to what Andrzej Matuszyk has called “the ontology of
the climbing route” (Matuszyk 134). The metaphysic of mountains is a
metaphysics of an entity with an integrity of unquestionable presence,
while the ontology of the climbing route is an ontological structure
that rearranges the richness of the experience of mountaineering. In
Kukuczka’s diary we can see how the ontology of a climbing route
between nature and culture, which forms the pattern of the mountain-
eering culture, is more than just a single vertical core: it creates a broad
network of agencies and agents, not all of which cooperate with each
other at all times. Therefore, the diary reveals the rediscovery of the
integrity of being represented by the mountain and an epistemological
attempt to reinvent the evidence of climbing its route.

To grasp these two perspectives, to understand both the ontological
and the metaphysical dimension, we can make use of Bruno Latour’s
concepts of oligopticon and panorama. Oligoptica are focused on actual
connections within a collective seen as a network: “From oligoptica,
sturdy but extremely narrow views of the (connected) whole are made
possible—as long as connections hold.” (Latour 181) Panoramas, on
the other hand, offer a different vision of the entirety as a substantial,
external, and full landscape. Nevertheless, panoramas are always a kind
of representation:

Although these panoramas shouldn’t be taken too seriously, since such coher-
ent and complete accounts may become the most blind, most local, and most
partial viewpoints, they also have to be studied very carefully because they
provide the only occasion to see the “whole story” as @ whole. Their totalizing
views should not be despised as an act of professional megalomania, but they
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should be added, like everything else, to the multiplicity of sites we want to
deploy. (Latour 189)

This is why, “[a]t best, panoramas provide a prophetic preview of the
collective, at worst they are a very poor substitute for it” (Latour 189—
190). Hence the crucial difference: “Whereas oligoptica are constantly
revealing the fragility of their connections and their lack of control on
what is left in between their networks, panoramas gives [sic] the im-
pression of complete control over what is being surveyed, even though
they are partially blind and that nothing enters or leaves their walls
except interested or baffled spectators.” (Latour 188)

In this manner, Latour solves the paradox of the notion of context,
which Roy Dilley, for example, specifies as “a problem in delimiting
the extent of the domain indicated by ‘context”” (Dilley 2). According
to Dilley, “[c]ontexts can be external by pointing to a different domain
of phenomena or order of existence to the one under study, or they
can be internal in the sense of being contained within a closed system
of like entities.” (14) From this point of view, we can also correct our
understanding of context as the “invisible galaxy” that exists beyond
Kukuczka’s diary. When the diary itself creates the limited oligopti-
con of multiple connections, agents, and agencies, the editors of the
diary, Kukuczka himself, and we, the readers, imply a broader entity
which encapsules all these elements: the mountain and the continu-
ous, comprehensive chain of the climb.® We want to reach the full-
ness and intensity of the imagery, but this is attainable only through a
description of the climbing route assembled by ambiguous, not always
fully comprehensive forces. In this way, the panoramic view from the
summit (even if Kukuczka would have reached the summit of Lhotse)
is still a function (or projection) of the oligopticon. And yet, “Does
anything really come to an end?”, asks Kukuczka at the end of his last
book. “No. The vertical world never ends.” (Kukuczka, Mdj 224)°

8 In contrast to Latour’s concept, the mountaineering ontology—being analogous
and vertical—cannot be flat.

? In the published English translation the passage reads somewhat differently than
in my translation above, namely: “Is it over then? Not at all. My vertical world is bigger
than that and I'll keep coming back to take up its challenge.” (Kukuczka, Challenge 237)
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Zadnja gora in zadnje besede Jerzyja Kukuczke:
alpinistov dnevnik kot panorama in oligoptikon

Klju¢ne besede: literatura in alpinizem / poljska knjizevnost / alpinisti¢na literatura /
dnevnik / pripovedna tehnika / oligoptikon / panorama / Kukuczka, Jerzy

Med svojo zadnjo odpravo in tik pred smrtjo na juzni steni Lotseja je svetovno
znani alpinist Jerzy Kukuczka pisal dnevnik, ob katerem se porajajo vprasanja
o notranji motivaciji alpinistov pa tudi o naravi alpinisti¢ne literature, zanra,
ki mu ta dnevnik pripada. Lakoni¢ni slog dnevnika nakazuje, re¢eno s termini
Philippa Lejeuna, nevidno galaksijo neizgovorjenega in neznanega konteksta
onkraj teksta. V tem ¢lanku dnevnik ni reduciran na literarni tekst, pa¢ pa
obravnavan kot logi¢no orodje, ki vzpostavlja dolo¢en kulturni model sveta.
S pomodjo antropoloskega koncepta kolektiva je Kukuczkov dnevnik anali-
ziran kot nekaksen ontologki posrednik med naravo in kulturo. Z gledis¢a,
ki ga je razvil Bruno Latour, lahko v tem dnevniku vidimo tako oligoptikon
kakor panoramo, saj bogastvo delnega omrezja kolektivov, ki nastaja v procesu
plezanja, kombinira s splosnim pogledom na prizoris¢e kot na substancialno
entiteto gore.

1.01 Izvirni znanstveni clanek / Original scientific article
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Vclanku obravnavam oblikovanje disciplinarne druzbe, kot se kaze

v aristokratski kulturi francoskih pravijicarjev in pravijicark konec
sedemnaystega stoletja. Pravljice tedaj igrajo pomembno vlogo v procesu, ki ga
Je Norbert Elias imenoval proces civiliziranja. V primeru pravijic je to pomenilo
oblikovanje vijudne dvorske druzbe in v veliki meri discipliniranje Zensk.
Raziscem biopoliticne vidike pravijic v tistih okoliscinah, saj se ravno tedaj
skozi pravljice kazejo druzbeni premiki in konsolidacija dolocenih konceptov;
zlasti se vzpostavijata dolocen koncept feminilnosti in druzbena vloga Zenske, ki
ostajata v veliki meri nespremenjena tudi kasneje. Preucujem pravljico o Pepelki,
kot sta jo zapisala Charles Perrault in Marie-Catherine d’Aulnoy. Na primerih
obravnavam reprezentacijo spola, spolnih vlog in odnosov, kot tudi sporocilnost
in moralni poduk. Sredi dvajsetega stoletja je Walt Disney priredil Perraultovo
Pepelko, s cimer je la inacica postala svetovno najbolj znana pravljica o Pepelki.
Biopoliticni pomen Perraultove Pepelke oziroma Disneyeve priredbe Pepelke kot
verjetno najbolj globalizirane zgodbe nasploh je bil in je Se vedno izjemen.

Klju¢ne besede: francoska knjizevnost / 17. stoletje / pravljice / dvorska druzba /
aristokracija / proces civiliziranja / Perrault, Charles / Aulnoy, Marie-Catherine / Pepelka |
zenske / spolne vloge / biopolitika

Uvod

Pisanje pravljic v kontekstu aristokratske druzbe v Franciji konec sedem-
najstega stoletja je igralo pomembno vlogo v procesu, ki ga je Norbert
Elias imenoval proces civiliziranja."' V tem ¢asu so se oblikovale literarne

! Ta ¢lanek je nastal kot rezultat raziskave, opravljene v okviru projekta $t. J6-1807:
Druzbene funkcije pravijic, ki ga financira Javna agencija za raziskovalno dejavnost RS.
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pravljice v veliki meri kot zvrst, ki jo poznamo danes, zato Jack Zipes
v ta druzbenozgodovinski trenutek umesc¢a »rojstvo literarnih pravljicc
(Zipes, »Introduction« xii). Znacilnost tega literarnega Zanra je didak-
tiénost. Prav ta v veliki meri prispeva k temu, da lahko pravljice razu-
memo kot pomembno sredstvo discipliniranja. V okoli$¢inah francoske
aristokratske kulture konec sedemnajstega stoletja je literarna pravljica
odigrala vidno vlogo pri vzpostavitvi disciplinarne druzbe, to je druzbe
na prehodu od starega rezima suverene oblasti v moderno disciplinarno
druzbo. Posvetila se bom tej klju¢ni druzbeni funkciji zgodnjih literarnih
pravljic. V povezavi s tem bom raziskala reprezentacije spolov ter meha-
nizme biooblasti kot oblasti nad Zivljenjem, ki so jo te pravljice prika-
zovale in udejanjale. V razpravi me zanimajo biopoliti¢ni vidiki pravljic
v tedanjih okolis¢inah, saj se skozi pravljice lepo kazejo druzbeni pre-
miki in konsolidacija dolo¢enih konceptov. Zlasti se vzpostavljata dolo-
¢en koncept feminilnosti in druzbena vloga Zenske, ki ostajata v veliki
meri nespremenjena tudi kasneje. S pojmom biopolitika imam v mislih
politike upravljanja s telesi prebivalstva, ki vkljucujejo politike rodnosti,
spolnosti in spolnih vlog, upravljanje teles in druge nacine disciplinira-
nja, oblikovanja in vzdrzevanja teles, normalizacijske prakse ter podreja-
nje teles sistemom oblasti.

V druzbenem dogajanju konec sedemnajstega stoletja iz obdobja
zadnjega dela vladavine Ludvika XIV. sta zgodovinarja Maité Albistur
in Daniel Armogathe prepoznala »veliko zapiranje zensk« (vgrand
renfermement«) za stene njihovih domov, ki je pomenilo krepitev vloge
matere in zene, obenem pa odtegovanje Zensk od druzabnega Zivljenja
in izobrazevanja,” ki sta ogrozala koncept primarne vloge zenske, kot se
je v tem casu konsolidiral (Albistur in Armogathe 196-200).

Z vidika »velikega zapiranja Zensk« je zanimiv prispevek Charlesa
Perraulta, ki je bil v svojem casu eden najbolj priznanih pisateljev
pravljic, $e zlasti pa se je njegov ugled v primerjavi z drugimi pisatelji
in pisateljicami pravljic tega ¢asa kasneje, zlasti od devetnajstega stoletja
naprej, le $e okrepil. Ceprav Perrault javno podaja zagovor Zensk,

*Joan DeJean in Timothy Reiss sta popisala sovraznost do Zensk kot dejavnih
predstavnic na podro¢ju kulture, zlasti literature, v poznem sedemnajstem stoletju
(DeJean 134-158; Reiss 202-215). V nedavnih Studijah raziskovalci francoske zgo-
dovine ugovarjajo splosnemu prepricanju, da so bile Zenske med petnajstim in devet-
najstim stoletjem pregnane v zasebno sfero in da so imele malo vpliva na dobro znani
»javni« dvor, ki so mu vladali moski — na dvoru so imele namre¢ Zenske Sirok spekter
pozicij (zum Kolk in Wilson-Chevalier). Faith E. Beasley ugotavlja, da so bile franco-
ske salonske pisateljice cenjene sogovornice danes bolj znanih pisateljev iz francoske
literarne zgodovine (Beasley, 7éaching; »Changing«).



Polona Tratnik:  Biopoliti¢ni prispevek francoskih pravljic poznega 17. stoletja ...

vendar predstavi ideal feminilnosti, ki zdruzuje prirojene lastnosti zensk
ter izoblikovanost v skladu z aristokratskim kodom. Zensko podredi
moskemu v Stevilnih pogledih in jo pozove k olikanemu in poniznemu
vedenju. Perraultove pravljice so znadilno »ocis¢ene« vsebin, ki jih je
visoka druzba njegovega ¢asa razumela kot neprimerne za omikano
druzbo. To velja posebej za tiste pravljice, ki so ostale popularne vse
do sodobnosti, kot na primer »Pepelka« in »Trnuljéica«. Disciplinarna
funkcija njegovih pravljic zato sega vse do danasnjih dni.

Primer, ki se mu posebej posvetim v razpravi, je pravljica o Pepelki.
Folkloristi kategorizirajo pravljice o Pepelki po indeksu Aarne-
Thompson-Uther (ATU) pod tipom 510A, ki predstavlja preganjano
junakinjo.? Pravljice me zanimajo kot matrike, ki se prilagodijo kultur-
nim okoli$¢inam, v katerih se pojavijo. V tem oziru pravljice zrcalijo
ideologije, ki so v dolo¢enem casu in prostoru na delu v neki druz-
beni skupnosti. V pravljicah se kazejo verovanja, upanja, prepricanja,
pa tudi norme in standardi druzbenega okolja, v katerem je posami¢na
inacica nastala. Zato me zanimajo pogoji produkcije dolo¢ene inacice
pravljice, ki jo preucujem, in sporocilnost, ki jo je avtor oz. avtorica
posredoval/a. Pri tem ni nepomembno, kdo je pravljico podal, kate-
remu druzbenemu razredu je pripadal, kaksna je bila njegova ali njena
druzbena pozicija, pa tudi, kateremu ob¢instvu je bila podana pravljica
namenjena. Znacilnosti posamicne inacice se izrazito pokazejo, ce
spremljamo doloceno pravljico, ki se je veckrat pojavljala v razli¢nih
okolis¢inah. Primer pravljice o Pepelki jemljem zato, ker govori o juna-
kinji in prek tega reprezentira Zensko in njeno druzbeno vlogo. Ker je
izjemno razsirjena, se s tem odprejo primerjalne moznosti za analizo, ki
me zanima, kajti izrazito se pokazejo razlike v sporocilnosti in druzbene
ter ideoloske posebnosti kulture, ki jo pravljica odraza.

Ce povsem strnemo matriko, je Pepelka kot lik junakinja, ki si
izbori boljsi druzbeni in ekonomski polozaj, kot ga je imela na zacetku,
in ki je praviloma predstavljen tudi kot pravicen. Dekle se z dosezkom
osvobodi ponizujoce oblasti nad svojim telesom in doseze osvoboditev.

? Angleska folkloristka Marian Roalfe Cox je leta 1893 evidentirala tristo petinsti-
rideset razli¢ic te pravljice, ki jih je razporedila v tri oz. pet tipov. Med temi trije (A-C)
predstavljajo osnovne tipe. Tipa B in C kaZeta razlikovanje v svojevrstnih dogodkih,
medtem ko sta glede ostalega enaka tipu A. Tip A (Pepelka) predstavlja trpinéeno
junakinjo z znadilnim prepoznanjem prek sredstva ¢evlja; tip B (Macja koza) govori o
nenaravnem ocetu in begu junakinje; tip C (Cap o' Rushes) predstavlja sodbo kralja
Leara in izgnano junakinjo. Pod tip D (nedolocljivo) je uvrstila tiste razli¢ice, pri kate-
rih ne gre za dogodke, ki bi sodili v tipe A—C. Pod tip E je Roalfe Cox uvrstila junaske
pravljice, ki so jim skupni dogodki iz inacic Pepelk (Cox xxvii).
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Vendar sta njena emancipacija in opolnomodenje ob njenem ultima-
tivnem dosezku v primeru danes najbolj razirjene inacice te pravljice,
to je Perraultove Pepelke, zgolj dozdevna. Njena dosezena osvoboditev
je namre¢ omejena in ponovno podrejena biopoliti¢ni in ekonomski
oblasti drugega. Moski, h kateremu se Perraultova Pepelka postavi, je
absolutni vladar, torej biopoliti¢ni in ekonomski vladar vseh, najprej pa
nje, ki mu je tudi neposredno podrejeno njeno telo, druzbeno Zivljenje
in spolnost.

Perraultova inacica predstavlja sistem suverene oblasti. Toda ta se
istocasno kaze ze kot del preteklosti, ki jo pravljica nostalgi¢no obuja.
Bistvena funkcija te pravljice namre¢ ni v tem, da konsolidira absolu-
tisti¢ni red, temve¢ v njeni funkciji discipliniranja. S tem ta pravljica
opravlja znacilno funkcijo, ki so jo imele pravljice, ki so jih pisali
francoski aristokrati in aristokratinje konec sedemnajstega stoletja,
kajti literarno pravljico so razumeli kot sredstvo za druzbeno-moralno
vzgojo. Perraultovo didakti¢no sporodilo pravljice o Pepelki je, da mora
biti zenska prijazna in graciozna. Nekatere razli¢ice Pepelke predstav-
ljajo kompleksne in mnogoznaéne znacaje, ki so tudi eti¢cno dvoumni,
saj Pepelka véasih za emancipacijo ali zgolj za boljse Zivljenjske pogoje
nastopi tudi kot morilka (na primer v ina¢ici salonske pisateljice Marie-
Catherine d'Aulnoy, ki jo primerjalno obravnavam), nasprotno pa razli-
¢ica izpod peresa Charlesa Perraulta slika ¢rno-bele znadaje in instruira
dekleta v pohlevne in potrpezljive dekle, ki bodo zgolj kot taksne lahko
dosegle svoj cilj, ki je poroka v visok druzbeni stan. Pri tem podoba
zenske, ki doseze Zivljenjski cilj, pomeni $e vedno ponizno in nesvobo-
dno lepotico, ki visok druzbeni status uporablja zlasti za izpopolnjevanje
svoje lepote in miline, namenjene moskemu uzitku.

Francoska aristokracija s konca sedemnajstega stoletja pa je vendar
poleg Perraulta cenila tudi druge pisateljice in pisatelje pravljic, zlasti
baronico Marie-Catherine d'Aulnoy. Njene reprezentacije zensk so neko-
liko druga¢ne od Perraultovih. Predvsem Zenska v d'Aulnoyinih pravlji-
cah ni docela podrejena moskemu, temved je bistveno bolj avtonomna
in samoiniciativna. Zato so nekateri sodobni razlagalci v tem prepoznali
svojevrsten upor Zensk proti patriarhalni druzbi tistega casa. A tudi
d'Aulnoy, tako kot Perrault, uéi Zenske odpuscanja in lepega urejanja.
Aristokratske Zenske, ki so jim bile njene pravljice zlasti namenjene, tudi
d'Aulnoy usmerja k Zivljenjskemu cilju, ki je poroka v visok druzbeni
stan. Ceprav njene pravljice $e izraziteje kot Perraultove podajajo zago-
vor dvorske druzbe, pa v primerjavi z njegovimi slabse sluZijo procesu
civiliziranja, saj predstavljajo tudi tak$ne znadaje, ki ne ustrezajo civili-
zirani druzbi, kakr$no kazejo in sooblikujejo zlasti Perraultove pravljice.
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Vloga pravljic v procesu civiliziranja

Do sedemdesetih let sedemnajstega stoletja so pravljice sprejeli kot pri-
kladno obliko zabave v literarnih salonih (Zipes, When Dreams 36)
in na dvoru, Se posebej v teatralni obliki ob sve¢anostih. Sam kralj
Ludvik XIV. je bil o¢aran nad pravljicami in je pogosto vkljuceval
magicne elemente v svoje kraljeve festivale v Versaillesu (Hannon in
Duggan 379). Pravljice so recitirale predvsem zenske. Marie-Catherine
d'Aulnoy, Henriette-Julie de Murat in Marie-Jeanne L'Héritier
de Villandon so imele celo lastne salone (Zipes, When Dreams 37).
Sc¢asoma je pripovedovanje pravljic postalo oblika lahkotnega razve-
drila, kot vrsta deserta po vecerji. Toda ta zabavna funkcija je bila
dopolnjena $e z drugim namenom, namre¢ tem, da so pravljice sluzile
za samo-portretiranje in reprezentacijo ustreznih aristokratskih navad.
Pripovedovanje zgodb je pripovedovalkam omogocalo, da so slikale
same sebe, svoje druzbene navade in odnose tako, da so predstavljali
njihove interese in interese aristokracije (36). S¢asoma so pravljice tudi
objavljali, zlasti v devetdesetih letih sedemnajstega stoletja. Med leti
1690 in 1715 je bilo v Franciji objavljenih prek sto pravljic. Prav s
tem razcvetom so francoski aristokratski pisatelji in pisateljice pravljic
s konca sedemnajstega stoletja najve¢ prispevali k oblikovanju konven-
cij in motivov literarne pravljice. Najbolj plodna, cenjena in tipi¢na
pisateljica pravljic tistega casa, saj je spodbudila tudi pisanje drugih
pisateljic, je bila baronica Marie-Catherine d'Aulony, ki je objavila
stiri zbirke pravljic med letoma 1696 in 1698 (12). Utzivala je enako
slavo kot Charles Perrault, toda slednji, ki je vsega skupaj napisal zgolj
osem pravljic,4 je njeno priljubljenost v devetnajstem stoletju povsem
zasen¢il (Hannon in Duggan 380).

Charles Perrault je bil ¢lan Académie Francaise. Bil je na ¢elu spora
med modernimi in starimi (Quarelle des Anciens et des Modernes) na
strani modernih. V spor so kot pomembna tema vstopile tudi contes
de fées (termin, ki oznaluje literarne pravljice, je vpeljala baronica
d'Aulnoy). Spor je potekal prek razprav med Sestnajstim in osemnaj-
stim stoletjem, pri ¢emer so se najznamenitejsi spori odvijali prav v
drugi polovici sedemnajstega stoletja. V sporu so stari zagovarjali stali-
$¢e, da se morajo vsa umetniska prizadevanja vrednotiti v razmerju do
grske in rimske antike, medtem ko so moderni zagovarjali napredek in

* Dejansko je Perrault teh osem pravljic, med katerimi so slovite » Trnuljcicas, »Rdeca
kapica«, »Obuti maceke, »Pepelka« in »Le Petit Poucet« (razlicica Janka in Metke), izdal
v knjigi Histoires ou contes du temps passéleta 1697. Leta 1695 pa je izdal $e tri pravljice —
te je napisal v verzih.
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moznost, da umetnisko ustvarjanje preseze antiko. Anti¢ne zgodbe so
uzivale legitimnost kot izobrazevalne institucije in so bile postavljene
na privilegirano mesto v hierarhiji literarnih vrednot, medtem ko ljud-
skih pravljic niso visoko cenili, kajti krozile so zlasti med neizobraze-
nimi in nepismenimi ljudmi. Zato so si moderni prizadevali pokazati,
da imajo njihove pravljice prav tako moralno vrednost kot klasi¢ne
mitoloske zgodbe, pa tudi druge anti¢ne zgodbe in basni (Seifert, Fairy
Tales 63—64). Sam Perrault je celo zanikal moralno sporo¢ilnost anti¢-
nih mitov. V uvodu k prvi objavi svojih treh pravljic v verzih iz leta
1695 je zapisal, da je bila vecina anti¢nih mitov izumljenih za zabavo,
pri cemer moralna sporocilnost ni bila pomembna. Pravljice, je zapisal
Perrault, ki so jih pravili otrokom, pa prinasajo, nasprotno, moralni
poduk. V njih je krepost nagrajena in pregreha kaznovana. Resda
te zgodbe niso tako elegantne kot anti¢ne, pise Perrault, a vsebujejo
pouc¢ne moralne lekcije. U¢ijo, kaksne so prednosti odlik, kot so odkri-
tost, potrpezljivost, marljivost in poslusnost ter kazejo, da v primeru, ¢e
jim ne sledimo, sledi kazen (Perrault, »Preface« 5). Perrault se je torej
povsem zavedal poucne funkcije pravljic — ne le ustnih pravljic, ki so
jih zlasti pripadniki niZjega druzbenega sloja pripovedovali otrokom,
temvec tudi literarnih pravljic, ki so jih pisali on sam in moderni aristo-
kratski sodobniki ter sodobnice.

Literarne pravljice, ki so jih pisali, so aristokratske pisateljice in
pisatelji sedemnajstega stoletja razumeli kot »pravljice modernih«.
Do ustnih pravljic, ki so krozile med nizjimi razredi, so bili aristo-
krati vzviSeni, Ceprav so si jih prisvajali in jih prilagajali svojim ciljem
(Seifert, Fairy Tales 90-92). V salonih so se pravlji¢arke sprva prek
igre nanasale na ljudske pravljice in uporabljale dolo¢ene motive v
svojih pogovorih (Zipes, When Dreams 36). Marie-Jeanne L'Héritier
de Villandon in Perrault sta navajala neposredne navezave svojih
pravljic na folkloristi¢cna medbesedila iz pripovedovanja zensk nizjega
razreda, kot so dojilje in vzgojiteljice, ki so prirejale zgodbe za otroke.
Aristokratski pisatelji in pisateljice, ki so se zagovarjali kot moderni,
so izkoristili marginalni status zanra ustne pravljice in ga uporabili v
svoj prid. V strukturo literarne pravljice so prenesli figuro pripove-
dovalke, ki je predstavljala radikalno drugost, in se tako naslonili na
figuro »nadomestne matere«, prek katere so potrdili vrednote lastnega
razreda. Ker je bila v tej vlogi sokriva, ugotavlja Michele Farrell,
ta figura ni ogrozila hegemonskega reda, temve¢ je simbolno delo-
vala kot simptom asimetrije med razrednimi odnosi aristokracije in
preprostih ljudi (53). V tem se po ugotovitvah Lewisa C. Seiferta kaze
»aristokratska romanti¢nost«, kot jo je opisal Norbert Elias (Elias,
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The Court 214-267). Ta pogled predstavlja elitisti¢no, idealisti¢cno
sliko kmeckega zivljenja, ki je omogo¢ila visjim razredom kapitalizi-
rati prednosti »civilizacijskega procesa« (Seifert, Fairy Tales 74-75).
Civilizacijski proces, o katerem je pisal Elias, je med drugim pomenil
znizanje stopnje medosebnega nasilja.

V druzbenih okolis¢inah rojstva literarne pravljice so moski, pa
tudi Zenske, objavljali razli¢ne vrste spisov o pravilni vlogi zenske in o
tem, kako nadzirati njihova telesa, vedenja ter celo identitete (Zipes,
»Cross-Cultural« 859; Seifert, Fairy Tales 181). V moralisti¢nih trakta-
tih in razpravah so pisali o poroki, Zenskah in druzbenosti ter projicirali
nov pogled na materinstvo. Leta 1694 je Nicolas Boileau-Despréaux,
predstavnik starih, objavil Saziro X (sicer pogosto imenovano »Proti
zenskamc), v kateri je o¢rnil Zenske, da so te skoraj vedno nekrepostne,
moski pa zato nesre¢ni. Perrault se je odzval z Apologijo zenskam, v
kateri enaci Boileaujeve zalitve z napadom na uglajeno druzbo. Perrault
je poudaril vljudnost, izbran okus in olikanost te druzbe. V vzporeja-
nju starih in modernih je izpostavil »prirojene« Zenske odlike, kot so
zenski smisel za lepe in izbrane stvari in obcutljivost (Seifert, Fairy Tales
92-93). Sicer pa je Perraultova zailita zensk pomenila tudi zascito
zakonskega stanu. Pravljica »Griselda« govori o izredno potrpezljivi zeni
ob krutem mozu, ki ji odvzame otroka, pa mu to odpusti. V sedem-
najstem stoletju je zakonodaja v Franciji (in drugod) dajala moskim
skoraj neomejeno oblast nad njihovimi zenami. Zato so v tistem Casu
prakti¢no vsi razumeli moske kot dominantne in v praksi zenske niso
mogle storiti kaj dosti drugega, kot da so se s tem sprijaznile (Betts,
»Introduction« xvii—xviii).

Perrault naj bi nasprotoval uradni politiki Ludvika XIV., toda v
svojih gestah mu je izrazal naklonjenost. Bil je vdan civilni sluzabnik
Jeana Baptista Colberta, glavnega nadzornika financ, a je bil po smrti
svojega za$¢itnika leta 1683 odpuscen iz vladne sluzbe. Upokojil se je in
leta 1687 v spor med modernimi in starimi posegel s tem, da je prebral
pesem »Le Siecle de Louis le Grande, v kateri je zagovarjal stalis¢e, da
lahko Francija in kr$¢anstvo le napredujeta, ¢e bosta vkljucila pogan-
ska verovanja in folkloro in razvijala kulturo razsvetljenstva. Literarni
spor je trajal do leta 1697, ko ga je Ludvik XIV. uradno koncal v prid
Nicolasu Boileaju in dramatiku Jeanu Racinu, ki sta zagovarjala naspro-
tno kot Perraul, to je, da mora Francija posnemati velika anti¢na impe-
rija Gréije in Rima ter v umetnosti upostevati stroga klasi¢na pravila
(Zipes, When Dreams 38-39, 43). Perrault je zbirko svojih slovitih
pravljic v prozi, izdano leta 1697 (Histoires ou contes du temps passé),
posvetil kraljevi najstarejsi héeri — dovoljenje za to posvetilo kaze, da je
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bil Perrault naklonjen kralju (Betts, »Explanatory« 199-200). Sicer v
t. i. stemnih casih« vladavine Ludvika XIV. pisateljem ni bila dovoljena
neposredna kritika Ludvika XIV., saj jim je grozila cenzura, zato
so pravljice razumeli kot sredstvo za odvod kritike in za gojenje
projekta upanja v boljsi svet, razlaga Zipes, in kot primer navaja prvo
d'Aulonyino pravljico »Otok srece«, kjer je moska zelja destruktivna
sila in Zenska lahko dopolni tisto, kar moskemu manjka v Zivljenju, ¢e
se doseze utopija (Zipes, When Dreams 42).

Perrault je bil v zahodni civilizaciji delezen ve¢ pozornosti kot
njegove kolegice in kolegi iz ve¢ razlogov, ugotavlja Zipes. Bil je pisa-
telj moskega spola z uveljavljenim imenom in bil je bolj uglajen kot
drugi. Njegove pravljice so imele in $e imajo dolgoro¢ni vpliv, saj ga
pogosto navajajo kot najbolj zasluznega za preoblikovanje folklore v
izbrano literarno obliko, ki jo je opremil z resnim moralnim namenom,
da vpliva na vedenje odraslih in otrok na okusen nacin. Ceprav je bil
namen, da »civilizirajo« (izraz je tudi Zipes prevzel po Eliasu) svoje
bralce, razviden tudi pri drugih, je Perrault iskreno nameraval izboljsati
ume in vedenja mladih ljudi, meni Zipes. Francoske pravljice sedem-
najstega in osemnajstega stoletja so postale del »splosnega procesa civi-

liziranja na Zahodu« (Zipes, Fairy Tales 31-33).

Discipliniranje Zensk s pravljico

Perrault je pravljico z naslovom »Pepelka ali stekleni cevelj¢ek« objavil v
zbirki pravljic Histoires ou contes du temps passé (1697). Nova zena ovdo-
velega gospoda zapostavlja njegovo héer, ki mora skrbeti za njeni héeri. S
pomodjo botre se Pepelka dvakrat udelezi kraljevega plesa v ¢arobni opravi
s steklenimi éeveljci. Po ceveljcu, ki ga drugic izgubi, jo princ najde in se
naposled z njo poroci. Pravljica se konc¢a z dvema moralnima podukoma.
V prvem pise, da je Zenska lepota zaklad, toda Pepelka je razpolagala z
darovi, ki so imeli mnogo vi$jo vrednost in jih je pokazala s tem, ko se je
vedla s Sarmom in milino. Ti »darovi, pise, Stejejo veliko ve¢ kot to, kako
ste oblecene; z njimi boste dosegle, k ¢cemur stremite. V drugem moral-
nem poduku pise, da imas vecjo prednost, ¢e si dobrega porekla in rojen
kot pogumen, z ob¢utkom in bister, toda to ni dovolj — potrebuje$ botra
ali botro, da ti pokaze, kaj moras narediti, da uspes (Perrault, »Cinderella«
139-140). V tem poduku gre razbrati tudi povsem prakti¢ni nasvet, ki
se nanasa na kulturno prakso tistega ¢asa, ko so bogate in vplivne prijate-
lie pogosto prosili, da prevzamejo pokroviteljstvo nad otrokom kasneje v
njegovem zivljenju (Betts, »Explanatory« 203).
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Znacilno za Perraultovo Pepelko je, da je izjemno potrpezljiva.
Opisana je kot »dobra«, pri ¢emer dobrota predstavlja brezpogojno
prijaznost, pravzaprav servilnost. Tako »dobra« je, da lepo ureja sestri,
ki jo zapostavljata. Se zlasti se njena »dobrota« izrazi na koncu, ko se
Pepelka ne mascuje, temve¢ sestrama pomaga do poroke v visoki stan.
V svojih nastopih na kraljevem plesu je Pepelka v svoji opravi izjemno
lepa in veli¢astna. Zna tudi elegantno plesati in se graciozno vesti. V
pravljici ima odlo¢ilno vlogo posredovanje ¢udeznega, saj se Pepelki
med objokovanjem, ko sestri odhajata na ples brez nje, v pomo¢ prikaze
botra, ki zadara iz buce kodijo, iz podgane kocijaza, iz kuscarjev sprem-
ljevalce, iz misi pa konje, ki jo peljejo na ples. Ta Pepelka se torej udelezi
plesa ob magi¢ni pomoci botre z obljubo, da se vrne do polnodi, ko se
arovnija konca. Zipes ugotavlja, da ¢udezno deluje ideolosko, éeprav
gre za neverjetnosti. Celo tako: bolj neverjetne, kot so zgodbe, bolj
verjetni in privla¢ni so njihovi skriti pomeni, ki bralce zadenejo kot
resni¢ni (Zipes, »Cross-Cultural« 860).

Perraultova pravljica pripisuje velik poudarek oblekam in urejanju
zenskih teles. Ta moment izpostavijo tudi zahodnoevropske ilustra-
cije, ki so jih prispevali ilustratorji Harry Clarke, Rie Cramer, Arthur
Rockham in Edmund Dulac. Cudovite obleke pomagajo ustvarjati
aristokratski kod, obenem pa jih lahko razumemo kot sredstva za preo-
brazbo »navadnega« telesa kot telesa na sebi v »civilizirano« aristokrat-
sko telo, ki je obenem spolno privlatno za moskega. Bogato okraseno
zensko telo pomeni tako aristokratski stan, hkrati pa tudi normira
telesno lepoto kot bistveno za Zensko identiteto in Zivljenjski uspeh.

Patricia Hannon je na primeru Perraultove pravljice »Riquet a la
houppe« pokazala, da naracija temelji na starem nasprotju, ki moskega
povezuje z umom, zZensko pa s snovjo ter da je besedilo povsem skladno
s patriarhalno ideologijo, ki intelektualno podrocje pripisuje moskemu,
zensko pa omejuje s telesno realnostjo (Hannon, »Antithesis«). To velja
tudi za Pepelko. Zenska telesnost je postavljena v nasprotje in je podre-
jena moskemu intelektu. Tako tudi podrejeni polozaj Zensk v zakonski
hierarhiji izhaja iz identifikacije Zenske s telesom v nasprotju z umom, ki
je od Platona in Aristotela pripisan moskim. Hannon razume tudi didak-
tiéne moske razprave o zenski naravi tistega ¢asa v jasni povezavi z obla-
stjo nad telesom kartezijanskega racionalizma. Telo, podrejeno oblasti
drugega, obvladovano telo, je zaprto telo (Hannon, Fabulous27, 29, 42).

Perraultova Pepelka nosi steklene ceveljce — tako so se raziskovalci
zedinili do danes. Razlagalci namre¢ glede tega niso bili soglasni zaradi
podobnosti med francoskima besedama verre (steklo) in vair (starinsko
za veveri¢je krzno). Honoré de Balzac je trdil, da je moral biti ¢eveljc
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krznen. Toda ni dokaza o tem, da bi bil uporabljen izraz vair, predvsem
pa je naposled obveljalo, da je ceveljc steklen, kajti realisti¢na razlaga,
da se krznen ceveljc lahko nosi, medtem ko se stekleni ne more, pri
pravljici, ki je grajena na magi¢nih elementih, ni toliko bistven, kolikor
je bistveno to, da se krzneni ¢eveljc lahko raztegne, medtem ko se stekleni
ne more, kar je za zgodbo pomembno, obenem pa steklo poudarja
magi¢no naravo pravljice (Betts, »Explanatory« 202-203; Tatar 28).
Pri tem pa zagovorniki krznenega cevlja niso upostevali konotacije,
da stekleni ¢eveljc pomeni tudi odvzem svobode glavni junakinji, kar
odseva in pripomore k »zapiranju« zensk konec sedemnajstega stoletja.
Hannon je analizirala Perraultove junakinje, tudi Pepelko, in jih na
splosno oznacila kot zbor mrtvecev. Pepelka s potratno okrasenim tele-
som implicira postvarelost. Kot dragulj okraseno Zensko telo postane
objekt porabe.” V lekcijah botre, kako spremeniti objekte nizje vredno-
sti v visoko kulturo (buc¢o v kodijo, podgano v kocijaza), Hannon
razbere, kako Pepelka posvaja novi materializem, ki je prevzel hiso
njenega oceta, ki je v zameno za lastno ekonomsko gotovost priprav-
ljen ogroziti dobrobit svoje héere. Instantno bogastvo, ki se zgodi z
botrino ¢arobno palico, simbolizira novo mo¢ denarja, ki so jo poznali
Perraultovi sodobniki — bodisi na dvoru ali v salonu bodisi na ulicah
Pariza. Toda ti darovi botre ne vklju¢ujejo svobode gibanja in ne
pomenijo avtonomije, ki bi jo brezmejno bogastvo lahko impliciralo.
Nasprotno, obilno bogastvo ima v tej pravljici drugacen pomen, ki se
zgosti v tistem zadnjem elementu, ki krasi njeno telo: steklenih cevelj-
cih, »najlepsih na svetuc, ki zagotavljajo imobilizacijo junakinje in kate-
rih funkcija je v tem, da jo zadrzijo v okviru omejitev, ki so ji jih pred-
pisali teoretiki, ki so v tem ¢asu opredelili naravo zenske. Pogled princa
preide od junakinje na éevelj, s katerim je poistovetena prek metoni-
mije (¢evelj po Freudovi interpretaciji predstavlja zensko seksualnost),
in ponazarja ujeti cevelj kot dosezeno lov¢evo nagrado. Reprezentacija
zenske kot dragocene in obcutljive ima po mnenju Hannon svoje kore-
nine v upodobitvah Zensk v renesan¢ni medicini, zato ¢arobni ceveljc
Pepelko metafori¢no obda s tem, kar so v sedemnajstem stoletju razu-
meli kot zenskino najbolj cenjeno in misteriozno funkcijo (Hannon,

»Corps« 949, 951-952).6

> Pri tem se Hannon sklicuje na analizo Andréja du Chasneja, ki je razsiril neo-
platonisti¢no enacenje lepote z dobroto, in sicer s tem, da je v pojem lepote vkljucil
luksuzno okraevanje. Luksuz je vzrok, da tak$no telo reprezentira zenske kot ocitno
porabne objekte (Lougee, Le Paradis 39—40; Hannon, » Corps« 950).

¢ Hannon se nasloni na $tudijo Barriot-Salvadore, Un Corps, un destin: la femme
dans la médecine de la Renaissance. Sicer pa je ve¢ $tudij razlozilo izvajanje obdukcije v
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Toda sam motiv ¢eveljca kot metonimije za lepo mladenko se vendar
pojavlja ze v predhodnih razli¢icah pravljice o Pepelki. Staroegipcansko-
grsko zgodbo o Rhodopis lahko Stejemo za prvo zabelezeno pravljico
o Pepelki, ¢eprav nekateri tipi¢ni motivi te pravljice, kot so obleke in
kraljevi ples, v tej razlicici Se niso prisotni. Ta zgodba govori o grskem
dekletu, ki ga trgovec Charaxus z otoka Lezbos, brat pesnice Sapfo,
v egiptovskem mestu Naucratis v delti reke Nil odkupi iz (spolnega)
suzenjstva. Dekle je $e posebno ponosno na svoje roznato rdece ceveljce.
Nekega dne se z neba spusti orel, ki ji ukrade enega od ceveljcev in z
njim poleti na jug po dolini Nila do Memfisa k faraonu Amasisu iz
obdobja Sestindvajsete dinastije starega Egipta med letoma 570 in 526
pred n. $t. Faraon izve o lepi Grkinji in bogatem trgoveu, ki izgublja
svoje premozenje, ker z njo ravna kot s princeso. Verjame, da je bog
Horus poslal orla po ¢eveljc zato, da bi sam poiskal to dekle. Njegovi
odposlanci lastnico ¢evlja najdejo in ji naznanijo, da bo pri dobrem
bogu faraonu dobila visoko mesto v kraljevi hisi zensk. Faraon je ne
sprejme le v kraljevo hiSo Zensk, temve¢ postane tudi kraljica in kraljeva
dama Egipta (Lancelyn Green, »The Girl«).

Ceveljc odigra klju¢no vlogo tudi v razlicici Pepelke iz devetega
stoletja, ki jo je zabelezil Tuan Ch'eng Shih in izhaja z juga Kitajske.
Ta zgodba govori o dekletu, s katero maceha grdo ravna in ki se z
magi¢no pomocjo udelezi (jamskega) festivala v razkosni obleki in
zlatih ¢evljih. Ko hiti domov, izgubi enega od cevljev, ki ga jamski
ljudje nato prodajo v otosko kraljestvo T'o Huan, kjer pride v roke
samemu kralju. Ta nato poisée lastnico ¢evlja. Tudi v tem primeru
vladar poisce lastnico ceveljca; ta mu pride v roke, preden sploh uspe
osebno srecati mladenko.

Motiv s ¢eveljcem, po katerem se princ izredno zanima za mladenko,
ki je sploh ne sreca, temve¢ najde njen ceveljc, se istocasno kot v
Perraultovi »Pepelki« pojavi v pravljici »Finette Cendron« (v slovenscino
prevedena kot »Drobtinica Pepelka«), ki jo je napisala Marie-Catherine
d'Aulnoy. Ta pravljica govori o mo¢ni ljubezni mladega princa, ki se
razvije ob najdenem ¢eveljcu. Tu je metonimija éeveljca s spolno privlac-
nim telesom dekleta ocitna. Princ med lovom najde ¢eveljc iz rdecega
zameta in izvezen z biseri, ki ga je izgubila Pepelka, ko je hodila domov.
Ko princ ¢éeveljc pobere, ga najprej obcuduje, nato pa obraca, poljublja
in ljubkuje. S tistim dnem preneha jesti (d'Aulnoy, »Drobtinica« 139).

smislu hetereseksualnih odnosov — anatomsko penetriranje se je razumelo kot aktivno
in mosko, medtem ko je telo, ki se ga je odpiralo, predstavljalo pasivnost in Zenskost
(Bottigheimer 66).
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V svoji analizi Hannon izpostavi $e uporabo zrcal. Poveze zrcala,
ki odsevajo podobe Pepelkinih nepravih sester, z »zrcalom« dvora, ki
je kolektivna tocka perspektive, skozi katero junakinja pridobi druz-
beno priznanje. To jo spreminja v spektakel. Gre za slavljenje lepote,
ki ga avtorizira kralj (Hannon, » Corps« 950). Ta spektakel lahko nada-
lje razumemo kot prikladen rezimu suverene oblasti. Ko na kralje-
vem plesu Pepelka s princem vstopi v plesno dvorano, vse obstane ob
njeni nezaslisani lepoti: »Nastopila je velika tisina; plesalci so prenehali
plesati, glasbeniki so prenehali z glasbo, tako pozeljivo so ztli v veliko
lepoto neznanega dekleta. [...] Celo kralj, star, kot je bil, je ni mogel
prenchati gledati.« (Perrault, »Cinderella« 134) Uporaba zrcal, v kate-
rih sta se sestri lahko videli od glave do stopal, sicer sluzi oznacitvi
velikega razkosja (Betts, »Explanatory« 203).

Toda v zrcalih in dvornem spektaklu, kjer je poudarjeno mnostvo
pogledov, lahko razberemo tudi slavljenje vidnega in poigravanje s
perspektivami, iluzijami in resni¢nostjo, kar je bilo sicer znacilno za
barok. Obenem pa tako z zrcaljenjem kot s Pepelkino pojavo na dvoru,
ki je tako izjemna, pravljica vklju¢uje mirabilis, ki je bil pomemben v
kulturi Evrope in ki je bil $e posebej prikladen za pravljice (Tratnik).
Mirabilis je utemeljen na zrcaljenju in presega navadno, vsakdanje.
Prav tako je pomembno, da mirabilis ne predstavlja ¢udeza, nadnarav-
nega, temvec¢ sodi v obmodje naravnega; predstavlja Zivljenjsko skraj-
nost. Ker se mirabilis tu nanasa na situacijo in zlasti na Pepelko, ki je
njeno sredi$ce, je Pepelka predstavljena kot skrajno lepa in graciozna,
izjemna v svoji imenitnosti, toda Se vedno v okviru resni¢nih pojav-
nih moznosti, saj s tem sodi v obmod¢je resni¢nega. Pepelka povzroca
¢udenje in obéudovanje in je predstavljena kot arhetip, ki naj dozivlja
kopije. »Vse zenske so preucevale njene lase in njeno obleko, tako da bi
lahko naslednji dan same izgledale enako.« (Perrault, »Cinderella« 134)
Ta ucinek ¢udenja in obéudovanja, ki jo vzpostavlja kot vzor, pod¢rta
didakti¢no poanto pravljice, ki je v tem, da pravljica zenske instruira o
zenstvenosti in jih usmerja v stremljenje k cilju, da posnemajo Pepelko,
kar kon¢no pise tudi v moralnem poduku.

Perraultova razlic¢ica pravljice o Pepelki povsem zapre potencial
zivljenjske ter reprezentacijske kompleksnosti in oblikuje ideal lepe,
imobilizirane, tihe in mozu pokorne Zenske. S tem se na neki nacin
vrne k reprezentaciji starogrske Rhodopis iz Trakeje, ki je bila hetera,
starogrska prostitutka, ki jo omenja Herodotus ob opisu tega poklica,
vanjo pa naj bi se zaljubil grski pripovedovalec Aesop. Z vidika oblasti
nad telesom je ta zgodba zanimiva, ker je junakinja suznja in prosti-
tutka, kar skupaj predstavlja najbolj izrazito obliko nemoci nad lastnim
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telesom in svobodo ter popolno podreditev Zenske moskim potrebam
in Zeljam.

Ker je prav Perraultova inacica sluzila Waltu Disneyu kot osnova
za njegovo priredbo, ki je v drugi polovici dvajsetega stoletja dose-
gla nezaslisan globalni razmah in skoraj$nji monopol, to kaze, da
je prav Perraultova reprezentacija in naturalizacija spolnih identi-
tet, vlog in razmerij ohranila aktualnost v sodobnosti. V kontekstu
ameriske kapitalisticne druzbe je ocitno nasla svojo prikladnost in
se z Disneyem konsolidirala. V Perraultovi Pepelki sta postavljena
ideal Zenske v podobi Pepelke in ideal moskega v podobi vladarja,
gospodarja teles. Kot neprimerna je prikazana Pepelki nasprotna
vrsta zenske, to je tista, ki prevzame oblast nad oikos, domom, ter
upravlja dom in druzino (oikonomia). Kot neustrezen je prikazan
tudi moski, Pepelkin oce, ki se podredi vladavini Zenske. Ta dva lika
imata funkcijo normaliziranja, saj kazeta neustrezne spolne vloge kot
odklon od normalnega, s tem pa obenem sporocata, kaj je ustrezno
in normalno. To sporocilo, ki je klju¢no, je podvojeno in podkrep-
ljeno v patriarhalno urejenem razmerju med Pepelko in princem, ki
je predstavljeno kot ustrezno.

S svojo izjemno popularnostjo in razsirjenostjo ima Perraultova
razlicica pravljice o Pepelki zelo velik pomen za vzpostavljanje
sodobne kulture, saj konstruira in normalizira druzbene vloge zensk
in moskih ter postavlja spolne in vedenjske norme, Zivljenjske stile,
izglede in ideale. Omenjena »zaprtost« baro¢ne Pepelke predstavlja
skrajnost postavitve vseh navedenih enozna¢nih konstrukcij. To sta
prevzela popularna kultura risanih filmov dvajsetega stoletja, ko je
druzbo, v kateri so bile na delu podobne ideologije v zvezi z druzbe-
nimi vlogami, pravljica o Pepelki lahko nagovorila z istimi reprezen-
tacijami in ideali kot v sedemnajstem stoletju, v ¢asu (francoskega)
absolutizma. Podobno ugotavlja tudi Ruth Bottigheimer, da so se
namre¢ prav okoli leta 1700 oblikovali moderni atributi Zenskosti,
ki se jih je do nedavnega razumelo kot normalne (Bottigheimer 67).
Bottigheimer povezuje nastanck moderne pravlji¢ne junakinje s poje-
majo¢im nadzorom zensk nad njihovo lastno plodnostjo, ki se soca-
sno pojavi v zgodovini. Ugotavlja, da so se med letoma 1500 in 1700
vloge deklet in Zensk v zbirkah zgodb korenito spremenile tako, da
so pripravile osnovo za oblikovanje moderne pravlji¢ne junakinje.
Na zacetku tega obdobja so antagonistke novel vzdrievale druzbeno
in spolno neodvisnost z uporabo materinske bistrosti. Bottigheimer
povezuje spremembe, ki jih je zasledila, z nastopom kapitalizma (64).
Seifert vzpon literarnih pravljic, ki sovpadajo z vzpostavljanjem zavesti
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o pomenu materinstva, razume kot znak globljih druzbenih spre-
memb ob zatonu vladavine Ludvika XIV. Po njegovem prepricanju
se to kaze v povedanem zanimanju za ¢udezno, s ¢imer se potrjuje
literarno zgodovinska teza, da se oblike romanti¢ne literature znacilno
pojavljajo v trenutkih druzbenega in kulturnega prehoda (Seifert,
Fairy Tales 220, 60). Druzbeni prehod, ki ga opazata Bottigheimer
in Seifert, pa v $irSem smislu pomeni prav prehod od absolutisti¢cnega
rezima suverene oblasti v rezim disciplinarne druzbe, ki so mu pricele
sluziti tudi literarne pravljice.

Subverzivnost in konformizem pisateljic pravljic

Dve tretjini vseh pravljic so v ¢asu med 1690 in 1715 objavile Zenske.
Ze samo $tevilo pravljic (Seifert jih nasteje 74), njihova obseznost in
objavljanje zbirk po Seifertovem prepricanju kazejo na to, da je bil ta
zanr za zenske posebej pomemben. Sklepa celo, da so Zenske uporabile
zvrst pravljic, da bi ustvarile nasprotno ideologijo, s katero so branile
svoje zmoznosti in Zelje, da sodelujejo v kulturni, $e zlasti v literarni
produkciji (Seifert, Fairy Tales 8-9, 96). Toda do kolik$ne mere so se
zenske kulturnice zares uprle dominantni ideologiji? Pri odgovoru na
to vprasanje ne smemo spregledati druzbenih okolis¢in, v katerih so
delovale. Erica Harth pojasnjuje, kako je delovala samocenzura. Salon
in akademija sta zatrjevala, da je njun diskurz svoboden. Ker niso bile
predpisane formalne omejitve, je to dopuscalo subverzivnost idej. Za
vljudno druzbo je svobodni pogovor pomenil vljudni pogovor o navad-
nih in ljubkih stvareh, ne pa o velikih zadevah. Pogovor, v katerem se je
moral govorec izogibati neprimernim vsebinam, se je moral kazati kot
svobodno govorjenje brez cenzure. Govor o politiki ni bil primeren za
ljudi, ki so se ponasali s kakovostjo, saj je veljalo, da se ti ne pritozu-
jejo nad oblastjo. Dodatno je bila cenzura dolocena za Zenske, ki niso
smele biti preve¢ razmisljujoce. Toda dolocene teme, kot sta ljubezen
in poroka, so uhajale pravilom cenzure. Harth navaja primer pisateljice
Madeline de Scudéry, katere Zenski liki so bili subverzivni. Poroka je v
njenem romanu Le Grand Syrus prikazana kot dolgo suzenjstvo, mozje
pa kot tirani (Harth 54-57).

V pravljicah, ki so jih pisale zenske, najdemo bistre in dejavne
protagonistke. Lilijana Burcar ugotavlja, da si Zenski liki v pravljicah,
ki so jih napisale Zenske iz salonskega gibanja, sami izbirajo partnerje
in zivljenjske poti, brez prisile v poroko za zagotovitev eksistence. »To
nemalokrat vodi tudi do utopi¢nih skupnosti, postavljenih v bukoli¢ne
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svetove, kjer Zivljenje zensk poteka nemoteno in lo¢eno od (domina-
cije) moskih, tj. stran od patriarhalne paradigme. V vseh teh pogledih
zato prve pravljice izpod peres salonskih pravlji¢ark veljajo za obliko
protofeministri¢nega pisanja« (Burcar 200).

Toda ¢eprav so Zenski liki v pravljicah Marie-Catherine d'Aulnoy
avtonomni v svojem delovanju, pa vendar Stevilni ne kazejo na subver-
zijo dominantne ideologije aristokratske druzbe tistega ¢asa, v skladu s
katero zenska stremi k poroki v visok druzbeni stan, kjer se postavi ob
bok suverenega vladarja, in v skladu s katero bo ta cilj dosegla s svojim
aristokratskim izvorom, lepim izgledom in primernim vedenjem. Se
ve¢, d'Aulnoy Zensko lepoto, kot bomo videli na primeru Pepelke, $e
bolj izrazito kot Perrault veZe na telesnost in lepo ter bogato ureje-
nost. Izrazit primer predstavitve klju¢a do uspeha zenske je pravljica
»Igrackac, v kateri je Zenska po krivici preobrazena v opico. Princa, ki ga
ljubi, osvoji Sele tedaj, ko se izkaze kot lepa princesa. Vsiljevani poroki
se sicer resda upre, toda vsiljuje se ji zanjo kot za princeso neustrezna
poroka, to je z opi¢jim kraljem. V tem smislu pravljica ne predstavlja
subverzije, temve¢ pravi red stvari, ki je takSen, da se mora princesa
porociti s princem.

Kot primer domnevnega pravila »salonskih pravljicark, da zenske
druga drugi niso sovraznice, kot to velja v kanoniziranih patriarhalnih
pravljicah, kjer se borijo druga proti drugi, da bi si zagotovile moza, ker
ta pomeni edino moznost njihovega ekonomskega prezivetja«, Burcar
navaja d'Aulnoyino pravljico »Cebela in pomarancevec« (Burcar 205).
Toda tega pravila ne gre razbrati v njeni pravljici o Pepelki, kjer je pred-
stavljeno prav rivalstvo med sestrami za poroko s princem.

»Drobtinica Pepelka« (1697) je precej obsezna pravljica o najmlajsi
héeri kralja in kraljice, ki sta obubozala in sklenila, da se znebita svojih
treh héera, saj so bile razvajene in jima ne moreta ve¢ nuditi lepih
oblek, ki so si jih Zelele. Drobtinica je opisana kot »najboljse dekle na
svetu« (d'Aulnoy, »Drobtinica« 127), kar je utemeljeno s tem, da svojih
hudobnih sester, ki jo na razlicne naéine trpincita, ne pusti umreti,
ko ji je dana ta moznost, ¢eprav svojo odlocitev kasneje obzaluje.
Sester nikoli ne kaznuje, »kot sta si zasluzili« (141-142). Nasprotno,
naposled ju objame in zagovarja pri kraljici. Z njeno podporo tudi
sestri postaneta kraljici. Zgodbi sledi moralni poduk’” (povzemam):
¢e se zelite nehvaleznim mascevati, sledite Drobtini¢ini pametni poli-
tiki. Sluzite tistim, ki si tega ne zasluzijo, vse dokler ne bodo jokali.
Drobtinicini sestri sta najbolj trpeli takrat, ko ju je premagala s svojo

7V slovenskem prevodu poduka ni.
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velikodusno dobroto. Vracajte dobro za zlo, kajti to je najveéje masce-
vanje (d'Aulnoy, »Finette« 467).

Pravljica ne udi opuscanja mascevanja, temvec je to predlagano z
nerazumno dobrohotnostjo. V primerjavi s Perraultovo »Pepelko« je
ta pravljica bistveno manj didakti¢no ustrezna za »proces civiliziranja.
Stopnja medosebnega nasilja je tu visoka. Sestri d'Aulnoyino Pepelko
praskata do krvi in brutalno pretepata — omenjene so rane, otekline in
celo skoraj$nja smrt (d'Aulnoy, »Drobtinica« 124-125, 136).

D'Aulnoyina Pepelka je kot lik manj enoznac¢na ali »enodimen-
zionalna« kot Perraultova. Kljub temu pa psiholosko njen znacaj ni
poglobljeno razvit.® Ni zgolj odpusc¢ajoca in milostna. Je pretkana,
pohlepna in oblastizeljna. Nastopi celo kot morilka — oba ljudoZerca
ubije z zvijaco; ljudozerko, medtem ko ji sestri urejata pricesko, od
zadaj tako mo¢no useka s sekiro, da ji odleti glava.

Ljubezen, ki naj bi bila v pravljici klju¢na (kot tudi sicer v pisanju
salonskih pisateljic), ni ljubezen do drugega, temvec je prej ljubezen do
ljubezni, kot je ljubezen v zgodnjem leposlovju in mitologijah prepo-
znal Denis de Rougemont. Poleg tega pravljica ne govori o obojestran-
ski ljubezni, temve¢ »zaljubljenost« izraza zgolj kraljevi¢. Ta temelji
zgolj na najdenem ceveljcu, ne pa na sre¢anju z zensko. Tako silna
je, da se pojavi kot bolezen. Zaljubljenost v tem smislu ne predstav-
lja ljubezni, temve¢ je znak kraljeviceve $ibkosti, ki za Pepelko ustvari
priloznost za dosego cilja, da postane kraljica in suverena oblastnica. S
tem je nakazana tudi njena verjetna premo¢ v bodo¢em razmerju.

V d'Aulnoyini »Drobtinici Pepelki« so zenske tiste, ki vselej dajejo
pobudo in vodijo dogajanje: najprej je tu mati kraljica, ki odlo¢i, da
se bosta s kraljem hcera znebila, nato zgodbo vodi Pepelka, botra vila
ponuja resitve in posreduje, enkrat pobudo za resevanje prevzame ena
izmed sester (ker ni bistra, ni uspe$na), v razmerju med ljudozercema
vodi dogajanje ljudoZerka in naposled je pomembna $e mati kraljevica,
ki prva spozna Pepelko in ki pomaga sinu najti dekle s pomogjo izgub-
ljenega ceveljca.

D'Aulnoyina pravljica prikazuje suvereno oblast, pri tem pa naka-
zuje, da je Pepelka prava suverena vladarica. Ko je urejena v lepih oble-
kah in nastopi v vsej svoji lepoti ter ve&¢ini plesanja ter govorjenja,

8 Hannon z opiranjem na Beasley, Revising, ki je preu¢evala konformisti¢ne teznje
v zenskem leposlovju in spominih v Franciji sedemnajstega stoletja, izpostavi nasta-
jajo¢ interes za osebno v pravljicah, ki so izhajale iz salona (Hannon, Fabulous 215).
Seifert ugovarja, da pravlji¢nim znacajem manjka psiholoska globina; so, kot se je
izrazil Max Liithi, »enodimenzionalni« (Liithi 4-10). Prej kot osebnosti so arhetipi
(Seifert, »On Fairy Tales« 88).
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vsi takoj prepoznajo njeno superiornost in jo sprejemajo kot kraljico.
Kraljica pride do nje in se ji globoko prikloni (d'Aulnoy, »Drobtinica«
137), priredijo ji sprejem, ona pa se znajde na najbolj vljuden nacin, da
se je zdelo, »kot da je od nekdaj na svetu zato, da zapoveduje« (138).
Celo ko jo kraljeva druzina prosi za roko, ona suvereno odredi zapo-
redje: ne, najprej vam moram povedati svojo zgodbo. Njena suverenost
se v zgodbi pokaze tudi, ko je postavljena pred odlocitev »ubiti ali pustiti
ziveti«. To je esencialna pravica suverene oblasti: »Pravica suverenosti je
torej pravica do usmrtitve ali pus¢anja Zivljenja.« (Foucault 258-259)
D'Aulnoy zenske spodbudi k avtonomiji odloc¢anja in ravnanja.
Obenem pa tudi »Drobtinica Pepelka« vr$i discipliniranje zenskih
teles. Telesna lepota je izpostavljena kot esencialna kvaliteta zenske in
kot pogoj za doseganje Zivljenjskega cilja. Za razliko od Perraultove
pa d'Aulnoyina Pepelka ni zgolj lepa in graciozna, pa¢ pa je predvsem
iznajdljiva, bistra in pravzaprav junaska, saj se neprestano dejavno bori
za svoj cilj — kratkoro¢no je ta prezivetje, dolgoroc¢no pa je ta prav tako
kot pri Perraultu poroka v visok druzbeni stan. V' d'Aulnoyini pravljici
je ljudoZerka predstavljena kot napacna vrsta zenske. Je stara in grda,
kar je opisano z naslednjimi znacilnostmi: ima plos¢at nos, temno polt
in oko, veliko za pet ali Sest navadnih, velika je petnajst, $iroka pa
trideset ¢evljev (pet in deset metrov). Opis ljudozerke izpostavlja njene
telesne znacilnosti (to pa ne drzi v isti meri tudi za njenega ljudozer-
skega partnerja), s katerimi ne izpolnjuje nobene norme, ki bi jo nare-
dila za primerno Zensko, temvec¢ jo je kot neprimerno Zensko potrebno
odstraniti. »Drobtinica Pepelka« pokaze, da za Zensko biti grda pomeni
biti za druzbo neustrezna, medtem ko lepi Zenski, ki je zmagovita
zenska, pripada oblast. Nadalje pravljica Se sporoca, da se za zmago-
vito zensko, ki je aristokratska Zenska, ne spodobi, da bi delala, ker
delo zensko utrudi in s¢asoma naredi grdo: v pogovoru z mozem veli-
kanka rece, da se mu ne zdi ve¢ lepa, odkar se ubija z delom (d'Aulnoy,
»Drobtinica« 132). Tu je ociten aristokratski kod, ki ustvarja ideal
lepe aristokratinje, ki ji delo ne pritice. Obenem pa urejenost v veliki
meri naredi Zensko lepo in s tem sploh za Zensko. Pri d'Aulnoy tele-
sna lepota ne odraza notranje lepote Zenske, temvec je predstavljena
kot tisto, kar se doseze z ustrezno urejenostjo in oblekami: sestri sta,
ko se napravita, lepi in tudi zmagoviti, dokler ne pride Pepelka, ki je
lepsa od njiju. Lepota sester, ki jo dosezeta z obleko, povsem prikrije
njuno hudobnost. »Vstali sta, se pocesali, nadisavili, si nadeli okraske
ter zlate in srebrne obleke vse posute z diamanti. Se nikdar ni bilo
videti ni¢ bolj velicastnega.« (130) Pri Perraultu se, nasprotno, kljub
moc¢nemu poudarku na imenitnih oblekah in okrasenem telesu, lepota
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ne kaze zgolj prek urejene povrsine, temveé je razumljena kot nekaj
notranjega, kar preseva zunanjost: »Se v svojih cunjastih oblekah je
izgledala stokrat lepsa od obeh sester, kljub njunim sijajnim oblekam.«
(Perrault, »Cinderella« 130)

D'Aulnoyina pravljica o Pepelki slika uspesno zensko kot bistro,
bojevito in oblastno. Aristokratinje spodbuja k samoiniciativnosti pri
doseganju zivljenjskih cilje. U¢i jih biti lepo urejene predstavnice visoke
olikane druzbe, ki naj se morebitnim krivicam mascujejo z neizmerno
dobrohotnostjo. S taksnimi kvalitetami bodo lahko dosegle poroko v
visok druzbeni stan, s tem ohranile aristokratski status in s tega mesta
pridobile doloc¢eno druzbeno mo¢.

Pravljice d'Aulnoy so manj moderne od Perraultovih, kajti v veliki
meri brez kriticne distance predstavljajo stari rezim suverene oblasti,
¢etudi vlogo suverene vladarice prevzema Zenska. Njihova klju¢na
funkcija je v tem, da konsolidirajo normative aristokratske druzbe.

Zakljucek

V pravljicah so zlobna telesa kaznovana, dobra pa nagrajena, ugotovi
Seifert (Seifert, Fairy Tales 221), kar kaze na biopoliti¢cno upravljanje
teles prek pravljic. S svojim ideoloskim reguliranjem pravljice podpi-
rajo proces discipliniranja in izvrSevanja oblasti nad telesom, ki ju je
Foucault definiral v diskurzih s konca sedemnajstega in iz ¢asa osemnaj-
stega stoletja. Tedaj so se pojavile tehnike oblasti, ki so se osredotocile na
telo, na individualno telo. Razli¢ni postopki so organizirali razvrécanje,
uravnavanje in nadzorovanje posamicnih teles in okrog teh individua-
liziranih teles organizirali celo polje vidnosti. To obliko oblasti, ki, kot
smo videli, se je izvr$evala tudi prek zgodnjih pravljic francoskih aristo-
kratskih modernih, je Foucault imenoval disciplinarna oblast (Foucault
260). Druzbenozgodovinski okvir, v katerem sta pravljice pisala Charles
Perrrault in Marie-Catherine D'Aulnoy, je bil francoski dvor. Toda v
njunih pravljicah, zlasti v pravljicah Charlesa Perraulta, se kaze prehod
od suverene oblasti absolutisti¢ne druzbene ureditve v moderno discipli-
narno druzbo, ki sovpada s pojemanjem druzbenopoliti¢ne moci dvor-
ske druzbe in naras¢anjem druzbenopoliti¢ne moéi mescanstva.

Visoko mes$¢anstvo in aristokracija sta na prehodu od sedemnajstega
v osemnajsto stoletje govorila isti jezik. Brali so iste knjige in se vedli na
bolj ali manj enak nacin. Stilske konvencije, olika, oblikovanje druzbe-
nih odnosov in izrazanja obcutij, spostovanje vljudnosti, pomembnost
lepega izrazanja in pogovora, jezikovna artikuliranost itn. — vse to se je
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najprej oblikovalo v Franciji v okviru dvorske druzbe, potem pa se je, ko
je zaradi druzbenih in ekonomskih neskladnosti razpadla institucionalna
struktura ancien régima, prilagodilo mes¢ansko-nacionalnim interesom
(Elias, O procesu 113). Ta civilizacijski proces sovpada s povecanjem
druzbenoekonomske moci mescanstva, zlasti v Franciji in Angliji, tako
da so preoblikovani druzbeni, verski in politi¢ni pogledi predstavljali
zmes mes¢ansko-aristokratskih interesov (Zipes, 7he Trials 29).

Sredi dvajsetega stoletja je Walt Disney priredil Perraultovo Pepelko,
s ¢imer je ta inacica postala svetovno najbolj znana pravljica o Pepelki.
Tako je discipliniranje Zensk, ki so ga moralisti uvedli v poznem sedem-
najstem stoletju v Franciji, sredi dvajsetega stoletja postalo globalno in
splosno uveljavljeno, brez kakr$nega koli kriti¢nega razmerja do iden-
titete in vloge Zenske, kot jo je naslikal Charles Perrault. V tem smislu
je Disney ponovno pozval druzbo, naj zenske zapre med stene svojih
domov in jih odreze od druzbenih dejavnosti. Ta udarec je bil globa-
len in je preglasil mnostvo glasov, ki so jih sicer posredovale razli¢ne
pravljice po vsem svetu.
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Biopolitical Contribution of the French Late
Seventeenth-Century Fairy Tales to the Formation
of Disciplinary Society

Key words: literary myths / Antigone / Sophocles: Oedipus ar Colonus | literary
reception / French Revolution / Steiner, George / Ducis, Jean-Francois / Ballanche,
Pierre-Simon

In the article, I address the formation of a disciplinary society, as re-
flected in the aristocratic culture of French storytellers at the end of
the seventeenth century. Fairy tales played an important role in what
Norbert Elias called the civilizing process. In the case of fairy tales, this
meant the formation of a polite court society as well as disciplining
women. | explore the biopolitical aspects of fairy tales in those cir-
cumstances, as it is at that time that fairy tales show social shifts and
consolidation of certain concepts, especially a particular concept of
femininity and a particular social role of women, which remain largely
unchanged also later on. I analyze the tale of Cinderella as written by
two different authors, Charles Perrault and Marie-Catherine d’Aulnoy.
I compare them as regards the representation of gender, gender roles
and relationships, as well as their messages and morals. In the second
half of the twentieth century, thanks to Walt Disney’s adaptation of
Perrault’s Cinderella, this version became the world’s most famous
fairy tale about Cinderella. The biopolitical relevance of Perrault or
Disney’s Cinderella as arguably the most globalized story in general has
been and still is remarkable.
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Recepcija mita o Antigoni v casu francoske revolucije je za slovensko
literarnokritisko tematizacijo tega mita relevanina iz dveh razlogov: prvic,
George Steiner je v svoji znameniti Studiji Antigones, ki velja za temeljno delo o
moderni recepciji Antigone, francosko revolucijo oznacil za kljucno spodbudo pri
modernem preporodu zanimanja za ta mit; in drugic, v casu francoske revolucije
se oblikuje povezava med antigonsko tematiko ter vprasanji revolucionarnega
konflikta in nasilja - povezava, ki je bila na svojevrsten nacin srediscna tudi za
povojno recepcijo Sofoklove Antigone v slovenski literaturi, literarnem kritistvu,
Silologifi, filozofiji in politicnem diskurzu. Clanek se kriticno s0oci s Steinerjevimi
lezami o vplivu francoske revolucije na moderno popularizacijo Antigone in
pokaze, da je bil ta mit v lem Casu v vecii meri povezan s protirevolucionarnimi in
rojalisticnimi tokovi. Clanek ob tem osvetli tudi pomenljive zgodovinske paralele
med francosko in slovensko recepcijo antigonskega mita.

Klju¢ne besede: literarni miti / Antigona / Sofokles: Ojdip v Kolonu [ literarna recepcija /
francoska revolucija / Steiner, George / Ducis, Jean-Francois / Ballanche, Pierre-Simon

George Steiner v svoji $tudiji o razvoju antigonskega mita ugotavlja,
da je bilo za njegov moderni razevet klju¢no leto 1789, leto francoske
revolucije (Steiner 6-7)." Ta ugotovitev je v grobem pravilna. Cetudi
je (zgodnje)moderna recepcija mita o Antigoni pred revolucionarnim
obdobjem bogata in zanimiva (Miola; Senega¢nik), ni porodila primer-
ljive eksplozije izvirnih tematizacij antigonskega motiva v slikarstvu,
literaturi in odrskih umetnostih, kakrsna je odjeknila v desetletjih po
francoski revoluciji in odzvanja vse do danasnjega dne.

! Clanek je nastal v okviru raziskovalnega programa $t. P6-0239 »Literarnoprimer-
jalne in literarnoteoretske raziskave«, ki ga sofinancira Javna agencija za raziskovalno
dejavnost Republike Slovenije.
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Ne gre za naklju¢je. Nobenega dvoma ni o tem, da je vznik inten-
zivnega modernega interesa za mit o Antigoni, ki se v izteku 18. sto-
letja, sprva $e zlasti moc¢no v Franciji, prvi¢ po antiki prebije v ospredje
evropske kulturne zavesti, tesno prepleten z dogajanjem francoske
revolucije. Steinerjevo osredotoc¢enje na povezavo med modernim anti-
gonskim mitom in revolucijo — to povezavo je v $tevilnih potezah pre-
vzel od deset let starejse pionirske $tudije Simone Fraisse* — je torej v
osnovi ustrezno, a v nadaljnjem interpretativhem ovrednotenju pre-
cej povrsno, v nekaterih klju¢nih vidikih pa celo dokazljivo napacno.
Steiner namre¢ zmotno predpostavi, da iz tesne povezave med prepo-
rodom mita in druzbenopoliti¢nim prevratom sledi afirmativen odnos
med njunima osrednjima gonilnima silama: moderni antigonski mit
naj bi bil v svojem jedru revolucionarni mit (Steiner 7, 9, 81).

To predpostavko utrjuje s $tevilnimi prenagljenimi sodbami. Na
prvih straneh svoje knjige na primer zapiSe, da evropskih gledaliskih
»Antigon« pred revolucijo prakti¢no ni bilo in da umetniki na pari-
skem Salonu pred letom 1789 ne razstavijo nobene slike z motivom
Antigone, »kmalu potem« pa naj bi »Sofoklov tekst in figura Antigone
postala talisman za evropskega duha« (Steiner 6-7). Steiner sicer
omeni, da so pred tem obstajale opere z antigonskimi motivi, a njihovo
pomembnost odpravi, ¢es da je v tem ¢asu tako ali tako nastala nepre-
gledna mnozica opernih del z anti¢no tematiko.’ V tej neprepricljivi,
umetni lo¢nici med predrevolucionarno operno recepcijo Sofokla na
eni strani ter poznejso gledalisko in slikarsko (pa tudi prevodno in filo-
zofsko) na drugi se skriva pomemben korak v Steinerjevi zmotni sodbi,
ki jo $e dodatno zaostri povr$na kronologija. Predrevolucionarna opera
(v svojem prepletu s so¢asno dramatiko in libretistiko) je bila namre¢ v
tej zgodbi klju¢na.

Jean-Francois Ducis, francoski dramatik, ki je zaslovel s svojimi
(z danasnje literarnokritiske perspektive precej bizarnimi) neokla-
si¢cnimi adaptacijami Shakespeara (Golder), je slabih deset let pred
revolucijo napisal dramo Oedipe chez Adméte, v kateri je prepletel
zgodbo Sofoklovega Ojdipa v Kolonu z motivi iz Evripidove Alkestide.
Drama je bila dobro sprejeta, Ducisu je celo prinesla mesto v franco-
ski akademiji (Kennedy 179), kjer je nadomestil pokojnega Voltaira,
sicer njegovega ostrega kritika (gl. Carlson 148). Podobno kot pri
priredbah Shakespeara, kjer je pogosto poskusal omehéati nekatere

* Zadnji stavek njene knjige o antigonskem mitu se glasi: »Pour les Francais en
particulier, Antigone sera toujours la fille de la Révolution« (Fraisse 167).
3 »But operas on antique tragic themes were legion« (Steiner 6).
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najbolj Sokantne prvine bardovih mojstrovin in jih priblizati obcutlji-
vemu okusu pariSkega obéinstva,* je Ducis postopal tudi pri Sofoklu.
Predlogo Ojdipa v Kolonu je najocitneje predrugacil v prizoru, kjer v
izvirniku Polinejk oceta prosi odpuscanja (v. 1284-1345), Ojdip pa
ga ostro zavrne in prekolne (v. 1348-1396). Ducis je tu popolnoma
spremenil potek prizora (v njegovi razlicici Ojdip dejansko odpusti
Polinejku), pri ¢emer si je pomagal predvsem s transformacijo vloge
Antigone, ki je pri Sofoklu ob sporu med Ojdipom in Polinejkom
precej pasivna (Polinejka sicer po sporu neuspesno moleduje, naj ne
odide v vojni spopad, v. 1414-1446), v Ducisovi adaptaciji pa dejavno
posreduje med njima ter celo pripomore k njuni spravi (Ducis 73-83).
Ducis je obenem mo¢no okrepil vlogo Antigone kot Ojdipove tolaz-
nice. Ta motiv je sicer prisoten Ze pri Sofoklu, vendar v precej manj
zgosceni in usodni meri kot pri Ducisu, ki mu nameni markanten
prizor, v katerem je Ojdip pred Antigonino tolazbo Ze skoraj na robu
norosti (Ducis 33).

Oba motiva je od Ducisa prevzel Nicolas-Francois Guillard v svojem
libretu za opero skladatelja Antonia Sacchinija (Edipe & Colone, ki je
imela krstno uprizoritev leta 1785. Gre za eno najuspesnejsih odrskih
stvaritev naslednjih desetletij, s skoraj 600 ponovitvami do leta 1844
(Durant in Durant 334). Kot velika uspesnica je bila prepoznana ze vsaj
dve leti pred revolucijo (Markantonatos 238). Pravzaprav je obdobje
jakobinske diktature ena izmed najocitnejsih skrbin v njenem rekord-
nem uprizoritvenem zivljenju (v sezoni 1793/94 se je Stevilo predstav
glede na prejsnja leta prepolovilo, v letu 1794 pa je bila ta opera do
avgusta povsem pregnana z odrskih desk; gl. Darlow 199). Po padcu
jakobincev se je (Edipe a Colone — skupaj z drugimi najve¢jimi oper-
nimi deli, ki niso ustrezala revolucionarnemu okusu — vrnil v velikem
slogu (Johnson 158). V naslednjih letih se na pariskem Salonu pojavi
trend slikarskih del s figuro Antigone, ki so neposredno povezana z
odmevnostjo Guillardove in Sacchinijeve opere in upodabljajo enega
izmed dveh omenjenih Ducisovih motivov: Antigonino tolazbo strtega
Ojdipa ali njeno posredovanje v sporu med Ojdipom in Polinejkom
(Rubin 144). Ta slikarska dela torej Antigono upodabljajo skupaj z
Ojdipom, obenem pa svoje snovi v prvi vrsti ne ¢rpajo iz Sofoklove
Antigone, temve¢ predvsem iz predrevolucionarnih francoskih adaptacij

Ojdipa v Kolonu.

# Najmocneje je vsebino spreminjal v eni izmed razlicic priredbe Othella, v kateri
Jaga pravocasno ujamejo pri njegovih zlih naklepih, Desdemona in Othello pa nato
sre¢no zivita do konca svojih dni. Gl. O'Neil 106; Sollors 349.
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Naras¢ajoca prepoznavnost in priljubljenost te motivike je bila v
tem Casu nedvomno povezana z metafori¢nimi asociacijami, ki so se
vse mocneje vpenjale v revolucionarno sodobnost, vendar $e zdale¢ ne
s kaks$no posebej izrazito afiniteto do revolucije. Za kaksne asociacije
je torej $lo? Eden najmocnejsih simbolnih nabojev, ki ga je v Franciji
pridobila figura Ojdipa v teh zadnjih letih 18. stoletja, je bil povezan
s tistim delom francoskega prebivalstva, ki je ob divjanju revolucio-
narnega terorja emigriral (Rubin 142). V motivu Antigone tolaznice
se je tako naselila dopolnjujoca simbolika empatije do prebeznikov in
izgnancev, ki so se v ¢asu po termidorski reakeiji vracali v Francijo (152,
157). Motiv spora med Polinejkom in Ojdipom pa je v teh letih — in Se
bolj izrazito v naslednjem desetletju — pridobil status metafore za revo-
lucionarne (in protirevolucionarne) konflikte (153). Antigona je tako
v tem zgodovinskem kontekstu na krilih operne prezence in slikarskih
upodobitev postala predvsem spravna figura, simbol prizadevanja za
miroljubno razresitev druzbenih napetosti (157).

Ceprav v poznejsih slovenskih odmevih antigonskega mita najdemo
tudi motiv Ojdipa kot simbolne figure politiéne emigracije (Debeljak
207), je ta navezava pri nas vendarle precej neizrazita. Ob primerjavi
francoske recepcije Antigone, ki svoje prve prepoznavne poteze dobi
v desetletjih po francoski revoluciji, in slovenske recepcije Sofoklove
tragedije, ki svoje temeljne znacilnosti oblikuje v $tirih desetletjih po
2. svetovni vojni, v o¢i najbolj bode dejstvo, da je pri obeh recepcijah
klju¢na spravna dimenzija Antigone. Ta ugotovitev je z literarnozgo-
dovinskega vidika $e toliko bolj intrigantna, ker francoska in sloven-
ska recepcija pri opredelitvah Antigone za spravno figuro izhajata iz
povsem drugacnih literarnih in mitoloskih osnov: zasnova Antigonine
spravne vloge pri Francozih nima vidne povezave s sredis¢nim dogaja-
njem Sofoklove Antigone, njenim prizadevanjem za pokop Polinejka,
temvec sloni na (prirejenem) Ojdipu v Kolonu; po drugi strani v sloven-
ski recepciji antigonskega mita ni vidnejsih sledi Ojdipa v Kolonu,
bodisi grskega bodisi francoskega.’

Orisana antigonska in ojdipovska motivika je v prvih desetletjih 19.
stoletja ohranila svojo privla¢nost. Leta 1814, ob restavraciji burbon-
ske monarhije, je dozivela nov vrhunec. Tega leta je Guillardova in
Sacchinijeva opera ponovno zasijala v novi odmevni uprizoritvi, na
pariskem Salonu pa je bilo razstavljenih kar Sest likovnih del s to moti-

> Vseeno je mogoce, da je spravni status Antigone v njeni (po)revolucionarni fran-
coski podobi, ki je vplivala na vso poznejso evropsko recepcijo, posredno vplival na
privla¢nost njenih spravnih konotacij v 20. stoletju — tudi slovenskih —, ki sicer pri-
marno izhajajo iz (re)interpretacij Sofoklove Antigone.



Matic Kocijancic: ~ Mit o Antigoni in francoska revolucija

viko (Rubin 144). V tem ¢asu se izoblikuje tudi ocitna rojalisti¢na apro-
priacija njenih prepoznavnih metafori¢nih asociacij. Antigona ni ve¢ le
simbol sprave, miroljubnosti in usmiljenja, temvec¢ se jo zatne vse bolj
eksplicitno in mnozi¢no povezovati s konkretno osebo, Marijo Terezo
Sarloto — edino prezivelo héerko Ludvika XVI. in Marije Antoanete —,
ki se je v letu restavracije vrnila v Francijo skupaj s svojim stricem,
novim kraljem Ludvikom XVIII. Povezava med mitom o Antigoni in
Sarloto je v 19. stoletju odmevala po vsem svetu (gl. Becquet 157-160;
Nagel 218-235), tudi v slovenskem tisku.®

Ta domiselna in seveda tudi problemati¢na poteza rojalisti¢ne propa-
gande se je moc¢no zasidrala v umetniski recepciji Antigone. Guillard
je na primer Sacchinijevi operi napisal uvodne posvetilne verze, v
katerih je Sarloto razglasil za »novo Antigono« (Rubin 147-148). S
stali§¢a izvirne literarne ustvarjalnosti in modernega razvoja antigon-
skega mita pa je najbolj zanimiv primer v tem kulturnem valu pesni-
tev v prozi Antigona, ki jo je istega leta objavil ideolosko eklektic¢en,
vsaj v tem obdobju pa izrazito protirevolucionarno pozicioniran filo-
zof in pisatelj Pierre-Simon Ballanche. Tudi on je svojemu delu dodal
posvetilo, v katerem Antigono poveze s Sarloto (Ballanche 294). A pri
Ballanchu izstopa ve¢ presenetljivih posebnosti. Njegova Antigona sicer
ve¢ kot o¢itno operira s simbolnim in politiénim nabojem antigonske
motivike, kakr$en se je izoblikoval v letih po termidorski reakciji in
zaostril v ¢asu burbonske restavracije (McCalla 47), vendar tega ve¢ ne
po¢ne primarno na podlagi Ojdipa v Kolonu oziroma njegovih fran-
coskih adaptacij, temve¢ je osnovna vsebinska in strukturna predloga
Ballancheve drame Sofoklova Antigona (52). Ballanche torej v sofoklo-
vski motiv sooc¢enja med Antigono in Kreontom vnese orisan metafo-
ri¢ni naboj, ki se je manj ali bolj eksplicitno izoblikoval med letoma
1795 in 1814, s ¢imer dinamiko francoske recepcije Ojdipa v Kolonu
vpne v osrednji antigonski mit. Antigona je pri njem $e vedno spravna
figura (49), obenem pa je pogumna upornica proti kreontski oblasti,
ki v tej metafori seveda oznaluje revolucionarne, antirojalisti¢ne sile.

¢ »U Parizu obstoji neko pedagogisko druztvo, ktero ¢asopis pod imenom: 'Institut

de la jeunesse, I'Emulationna svitlo daja. To druztvo u tem casopisu razne prasanja
stavlja. Mladina obojega spola more odgovoriti in tako odlo¢ne darila dose¢i. Imena
tistih, ki so dobro odgovorili in darila dosegli, se u re¢enem casopisu razglasijo. Nasi
bravci vejo, da ni $e dolgo, kar je vojvodkinja od Angoulem-a u Frohdorfu zamerla. Ta
smert je imenovanemu druztvu priloznost dala tole poprasati: 'kako in v ¢em bi se ta
vojvodkinja s Antigono prispodobiti mogla?' Na to prasanje je nar bolje odgovorila in
darilo 500 frankov dobila Karolina Czajkowska, krasna devojcica in héer glasovitnega
poljskega spisovatelja Czajkowskega. Slava Slavjankil« (»Drobtincice« 192)
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Metafora deluje na dva nacina. Prvi¢, ena izmed kljuénih komponent
francoske revolucije je bilo brutalno preganjanje krs¢anstva. Ballanche
je v svoji Antigoni implicitno povezal sofoklovski problem trka drzav-
nih in bozjih zakonov s tem sredis¢nim politi¢no-religioznim fenome-
nom svojega ¢asa. Drugi¢, tudi pri Ballanchu se spor med Antigono
in Kreontom vrti okrog pokopa Polinejka in zadeva $irse vprasanje
dolznosti do umrlih. Ta razseznost Sofoklove dedis¢ine ima prav tako
zanimive povezave s temeljnimi konflikti Ballancheve sodobnosti. Eno
klju¢nih simbolnih dejanj jakobinske diktature je bilo namre¢ unicenje
kraljevih grobnic v baziliki Saint-Denis in prekop posmrtnih ostankov
kraljevskih rodbin v masovno grobis¢e (Lindsay), ena izmed pomemb-
nih simbolnih potez burbonske restavracije pa vrnitev posmrtnih
ostankov v baziliko (Cusimano in Whitmore 229). Odnos do trupel
sovraznikov in zaveznikov je — kot v stoletjih formiranja tebanske mito-
logije — ponovno stopil v zahodno eti¢no-politicno ospredje.

Z Ballanchem je francoska literarna reinterpretacija antigonskih
motivov pridobila novo protirevolucionarno razseznost, ki je bila prej le
latentna razseznost njene recepcije. Obenem pa — kot ugotavlja Simone
Fraisse, ki Ballanchevo dramo na podlagi sledecega dejstva obravnava
kot prvo polnokrvno moderno Antigono — gre tudi za prvo literarno
delo, ki antigonski mit eksplicitno prenese v moderno duhovno atmos-
fero (Fraisse 6-7). Edina resna konkurentka za ta naziv je Antigona
italijanskega dramatika in pesnika Vittoria Alfierija iz leta 1783, ki pa je
v svojih potencialnih navezavah na razmere svojega ¢asa bistveno manj
oprijemljiva (zaradi velikega vpliva Stacija sicer izkazuje celo nekatere
znadilnosti srednjeveske recepcije tebanske mitologije). Cetudi lahko
pomemben del Alfierijevega opusa (vklju¢no z Antigono), ki ga zazna-
muje predvsem odlo¢en odpor do vsakr$ne tiranije, do neke mere
povezemo z zgodnjimi revolucionarnimi ideali, ki jih je pozdravljal,
je ob nadaljnjem razvoju francoske revolucije v njej uzrl uresnicitev
tiranskega duha, kakr$nega je vztrajno kritiziral v svoji dramatiki. Po
letu 1792 je postal eden najbolj gore¢ih italijanskih kritikov francoske
revolucije (Grew 208).

Eksplozivni vznik moderne fascinacije nad mitom o Antigoni se torej
brez dvoma tesno prepleta z revolucionarnim dogajanjem, vendar s
precej druga¢nim vrednostnim nastavkom, kot ga poskusa opredeliti
Steiner. Simbolni naboj Antigone se v francoski recepciji tega ¢asa
sprehodi od zadrzanega izraza socutja do nasprotnikov revolucije, prek
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odlo¢nejsega prizadevanja za spravo v razklani drzavi pa vse do nepo-
sredne rojalisti¢ne apropriacije. Cetudi orisani lok izhodis¢ne moderne
reinterpretacije Antigone ni bil vselej eksplicitno protirevolucionaren,
se je vseskozi oplajal z manj$im ali ve¢jim izrazanjem odpora do neka-
terih najvidnejsih posledic revolucije.

Obenem se ob teh znadilnostih zarisujejo tudi zanimive povezave
med orisano francosko recepcijo in zgodovinskim ozadjem najbolj
prepoznavnih slovenskih tematizacij antigonskega mita, ki jih je prav
tako oblikoval odziv na posledice neke — precej drugacne, pa vendarle —
revolucije; tudi pri glavnih tokovih slovenske reinterpretacije antigon-
skega mita je $lo za platformo kriticnega pretresa poteka in posledic
revolucije, ubeseditve so¢utja do njenih Zrtev, pozivanja k spravi in ne
nazadnje v nekaterih vidikih tudi za politi¢no instrumentalizacijo mito-
loske in literarne dedis¢ine.

Povezava med francosko in slovensko recepcijo pa ni le idejno-
-duhovna, temve¢ tudi fizi¢na, pravzaprav dobesedno telesna: po fasci-
nantnem spletu zgodovinskih okolis¢in je Marija Tereza Sarlota, v kateri
je prva generacija modernih interpretov antigonskega mita prepoznala
svojo »novo Antigono«, pokopana na (danasnjih) slovenskih tleh, v
grobnici Burbonov v franciskanskem samostanu Kostanjevica pri Novi

Gorici (gl. Trpin in Podbersic).
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The Antigone Myth and the French Revolution

Key words: literary myths / Antigone / Sophocles: Oedipus at Colonus | literary
reception / French Revolution / Steiner, George / Ducis, Jean-Frangois / Ballanche,
Pierre-Simon

The reception of the Antigone myth in the time of the French Revolution is
relevant for the treatment of that myth in Slovenian literary criticism for two
reasons: First, in his noted study Antigones, which is considered a foundational
work on the modern reception of Antigone, George Steiner characterized the
French Revolution as the key impulse behind the modern renaissance of inter-
est in the myth. Second, it is in the time of the French Revolution that a
connection forms between the themes of Antigone and the issues of revolu-
tionary conflict and violence — a connection that was, in its way, central to
the post-war reception of Sophocles’ Antigone in Slovenian literature, literary
criticism, philology, philosophy and political discourse. The article critiques
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Steiner’s theses about the influence of the French Revolution on the modern
popularization of Antigone, and shows that the myth was to a greater degree
connected with counterrevolutionary and royalist orientations at the time. In
this connection, the paper also sheds light on some significant historical paral-
lels between the French and the Slovenian reception of the Antigone myth.
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Clanek obravnava pet pesmi W. B. Yeatsa v primerjavi s prevodi Vena Tauferja

in Nade Groselj. Namen clanka je z analizo ritma, verzne oblike in razlicnih
Dpesniskih figur ugotovits, kako in do kaksne mere so v slovenskih prevodih
ohranjeni elementi izvirnika in kaj se je v njih izgubilo - ali dodalo. Ugotovitve
potrjujejo dejstvo, da lahko tezave pri prevajanju povzrocajo odsotnost glagolskih
in pridevniskih koncnic ter raba neosebnih oblik v anglescini; predvsem pa
problem predstavijajo polnopomenske enozloznice, ki jih je v angleskem besediscu
obilo, njihove slovenske ustreznice pa so pogosto precej daljse. Enoznacnega
odgovora na vprasanje, ali naj prevajalec ohrani metricno shemo in okrni
vsebino ali pa ohrani vsebinske enote in krsi ritmicno podobo pesmi, ni, na kar
kazejo razlicni modeli prevajanja poezije. To pa potrjujejo tudi primeri prevodov
Nade Groselj in Vena Tauferja, ki se razhajajo v pristopu glede ritma in vsebine.
Kljub razlikam pa oba karseda skrbno ohranjata zvocne znacilnosti izvirnika,
kar ponuja odgovor, da je zven vsaj v loliki meri zasluzZen za koncni ucinek pesmi
kot sama vsebina in ritem.

Klju¢ne besede: literarni prevod / prevajanje poezije / irska poezija / Yeats, William

Butler / prevodi v slovens¢ino / Taufer, Veno / Groselj, Nada

Uvod

William Butler Yeats je bil eden vidnejsih anglesko govorecih pesnikov
in dramatikov dvajsetega stoletja, a na Slovenskem v svojem ¢asu ni bil
sirSe sprejet. Recepcija njegovih del je bila za ¢asa njegovega zivljenja
zelo skromna, v poznejsih desetletjih pa je bilo v slovens¢ino prevedenih
le manjse Stevilo pesmi in dramskih del. Prva zbirka prevodov njegovih
del je izsla leta 1983; gre za zbirko Izbrana dela, ki jo je prevedel Veno
Taufer in je iz$la pri Cankarjevi zalozbi v zbirki Nobelovci; naslednja pa
je sledila sele ¢ez deset let. Tako je leta 1993 pri Mladinski knjigi izsel
drugi izbor Tauferjevih prevodov Yeatsa z naslovom William Butler
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Yeats. Yeatsovo ime se je na Slovenskem literarnem obzorju zacelo
pogosteje pojavljati v devetdesetih, predvsem pa po letu 2000. Od leta
2019 dalje je v slovens¢ini na voljo Yeatsova zbrana poezija v prevodih
Nade Groselj. Pesmi je v Stirih zvezkih (v letih 2014, 2015, 2016 in
2019) izdalo Knjizevno drustvo Hisa poezije.

Namen raziskave je z analizo ritma, verzne oblike in pesniskih figur
ugotoviti, do kak$ne mere so v slovenskih prevodih Yeatsove poezije
ohranjeni zvo¢ni in metri¢ni elementi, pesniske figure in pomen izvir-
nika ter kaksne spremembe so nastale v procesu prevajanja. V raziskavo
je vklju¢enih pet Yeatsovih pesmi in prevodov Vena Tauferja ter Nade
Groselj. Po pregledu vseh pesmi, ki so na voljo v prevodu obeh preva-
jalcev, sem se odlotila za izbor tistih pesmi, ki izkazujejo — po mojem
mnenju — najvedja in najbolj raznovrstna odstopanja bodisi v primer-
javi z originalom bodisi med samima prevodoma, oziroma tiste pesmi, v
katerih se prevajalca posluzita razli¢nih resitev za prevod tezavnega mesta.
Analizi pesmi v izvirniku sledita analiza in primerjava obeh prevodov.

Modeli prevajanja poezije

Poezijo — pa tudi druga besedila — lahko prevajamo po principih for-
malne ali dinamicne ekvivalence. Prvi se osredotoc¢a tako na obliko
kot na vsebino in prenasa enake leksikalne enote ter postopke iz izho-
dis¢nega v ciljni jezik, drugi pa besedilo prilagodi z uporabo postop-
kov in sredstev, znacilnih za ciljni jezik (Novak, Salto 8, 1. knjiga).
Na podrodju prevajanja poezije so strokovnjaki in raziskovalci obliko-
vali ve¢ modelov oziroma strategij. Tako na primer Holmes lo¢i med
mimeti¢no, analogno, organsko in deviantno obliko prevajanja poezije
(Holmes 197). Lefevere pa ob primerjavi prevodov Katula v angles¢ino
opredeli sedem strategij prevajanja: dobesedno, zvoc¢no, metri¢no,
(metri¢ni) prevod z rimo, prevod v ritmizirano prozo, prevod v blan-
kverz oziroma stalno verzno obliko in interpretacijo ali imitacijo.

0 prevajanju Yeatsa

Yeatsova dela so bila prevedena v Stevilne svetovne jezike, s samim pre-
vajanjem njegovih del pa se ukvarja ve¢ strokovnih besedil. Tako na pri-
mer Mary Ann Caws v osmem poglavju knjige Surprised in Translation
(2006) obravnava Bonnefoyeve prevode Yeatsove poezije v francos¢ino.
Kot pove avtorica, Yves Bonnefoy ze v uvodu k prevodom zapise svoje



Ursa Strle: - Poezija Williama Butlerja Yeatsa v prevodih Nade Groselj in Vena Tauferja

razmiSljanje in utemelji nekatere svoje odlocitve pri prevajanju tega
pesnika. O prevodih Yeatsa v ukrajini¢ino piSe Maryna Romanets v
¢lanku »I Cast My Heart into My Rhymes: William Butler Yeats's
Poetry in Ukrainian Translation, Silvia Vdzquez Ferndndez pa v svoji
disertaciji Translation, Minority and National Identity: the translation/
appropriation of W.B. Yeats in Galicia (1920-1935) obravnava prevaja-

nje in privzemanje tega avtorja v Galiciji.

Primerjava prevodov

»The Sorrow of Lovec«
The Sorrow of Love

The brawling of a sparrow in the eaves,
The brilliant moon and all the milky sky,
And all that famous harmony of leaves,
Had blotted out man’s image and his cry.

[...] (Yeats 32)

Zunanjo obliko pesmi sestavljajo tri Stirivrsti¢ne kitice z jambskim rit-
mom in prestopno rimo (abab cdcd abab). Verz je jambski pentame-
ter, metri¢na shema pa je nekajkrat prekrsena, saj se poudarek pojavi na
neikti¢cnem mestu. Ritem ob tem dodatno ustvarja repeticija — tako na
zaletku kot znotraj verzov se veckrat ponovi veznik »and«, na zacetku
druge in tretje kitice pa glagol »arose«. V pesmi sta veckrat uporabljeni
aliteracija (na primer v osmem ali enajstem verzu) in primera (»doomed
like Odysseus«, »proud as Priam«). V tej pesmi Yeats pozorno opazuje
naravo in vpleta simbole — od ptic v napus¢ih preusmeri pogled v nebo
in nazaj k harmoniji listov. V prvi kitici predstavi nasprotje med blesceco
luno in mle¢n(at)im nebom ter prepiranjem ptice v primerjavi z ubrano-
stjo listov. Drugo kitico za¢ne s podobo dekleta in jo prek primer poveze
s tragi¢nim in junaskim svetom. Vsebinsko je tretja kitica variacija prve,
vsebuje iste klju¢ne besede in nas pripelje nazaj na zacetek, a je dogajanje
v njej ravno nasprotno: kar je na zacetku izbrisano, se na koncu izrise.

Zalost ljubezni

Prepir vrabcev tam v Zlebovih,
bles¢eca luna in ves mle¢ni obok
in sloveca ubranost listov v kro$nji
so izbrisali ¢lovekov lik in stok.
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Dekle rdecih tozecih ustnic vstane

in veli¢ina svetd se zdi v solzah,
obsojena kot Odisej in ladje,

ponosna kakor Priam s knezi pokoncan;

vstane in tisti hip hrupni Zlebovi,

luna, ki se vzpenja tja na prazni obok,

in vse tiste tozbe listja kro$nji

zgolj sestavljajo ¢lovekov lik in stok. (Taufer 8)

Ritmi¢no se prvi prevod oddalji od izvirne pesmi. Verzi vsebujejo od
osem do dvanajst zlogov, v njih pa pretezno jambski utrip zamenja
raznolik ritem. Taufer uporabi mosko rimo, mosko in zensko asonanco
ter sledi prestopni shemi, na zacetku druge kitice pa znotraj verza rima
zaporedni besedi »rdecih toze¢ih«. Asonirani sta besedi »obsojena« in
»ponosna« na zacetku tretjega in Cetrtega verza druge kitice. V veliki
meri ohrani repeticijo veznika na zacetku verzov, ponovi se tudi gla-
gol »vstane« v prvem verzu druge in tretje kitice. Zvo¢no plat prevoda
bogatijo aliteracije (»ponosna [...] Priam [...] pokon¢an« v osmem verzu
ali »hip hrupni« iz devetega verza) in izmenjevanje si¢nikov in $umni-
kov v kombinaciji z aliteracijo v enajstem verzu: »tiste tozbe listja kro-
$nji.« Kar Tauferjev prevod izgubi s tem, ko ne sledi Yeatsovemu toku
besed, nadomesti oziroma upravi¢i z visoko pomensko doslednostjo.
Kljub temu pri Tauferju v prvem verzu najdemo vrabce v mnozini v
nasprotju z Yeatsovim enim samim — »a sparrows.

Otoznost ljubezni

Vrisc¢anje lastovice pod kapjo
in listje, ki v ubranosti zveni,
bles¢e¢a luna, mle¢nato nebo
so zbrisali ¢lovekov stas in krik.

Pa vstane toznih, rdecih ust dekle,
podobna solzni gloriji sveta,
obsojenega kakor Odisej,

ponosnega kot Priam, ko je pal;

Se isti hip so klici pod kapjo

in lisgje, ki objokujo¢ zveni,

in luna, ki se v prazno pne nebo,

izrisali ¢lovekov stas in krik. (Groselj, Zbrana poezija 1 52)
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Prevod Nade Groselj je pisan v dovrsenem jambskem pentametru.
Prevajalka prestopno uporablja mosko rimo in moske asonance
ter ohranja aliteracijo (»ponosnega kot Priam, ko je pal« v osmem
verzu ali »prazno pne« v enajstem). Asonirani so tudi zacetki vrstic
v drugi kitici (»podobna« — »obsojenega« — »ponosnega«). Veznik se
na zacetku verza ponovi trikrat, posebej opazna je anafora v desetem
in enajstem verzu, ni pa ponovitve glagola »arose« na zacetku tretje
kitice. Zaradi doslednosti pri ritmu in $tevilu zlogov je v prevodu v
primerjavi z izvirnikom nekaj odstopanj pri vsebini oziroma pomenu:
»sparrows, vrabec, je preveden kot »lastovica«, primeri z Odisejem in
Priamom pa sta skrajsani, saj slovenski ustreznici za angleska enozlo-
zna pridevnika »doomed« (»obsojenega«) in »proud« (»ponosnega«)
zavzemata (skoraj) pol pentametra.

Naslova prevodov se pomensko bistveno ne razlikujeta. Taufer
pesem naslovi »Zalost ljubezni«, Nada Grogelj pa bolj poeti¢no
»Otoznost ljubezni«. Razlika v ritmu je o¢itna, »Otoznost ljubezni« se
s strogo metri¢no shemo veliko bolj pribliza izvirni ritmiki pesmi, a
se mora zaradi tega v primerah odpovedati delu besedila, medtem ko
se Tauferjev prevod ritmi¢no bistveno razlikuje od izvirnika, vendar
je zato, ker se ne omejuje z ritmom, lahko pomensko natan¢nejsi. Z
vidika pomena je zanimiva druga kitica, kjer se deleznik »doomed« in
pridevnik »proud« s primerama v prevodih ne nanasata na isti samo-
stalnik. Pri Tauferju je veli¢ina (svetd) tista, ki je obsojena in ponosna;
pri Nadi Groselj pa je obsojen in ponosen svet. V angles¢ini pridevniki
in delezniki ne nosijo informacije o spolu, $tevilu ali sklonu, zato sta
mozni obe resitvi. Kot jezik z malo obrazili angles¢ina veckrat dopusca
ve¢ kot eno interpretacijo na ravni slovnice, kar bomo videli $e nekaj-
krat. Stav¢ne in glasovne figure v veliki meri ohranita oba prevajalca.

»To his Heart bidding it have no Fear«
To his Heart, bidding it have no Fear
Be you still, be you still, trembling heart;
Remember the wisdom out of the old days:
Him who trembles before the flame and the flood,
[...] (Yeats 51)

Ta kratka pesem vsebuje mnoge stavéne in glasovne figure. Ze prvi
verz se odpre z geminacijo »be you still, be you still«, pesem pa tudi v
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nadaljevanju temelji na ponavljanju dolo¢enih besed in besednih zvez.
Drugi del tretjega verza, »the flame and the flood, se podvoji na koncu
petega verza, »starry ways« s konca Cetrtega verza pa odmeva na zacetku
petega, v »starry winds«. V' teh verzih najdemo aliteracijo (»flamex
in »flood«, »winds« in »ways«), s soglasniskim stikom se pesem tudi
zaklju¢i (vmajestical multitude«). Kot pove Jeffares, je fraza »the flame
and the flood« del rituala iniciacije v Hermeti¢ni red Zlate zore (Jeffares
68): »Fear is failure so be thou without fear. For he who trembles at
the Flame and at the Flood and at the Shadows of the Air, hath no
part in God« (Regardie 26). Yeatsova pesem je formulirana na podoben
nacin, ohrani pa tudi okvirno vsebino navedenega izseka, ki ga razsiri in
uporabi kot nagovor srcu, »Boga« (»God«) pa nadomesti z »the lonely,
majestical multitude«. Pesem ni pisana v strogo urejenem metri¢nem
sosledju, a je kljub temu zelo ritmi¢na, k ¢emur pripomore repeticija.
Shema rim je abcbead, pri ¢emer gre v tretjem in petem verzu za pono-
vitev iste besede (»flood«).

Pesnik prosi svoje srce, naj se ne boji

Miruj, miruj, drhtece srce;

pomni modrost iz davnine dob:

naj ga, ki pred ognjem drhti in potopom

in pisem, ki vlece prek zvezdnib poti,

zagrnejo in skrijejo ogenj in potop

in gvezdni pis, zakaj on nima ni¢

s samotnim, velicastnim mnostvom. (Taufer 14)

Veno Taufer svoj prevod v prostem verzu naslovi »Pesnik prosi svoje
srce, naj se ne boji«. Namesto rim ima dve moski (drugi in peti ter éetrti
in Sesti verz) in eno zensko asonanco, shema samoglasniskih ujeman;j
pa se razlikuje od izvirne. Ohranja geminacijo v nagovoru in ponovi-
tev besede na koncu tretjega in petega verza, ¢eprav ni v istem sklonu.
»Flame«, plamen, posplosi v »ogenj« in izgubi aliteracijo v ponovljeni
frazi »the flame and the flood« v tretjem ter petem verzu; je pa soglasni-
ski stik prisoten drugod, na primer v drugem verzu (»davnine dob«) in
na prehodu iz Cetrtega v peti verz (»in potopom« / »in piSem«). Vrstni
red pri nastevanju ponovljenih fraz v drugem delu pesmi je spreme-
njen. »Zvezdni piS« ne sledi »zvezdnim potem« tako kot v izvirniku,
zaradi oddaljenosti pa med frazama zvocni stik oslabi.
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Svojemu srcu v spodbudo, naj se ne boji

Le mirno, le mirno, drhtece srce,

in pomni modrost preteklega dne:

naj vse, ki plasijo se zubljev, vodd

pa vetra, ki veje po zvezdnih poteh,

vodovje in zubelj in zvezdnati dah

pokrije in skrije, saj ti niso del

samotnih, kraljevskih miriad. (Groelj, Zbrana poezija 1 90)

Prevod Nade Groselj z naslovom »Svojemu srcu v spodbudo, naj se ne
boji« je pisan v amfibraskem enajstercu z rahlim odklonom v drugem
in zadnjem verzu. Zaporedje ujemanja samoglasnikov na koncu verzov
je drugacno kot v izvirniku. Zaporedni rimi v prvih dveh verzih presto-
pno sledita moski asonanci, predzadnji verz pa vsebuje notranjo rimo
(»pokrije in skrije«). Aliteracijo najdemo na ve¢ mestih, na primer na
koncu tretjega in v ¢etrtem verzu (»vodd« — »pa vetra, ki veje«) ter tudi
v petem verzu (»zubelj in zvezdnati«). Ponovljene fraze so razporejene
drugace kot v izvirniku, zato konec tretjega in petega verza ni repeticije,
se pa ponavlja koren besede na koncu ¢etrtega in petega verza v bese-
dah »zvezdnih« ter »zvezdnatih«. »Flood« prevajalka prevaja $irse, kot
»voda« oziroma »vodovje« in uvede anominacijo, medtem ko repeticije
pri besedi »winds« ni, saj je enkrat prevedena kot »veter«, drugi¢ kot
»dah«. Ponavljanje v nagovoru je ohranjeno.

Pri prevodih te pesmi je predvsem zanimiva razlika pri prevajanju
naslova. Iz izvirnika (»To his Heart, bidding it have no Fear«) ni
razvidno, kdo je lirski subjekt. Veno Taufer v svojem prevodu v svoj
naslov doda osebek — »Pesnik prosi svoje srce, naj se ne boji«. Nada
Groselj se drzi oblike izvirnika in prevod naslovi »Svojemu srcu v
spodbudo, naj se ne boji«. Geminacijo na za¢etku pesmi ohranita oba
prevajalca, povecini zajameta tudi druga ponavljanja, ¢eprav morda
na drugacen nacin in na drugih mestih kot v izvirniku. Podobno je
z aliteracijami — najdemo jih v obeh prevodih, a ne nujno na mestih,
kjer bi jih na podlagi izvirnika pricakovali, recimo v ponovljeni
frazi »the flame and the flood« ali v zadnjem verzu. Nada Groselj v
prevodu vzpostavi precej strogo metri¢no shemo, medtem ko Taufer
prevaja v prostem ritmu, kar je v tem primeru morda primerneje, saj
ritem izvirne pesmi ni urejen.
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»Reconciliation«
Reconciliation

Some may have blamed you that you took away

The verses that could move them on the day

When, the ears being deafened, the sight of the eyes blind
[...] (Yeats 73)

V pesmi lirski jaz nagovarja ljubljeno osebo, ki ga je zapustila. Ob tej
izgubi je subjekt izgubil tudi navdih za pisanje, zatece se lahko le v juna-
sko zgodovino, ki ga spominja nanjo. Na koncu sedmega in v osmem
verzu nastopi preobrat, ko se ljubljena oseba vnovi¢ zdruzi s pesniskim
subjektom, s tem pa se temu povrne tudi inspiracija. Zadnja dva verza
sta pro$nja po blizini ljubljene, a v njih, kot pise Ross, lirski subjekt
kljub ljubezenskim stiskam v ospredje postavi poezijo (Ross 210). Brez
ljubezni namre¢ nima navdiha, njegove misli so »jalove«. Pesem je
pisana v jambskem pentametru, a Yeats metri¢no shemo pogosto raz-
bije z naglasom na neikti¢cnem mestu. Razgiban ritem vzpostavlja tudi
z drugimi elementi, kot so nastevanje, moska izglasja verzov in $tevilni
miselni prestopi. Veéina verzov je desetzloznih, a $tevilo naglasov zno-
traj vrstice ni enotno. Pesem sestavljajo rimani distihi, razen v dveh pri-
merih, kjer zaporednega samoglasniskega ujemanja ni (sedmi in osmi
ter enajsti in dvanajsti verz). Konca osmega in dvanajstega verza pove-
zuje asonanca, a je zaradi oddaljenosti njen zvo¢ni u¢inek manjsi. Tudi
v tej pesmi najdemo aliteracije (vhurl helmets« iz desetega ali »cling
close« iz enajstega verza). Kot je na pogovoru o Yeatsovi poeziji v okviru
Besedne postaje Knjigarne Filozofske fakultete v Ljubljani leta 2015
izpostavil Uro$ Mozeti¢, sta glede interpretacije zanimiva tretji in éetrti
verz, saj je nemogoce zagotovo dolo¢iti, na koga se nanasa ogluselost
in oslepelost; na pesniski subjeket ali na nagovorjeno osebo (Dobnik,
Groselj in Mozeti¢ 37:34-38:12). Mogoci sta obe interpretaciji, kar
pokazeta spodnja prevoda.

Sprijaznjenost

Morda $e rece kdo, da ti si kriva —
jim vzela pesem, ki bi jih ganila
tistega dne, ko si $la od mene

in oglusen in oslepljen od strele
nisem nasel drugega za ta svoj stih
ko ¢elade, kralje, sablje in stvari
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napol pozabljene, a spominjale so nate —

zdaj brez naju se vrti kot zdavnaj svet;

ko pa je naju grabil jok in smeh,

grmele so v prepad krone, sablje in ¢elade.

Bodi tesno ob meni; odkar te ni,

me jalove misli so zmrazile do kosti. (Taufer 20)

»Sprijaznjenost«, kot je prevod naslovljen pri Tauferju, se, podobno
kot izvirnik, za¢ne z jambskim ritmom, a se ta po prvih dveh verzih
povsem sprosti. V pesmi prevladujejo asonance. Dvema zaporednima
zenskima asonancama — pri drugi se naglaseni soglasnik sicer razlikuje
v kvaliteti (»mene« — »strele«) — sledi zaporedna moska, nato pa pride
do spremembe v shemi: Zenska asonanca v sedmem in desetem verzu
oklepa mosgko v osmem in devetem, pri kateri se poleg samoglasnika
ujemata tudi zaCetna soglasnika (»svet« — »smeh«). Zadniji distih zaklju-
¢uje moska rima, beseda »sablje« iz sredine $este vrstice pa odmeva zno-
traj sedme v besedi »pozabljene«. Ohranjeni so $tevilni enjambementi.
V Tauferjevem prevodu je pesniski subjekt oziroma pesnik tisti, ki je bil
»oglusen in oslepljen od strele« tisti dan, ko ga je nagovorjena zapustila.

Sprava

Morda so godrnjali, da si vzela

jim poezijo, ki bi jih razgrela,

na dan, ko gluha in od bliskov slepa

si §la in nisem nasel ve¢ nicesar,

kar bi opeval; nasel sem le kralje,
elade, mece, svet napol pozabljen,

ki bil je kot spomini nate — glej,

stopiva ven, saj svet zivi kot prej;

ko naju zagrabi kr¢, zdaj smeh, zdaj jok,
zadegajva vse krone, mece v kot.

— Okleni se me, ljuba; kar si §la,

mrazé me puste misli do srca. (Groselj, Zbrana poezija 1 135)

Nada Groselj pesem naslovi »Sprava« in za prevod uporabi deset- ali
enajstzlozne jambske verze z rahlim odstopanjem v devetem verzu, kjer
se pojavijo ikti na neikti¢nih mestih. Vzorec samoglasniskih ujeman;j
ostane enak kot v izvirniku, torej gre za rimane oziroma asonirane dis-
tihe: zacetni Zenski rimi sledita dve Zenski asonanci, nato pa moska
rima, moska asonanca in znova moska rima. Poseben zvoéni ucinek
ustvarijo ponavljanja si¢nikov in $umnikov v Cetrti vrstici. Tako kot
izvirnik je tudi prevodna pesem prepredena z miselnimi prestopi. V
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tem prevodu je gluha in slepa oseba, ki jo pesem nagovarja, in ne pesni-
ski subjekt.

Oba prevajalca se v prevodu te pesmi drzita sheme samoglasniskih
stikov, z manj$o spremembo pri Tauferju, in na ve¢ mestih vkljucita
enjambemente. Pri ritmu so razvidne podobne razlike kot do zdaj —
Nada Groselj prevaja v bolj urejenem ritmu od izvirnega, medtem ko
se Veno Taufer odmakne od izvirnika, in sicer tako v ritmi¢nem utripu
kot v $tevilu zlogov. Glavni razlog za analizo te pesmi in prevodov pa
niso omenjene znacilnosti, temve¢ dve veliki razliki v pomenu. Prva je
ze v samem naslovu — »Reconciliation« Nada Groselj prevede s sloven-
sko ustreznico »Sprava, ki je v nasem druzbenem prostoru zaznamo-
vana z dolo¢eno politi¢no konotacijo, Taufer pa se s »Sprijaznjenostjo«
oddalji od izvirnega pomena. O tem se je Uro§ Mozeti¢ na Besedni
postaji pogovarjal s prevajalko in poudaril, da je »sprava [...] dejan-
sko dejanje dveh. Sprijaznjenost pa je dejanje enega. Pesnik se spri-
jazni, recimo s tem, kar mu je [ljubljena] naredila« (Dobnik, Groselj
in Mozeti¢ 38:06-38:21). Izpostavil je moznost, da je z dejanjem iz
naslova povezana tudi druga velika pomenska razlika v prevodih, ki
izhaja iz tretjega in Cetrtega verza v izvirniku: »When the ears being
deafened, the sight of the eyes blind / With lightning, you went from
me.« Postavi se vprasanje, ¢igava usesa so bila oglusena in cigave odi
oslepljene. Prevajalec meni, da gre za lirski subjeke, ki se torej, ¢e uposte-
vamo naslov, v pesmi sprijazni z nastalo situacijo, pri prevajalki pa se ta
del nanasa na nagovorjeno osebo, s katero sta z lirskim subjektom dose-
gla medsebojno pomiritev (Dobnik, Groselj in Mozeti¢ 37:50-38:21).
Glede na to, da sta delezniska polstavka v pesmi z vejicami lo¢ena od
ostalega besedila, sta mozZni obe interpretaciji; zanimivo pa je, da ta del
v nobenem od prevodov ni na podoben nacin, bodisi z vejicami bodisi
s pomisljaji, locen od okoliskega teksta.

»0On a Political Prisoner«
On a Political Prisoner

She that but little patience knew,
From childhood on, had now so much
A grey gull lost its fear and flew

Down to her cell and there alit,

And there endured her fingers’ touch
And from her fingers ate its bit.

[...] (Yeats 155)
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Politi¢na jetnica, o kateri govori ta pesem, je grofica Markievicz, Yeatsova
prijateljica in aktivistka za neodvisnost Irske, ki so jo obsodili in zaprli
zaradi sodelovanja v velikono¢ni vstaji leta 1916. Pesem s $tirimi Sestvr-
sticnicami je pisana v jambskem osmercu, ki ga nekajkrat razgibajo
dodatni naglasi na neikti¢nih mestih. Ker gre v ve¢ini primerov za nagla-
Seno enozloznico, tak dodaten naglas ne predstavlja krsitve metri¢ne
sheme. Vsaka kitica je rimana po shemi abacbc, a z manj§ima izjemama:
v drugi kitici beseda na koncu Cetrtega verza nima soglasniskega stika z
ostalimi, $esti verz pa je asoniran z drugim in petim — ista asonanca se
prenese v naslednjo kitico in s prej$njimi povezuje $e prvi in tretji verz
tretje kitice —, v éetrti kitici pa se naglaseni samoglasnik na koncu $este
vrstice ujema le z nenaglasenim na koncu cetrte. Ostale verze povezuje
kon¢na moska rima v omenjenem zaporedju, s tem da se v drugi kitici
beseda »mind« s konca druge vrstice rima z besedo »blinde, ki se ponovi
tako na koncu kot na zacetku pete vrstice, prvi¢ kot pridevnik, drugi¢
kot samostalnik (»the blind«). Zadnja dva verza prve kitice (»and«) in
drugi ter tretji verz zadnje (»upon«) povezuje anafora, posamezne besede
ali besedne zveze pa se ponavljajo $e v prvi kitici (vher fingers'« — »her
fingers«) in na koncu tretje ter zacetku Cetrte kitice (»sea-borne«). Prav
v osemnajstem in devetnajstem verzu se kopici soglasnik 4, podobno v
osmem in devetem, v tretjem verzu se v besedah »grey gull« in »fear and
flew« pojavita dva soglasniska stika, aliteracijo pa najdemo $e v dvain-
dvajsetem in triindvajsetem verzu (»cloudy canopy«; »storm-beaten bre-
ast«). Tudi v tej pesmi naletimo na nejasnost pri dolo¢anju osebe, na
katero se neko dejanje nanasa; v enajstem in dvanajstem verzu je tezko
z gotovostjo trditi, kdo pije iz jarka: naslovna oseba ali slepi, ki jih vodi.

O politi¢ni jetnici

Ta, ki ni v otro$tvu vedela,
kaj je potrpezljivost, je mirt
tako polna, da v je¢o na tla
galeb ji sede in pusti, da boza
mu peresa in brez strahu

ji iz rok drobtine zoba.

Ko boza samotno perut,

jo ta dotik spominja

let, preden je postal njen um
grenko, abstraktno sovrastvo,
in ona slepih slepa vodnica,
teh, ki v jarku lokajo blato?
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Ko sem jo neko¢ pod Ben Bulbenom
na lov odjezditi gledal,

sta se samotna divja mladost

in lepota dezele ubrali,

da se je zdela cista in lepa

kot morska ptica na skali:

ptica zibajo¢ se nad valom

od hipa, ko zletela prvi¢

je iz gnezda na mogoc¢no skalo,

da se po obla¢nih straneh razgleda,
medtem ko ji v nevihtnih prsih
bucijo morska brezna. (Taufer 43)

Ritmic¢no se prvi prevod ne ujema z izvirnikom. V nasprotju z Yeatsovim
jambskim osmercem je ritem Tauferjevih verzov prost, dolgi pa so
od sedem do enajst zlogov. Shema kon¢nih samoglasniskih ujeman;j
ostane nespremenjena. Uporablja pretezno asonanco, tako mosko kot
zensko, rimana sta samo dva verza (»ubrali« — »skali«). V drugi kitici
se v vseh asoniranih verzih ujema tudi zadnji nenaglaseni samoglasnik
pred naglasenim vokalom, v tretji pa dve kon¢ni besedi nimata ujema-
nja (»Bulbenom« — »mladost«). Podobno je v prvi in tretji vrstici, kjer
se ujemata naglaseni in nenaglaSeni vokal (»vedela« — »tla«). Asonirani
sta tudi besedi na zacetku devetnajstega in dvajsetega verza (»ptica« —
»hipa«). Anafori iz prve in zadnje kitice nista ohranjeni, tudi sicer je
ponavljanj nekoliko manj kot v izvirniku. Ponovita se besedi »boza«
v sredini prve in zacetku druge kitice, ki se pri Yeatsu pojavita v obli-
kah »touch« in »touchinge, ter »ptica« sredi osemnajstega in na zacetku
devetnajstega verza. V drugi kitici se zaporedoma ponovita samostal-
nik in pridevnik z istim korenom, »slepih slepac, ki tvorita aliteracijo.
Soglasniski stik najdemo tudi v petnajstem verzu (soglasnik s). »Cloudy
canopy« iz Cetrte kitice Taufer prevaja kot »obla¢nl[e] stran[i]«, s ¢imer
izgubi aliteracijo, pomen pa zgolj povzame.

O politi¢ni jetnici

Nestrpna vse od mladih dni
zdaj taksno potrpljenje ima,
da je priletel k celici

galeb, ker je izgubil strah:
dovolil prstom je dotik

in vzel iz prstov svoj grizljaj.
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Ji samotarjeva perut

priklice ¢as, ko ni bil zgolj
abstrakten in grenak njen um,
ko misli ni $e vladal gnev:

ko ni vodila slepcev v boj

in pila iz jarka, kjer leze?

Ko jezdila je v davnih dneh
na lov ob vznoZju Bulbena
ez svet domacih polj, razvnet
od njene mlade samosti,

se zame je iz¢istila

kot ptica morja in ceri,

ki val jo sprejme ali zrak,

ko ojunaci se za skok

iz gnezda na visok balvan,

strme¢ v obla¢ni baldahin,

pod njo pa, vihre vajeno,

kricijo zevi morskih $pilj. (Groselj, Zbrana poezija 2 81)

Tudi v tem prevodu prevajalka popolnoma ujame ritmi¢no shemo
izvirnika in prevaja v jambskem osmercu. Z izjemo prve kitice je
zaporedje kon¢nih ujemanj samoglasnikov taksno kot pri Yeatsu.
Uporabljene so moske asonance, nekaj je tudi ujemanj v nenaglasenih
kon¢nih samoglasnikih (»Bulbena« — »izéistila«) oziroma v kombina-
ciji naglaSen — nenaglaSen vokal (»dni« — »celici«). V zadnji kitici se
rimata besedi »skok« na koncu druge vrstice in »visok« kot predzadnja
beseda naslednje. Anafora povezuje ¢etrti in peti verz druge kitice, isti
veznik (vko«) pa se ponovi Se na zacetku tretje kitice. Poleg anafore
je ohranjeno le eno ponavljanje, gre za besedi »prstom« — »prstov« v
zadnjih dveh verzih prve kitice. V ¢etrtem in petem verzu zadnje kitice
najdemo ujemanje soglasnikov (& v besedni zvezi »obla¢ni baldahin«
in v v besedah »vihre vajeno«). Zavoljo ohranjanja metri¢ne sheme je v
pesmi v primerjavi z izvirnikom nekaj besed izpuséenih in posledi¢no je
pomen rahlo prilagojen; tako je denimo manj ponavljanj besed in bese-
dnih zvez, na primer v drugi kitici, kjer je omenjena le slepota tistih, ki
jih je omenjena jetnica vodila, ne pa tudi njena lastna; v zadnji kitici pa
sta predrugacena zadnja dva verza, v katerih »zevi morskih $pilj« kricijo
pod ptico, s katero lirski subjekt primerja opevano osebo, in ne v njenih
prsih kot v izvirniku.

Naslov obeh prevodov je »O politi¢ni jetnici«. Prevod Nade Groselj
je ritmi¢no tocen in ohrani izvirno verzno obliko, medtem ko Veno
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Taufer prevaja v prostem ritmu. Oba sledita Yeatsovi shemi kon¢nih
zvo¢nih ujemanj, namesto rime pa v vecini primerov uporabita asonanco.
V obeh prevodih je izpuséenih nekaj ponavljanj, bodisi anafor bodisi posa-
meznih besed ali besednih zvez znotraj verzov. Taufer ve¢inoma prevaja
bolj dobesedno in vklju¢uje vedino informacij iz izvirnika, medtem ko
Nada Groselj sicer ohrani pomen, a besede prilagaja metru; da ostane
znotraj jambskega osmerca, je primorana nekaj informacij izkljuditi
oziroma prilagoditi. Zopet pride do razlike v interpretaciji na podlagi te
znacilnosti angleskega jezika, da ne izraza osebe in $tevila s pregibanjem —
z izjemo konc¢nice -(e)s, ki v glagolih oznaluje tretjo osebo ednine. Tako
je enajsti in dvanajsti verz (»Blind and leader of the blind / Drinking
the foul ditch where they lie?«) mogoce razumeti na dva nacina, kot je
razvidno tudi iz prevodov: pri Venu Tauferju »v jarku lokajo blato« slepi
sledilci, ki jih vodi slepa vodnica, pri Nadi Groselj pa je vodnica slepih
tista, ki je »pila iz jarka, kjer leZe«. Zanimiva je tudi razlika pri prevajanju
besedne zveze »youth's lonely wildness« iz $estnajstega verza, katere jedro
je beseda »wildness«, divjost, »youth's« in »lonely« pa sta prilastka. Oba
prevajalca besedno zvezo rahlo obrneta oziroma na mesto jedra postavita
drugo besedo. Pri prevajalcu najdemo prevod »samotna divja mladoste,
prevajalka pa divjost, ki je v izvirniku jedro te besedne zveze, izlodi in se
odlo¢i za »njene mlade samosti« (v rodilniku). Ena izmed besed je pri
Nadi Groselj izpuscena zato, da verz ne prekoraci osmih zlogov, je pa
nenavadno, da je izlo¢eno ravno jedro besedne zveze, ki bi pesmi ustre-
zalo tako ritmi¢no kot zvoéno, saj ima beseda »divjosti« naglas na istem
zlogu kot beseda »samosti«, sovpadata pa tudi nenaglasena samoglasnika.

»The Gyres«

The Gyres

The gyres! the gyres! Old Rocky Face, look forth;
Things thought too long can be no longer thought,
For beauty dies of beauty, worth of worth,

And ancient lineaments are blotted out.

Irrational streams of blood are staining earth;
Empedocles has thrown all things about;

Hector is dead and there’s a light in Troy;

We that look on but laugh in tragic joy.

[...] (Yeats 249)

Kiti¢na oblika pesmi »The Gyres« je ottava rima. Kot pritice obliki,
je pisana v jambskem pentametru, vendar z nekaj kr$itvami metri¢ne
sheme. Zaporedje rim, ki je v stanci abababcc, ni popolnoma izpol-
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njeno. V prvi kitici se konec prvega verza (»forth«) s tretjim in petim, ki
sta rimana (»worth« — »earth«), ujema le v konénem soglasniku — enako
velja za drugi, ¢etrti in Sesti verz (»thought« — »out« — »about«). V drugi
kitici prve tri lihe verze povezuje moska rima, ¢e se samoglasnik v prvih
dveh kon¢nih besedah bere kot kratki # in ne kot o (/tap/ — /drap/ —
/'meikap/), a $e v tem primeru gre v peti vrstici za necisto rimo, ker je
ujemajodi se samoglasnik nenaglasen. Ce pa se drzimo standardne bri-
tanske izgovorjave, sta prvi in tretji verz rimana z mosko rimo (/top —/
drop/), v petem pa se ujema le kon¢ni konsonant. V tretji osemvrstic-
nici se v prvih treh lihih verzih in v distihu ujemajo zgolj kon¢ni sogla-
sniki. V Cetrti in Sesti vrstici se pojavi neista rima, saj besedi v ujema-
jo¢em zlogu ne delita naglasa (»sepulchre« — »disinter«), drugi verz pa se
z njima bodisi ne ujema (/d1a/) bodisi deli zaklju¢ni konsonant (/dir/),
odvisno od izgovorjave. Shema kon¢nih ujemanj v pesmi torej ostane
abababcc, kot v stanci, ne gre pa nujno za rime: v ve¢ primerih najdemo
zgolj ujemanje koncnih soglasnikov oziroma nekak$no konéno konso-
nanco (Baldick 49). Glavni motiv in tematika pesmi sta nakazana ze v
naslovu ter z geminacijo na zacetku prve vrstice: » The gyres! the gyres!«
V pesmi se kaze Yeatsova teorija o vibah, o ve¢nem krozenju in menja-
vanju diametralno nasprotnih civilizacij. Ta podoba povezuje zacetek
in konec pesmi, saj se na koncu ponovi (»On that unfashionable gyre
again«). Tudi podoba »Old Rocky Faceq, ali vsaj njen glas, je prisotna
v vseh treh kiticah in vztraja navkljub delovanju vib. Pesem je prepre-
dena s ponavljanji — v prvi kitici se poleg geminacije v prvem verzu
ponavljajo Se besede v drugem (»thought«, »long(er)«) in tretjem verzu
(»beauty dies of beauty, worth of worth«), v tretji kitici pa se podvojita
besedi »coarse« in »dark«. Poudarjeno je vprasanje »What matters, ki
se trikrat pojavi na zacetku verzov v drugi kitici in enkrat v tretji. Vsa
ta ponavljanja pesmi dodajajo posebno ritmi¢nost. Rabljene so tudi
aliteracije (»Things thought«, »numb nightmare« ali »cavern comes«) in
anafora v petem ter Sestem verzu zadnje kitice.

Vibe

Vibe! vibe! Stari Skalni Obraz, veséli se;

predolgo premisljevano ve¢ misliti ni mo¢,

ker lepota od lepote, vrednota od vrednote umre,
prek ¢rt davnih obrazov vse je s¢rtano.

Brezumni potoki krvi po zemlji se vale;
Empedokles vse zmetal je okrog;

Hektor je mrtev in Troja vsa v luceh;

nas, gledalce, tragi¢no veselje sili v smeh.
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Kaj zato, ¢e na vrhu jaSe méra

in nezno telo mazeta blato in kri?

Kaj zato? Ne vzdihyj in ne jokaj,

vedji, plemenitejsi ¢as je minil;

za obarvanimi liki in $katlami licil

v davnih grobovih sem vzdihoval, a ne znova;
kaj zato? Iz votline pride glas —

»Veséli se« je vse, kar reci zna.

Obicaj in delo surovita, dusa je vse bolj surova,
kaj zato? Ljubimci Skalnega Obli¢ja,

ljubitelji konj in Zensk, bodo iz groba

spod ¢repinj marmornega spomenika,

iz teme, ki dihur ni in ne sova,

ali kakega plodnega temnega nica

izgrebli delavca, plemica, svetnika in bo $lo

v tej staromodni vibi vse spet okrog. (Taufer 112)

Taufer pesmi ne prevede v enaki kiti¢ni obliki, temve¢ sprosti ritem
verza. Od znadilnosti stance do neke mere ohrani le shemo kon¢nih
ujemanj. V prvi in zadnji osemvrsti¢nici je zaporedje ujemanj enako
tistemu v ottavi rimi, v drugi pa so verzi asonirani po sosledju abab-
bacc. V prvi kitici najdemo dve moski rimi — v enem primeru se razli-
kuje Sirina vokala (»se« — »umre« — »vale«) — in mosko asonanco, kjer
se v enem verzu ujema zgolj nenaglaseni samoglasnik (»moc« — »sér-
tano« — »okrog«). Druga kitica vsebuje dve moski in Zensko asonanco, ki
povezuje besede z razli¢no kvaliteto samoglasnika o (»mora« — »jokaj« —
»znovac). V zadnji kitici sta prvi in peti verz rimana, s tretjim pa sta
asonirana; sode verze povezuje zenska asonanca, distih pa moska, a se
konec sedmega in osmega verza poleg naglasenega vokala ujema tudi
predhodni nenaglaseni (»bo slo« — »okrog«). V drugi vrstici druge kitice
prihaja do ponavljanj soglasnikov z in # (»nezno telo mazeta blato«).
Prevod je precej dosleden pri ohranjanju stav¢nih figur in vsebine, tudi
z rabo enakih sintakti¢nih enot. Do razlike pride v tretji kitici, kjer
so »ljubimci Skalnega Obli¢ja« poimenovani s samostalnikom in ne s
kazalnim zaimkom kot pri Yeatsu: »Those that Rocky Face holds dear.«
Do pomenskega odstopanja pride na koncu prvega verza, kjer Taufer
»Look forth« prevede z besedno zvezo »veséli se«, ki se ponovi v zadnji
vrstici druge kitice (pri Yeatsu »'Rejoice'«). S tem ustvari ponovitev, ki je
v izvirniku ni; podobno je z besedama »¢rt« in »s¢rtano« v &etrti vrstici,
ki delita koren besede. Sicer ponovitve ohranja: geminacija na samem
zacetku (»Vibe! vibel«), podvajanje besed v drugem in tretjem verzu prve
ter prvem verzu zadnje kitice, sprasevanje »kaj zato?« na zacetku treh
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verzov druge in enega verza tretje kitice. »Rocky Face«, ki se v izvir-
niku ponovi v prvi in tretji kitici, je v prevodu prvi¢ poimenovan Skalni
Obraz, drugi¢ pa Skalno Obli¢je. Taufer ohrani zapis z veliko zacetnico.

Vibi

Ti vibi! Skalno lice, v daljo zri;

ne more§ mleti ve¢, kar dolgo meljes:
vse lépo, ¢astno vase izzveni,

zgubijo se Castitljive poteze.

Prst skruni nam brezumen val krvi,
Empedokles je svet krepko pretresel;
je Hektor mrtev, v Troji lu¢ gori,
smejis se v tragi¢ni veselosti.

Kaj potlej, &e te tre otrpla mora,

¢e kri in sluz ti skrunita telo?

Kaj potlej? Ne predaj se vzdihom, solzam,
ker zlahtnejse obdobje je preslo;

svojcas po barvah, slikarijah groba

sem vzdihoval, odslej pa ve¢ ne bom;

kaj potlej? Iz votline glas privre,

ki zna le par besed: »Veséli sel«

Vse bolj nam surovi dejanje, nrav.

Kaj potlej? Kogar ljubi skalno lice,

ljubitelj konj in Zensk, si iz marmorja

podrte grobnice in iz ¢rnine

med sovo in dihurjem, iz vseg,

kar se temni v razkosen ni¢, poisce

garaca, zlahtnica, svetnika; spet

zasuce se v prezrti vibi svet. (GroSelj, Zbrana poezija 3 79)

Prevod Nade Groselj obdrzi obliko stance: pisan je v deset- do dvanaj-
stzloznih jambskih verzih, shema kon¢nih samoglasniskih ujemanj je
abababcc. V prvi kitici se izmenjujeta moska rima in Zenska asonanca,
v distihu se ujemajo nenaglaseni vokali (»gori« — »veselosti«), ki hkrati
tvorijo mosko oziroma nedisto rimo s predhodnimi lihimi verzi (»zri« —
»izzveni« — »krvi«). V drugi kitici so lihi verzi asonirani z Zensko aso-
nanco, sode vrstice pa povezuje moska asonanca. V vseh Sestih vrsticah
je naglaseni samoglasnik o (Siroki ali ozki). Distih je riman z mosko
rimo. Tudi v tretji kitici je v zadnjih dveh verzih rabljena moska rima, v
prvih Sestih pa izmenjaje moska ter Zenska asonanca, s tem da v tretjem
verzu ne sovpada naglas (»nrav« — »marmorja« — »vsega«). V Sesti vrstici
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se ponavlja samoglasnik e in tvori notranjo asonanco. Soglasniske stike
najdemo v prvi vrstici druge osemvrsti¢nice (soglasnik #) ter v zadnjih
treh verzih zadnje kitice, kjer se kopicijo Sumniki in si¢niki. Geminacije
v vzkliku na zacetku pesmi ni. Ponovi se glagol »mleti« in »meljes«
v drugi vrstici; tako kot v izvirniku je ohranjeno tudi vprasanje »Kaj
potlej« na zacetku $tirih verzov. Tudi »Rocky Face« se kot »skalno lice«
pojavi tako v prvi kot v tretji kitici, a je pisan z malo za¢etnico. Drugih
iteracij ni. V besedi$¢u prevoda je v primerjavi z izvirnikom prislo do
nekaj sprememb. Manj$a pomenska odstopanja so v primerih besedne
zveze »Old Rocky Face«, ki v prvi kitici izgubi pridevnik in postane
zgolj »skalno lice«; v besedi »lovers« v zadnji kitici, kjer je samostalnik v
mnozini preveden v ednini (»ljubitelj«); ter pridevniku »unfashionable«,
ki je v zadnji vrstici preveden kot »prezrta«. Vedja razlika pa je v zadnjem
verzu prve kitice: »We that look on but laugh in tragic joy«. Pri Yeatsu
so vrsilci dejanja »we that look on«, opazovalci, izrazeni v prvi osebi
mnozine, ki se ob opazovanju situacije smejijo v tragi¢nem veselju. Pri
prevajalki je v verzu »smejis se v tragi¢ni veselosti« del pomena zabrisan,
izpade informacija o opazovanju, spremenita pa se tudi oseba in $tevilo
iz prve osebe mnozine v drugo ednine. Prav tako so podobe iz petega in
Sestega verza druge kitice prilagojene oziroma vsebinsko povzete v krajsi
obliki. Do vecine teh sprememb je verjetno prislo zaradi uresnicevanja
striktne metri¢ne sheme, a ta razlog ne pojasni povsem spremembe v
osmem verzu.

Prevoda se rahlo razlikujeta ze v naslovu. Veno Taufer se odloc¢i za
»Vibe« v mnozini, Nada Groselj pa za »Vibi« v dvojini. Glede na to, da
se naslov nanasa na Yeatsovo teorijo, po kateri sta dve vibi vpeti druga
v drugo in se ve¢no vrtita, je prevajalkin naslov bolj natancen. Taufer
ottavo rimo prevaja v prostem verzu, delno obdrzi le shemo kon¢-
nih zvo¢nih ujemanj. Neupostevanje ritmi¢ne sheme je, kot poprej,
mogoce pojasniti s tem, da skusa vsebinsko ohraniti vse podobe, polno-
pomenske besede in stavéne figure. Ritmi¢no Yeatsu ne sledi, skusa pa
zajeti vso vsebino pesmi. Hkrati uvede ponavljanje, ki ga v izvirniku
ni, in spremeni vsebino, ko besedi »look forth« prilagodi v »veséli se«.
Prevod Nade Groselj je oblikovno zvest izvirni pesmi in ji hkrati ostane
tudi pomensko blizu, vendar ohranjanje ritmi¢ne podobe pesmi terja
prilagajanje na vsebinski ravni. Tako v prevod niso vklju¢ene dolo-
¢ene besedne figure in podobe ali pa je vsebina povzeta v krajsi obliki.
Primer verza, v katerem ponavljanje ni ohranjeno, sama vsebina pa je
nespremenjena, je tretja vrstica: »For beauty dies of beauty, worth of
worth«. Nada Groselj jo prevede kot »vse 1épo, ¢astno vase izzvenic, kar
pomensko kljub odsotnosti iteracije povsem ustreza izvirniku.
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Ugotovitve

Prevajalca se pri prevajanju odlodita za razli¢na pristopa. Taufer je v
prevodih ritem sprostil oziroma mu ni sledil dosledno, kar je posebe;j
ocitno v pesmih, pisanih v doloceni kiti¢ni obliki, na primer ottavi rimi
(primer »The Gyres«). Ker se ni vezal na metri¢no shemo, je po drugi
strani lahko v prevod vkljudil vecino informacij iz izvirnika, s ¢imer
je morda ohranil del pomena, vezanega na posamezne podobe, ki bi
jih sicer moral izkljuc¢iti. Na ra¢un neupostevanja Yeatsovih metri¢nih
shem je lahko ohranil stavéne figure, predvsem ponavljanja — anafore,
geminacije, epifore in anadiploze —, ki kopicijo stevilo zlogov. Kakor se
je po ritmi¢ni strani od Yeatsa oddaljil, se mu je s posnemanjem sintak-
ti¢nih enot in stavénih figur priblizal. Kljub temu da so Tauferjevi pre-
vodi pomensko velikokrat precej zvesti, pa se je predvsem v poznejsih
pesmih veckrat vendarle odlo¢il za pomensko druga¢ne prevode posa-
meznih besed. Prevodi Nade Groselj so ritmi¢no zelo natan¢ni — pri
uveljavljanju metri¢ne sheme so veckrat celo bolj dosledni kot izvirnik,
saj Yeats s¢asoma za¢ne uporabljati ohlapnejsi ritem — strogo uposteva-
nje ritma pa veckrat vpliva na besedis¢e: v prevodih je pomen veliko-
krat povzet in ubeseden tako, da ustreza ritmu. Zaradi metri¢nih ome-
jitev so pogosto izpus¢ena ponavljanja, tako dobesedne ponovitve na
razli¢nih mestih v verzu kot tudi anominacije. Angles¢ina pozna veliko
ve¢ polnopomenskih enozloznic kot slovenscina, zaradi éesar mora pre-
vajalka kaksno informacijo izlo¢iti ali vsebino strniti, kar ji zelo dobro

uspe. Kot pove Novak:

Prevajalci so torej prisiljeni izgubo semanti¢nega bogastva, ki nastane zaradi te
razlike v $tevilu zlogov, nadomes¢ati z besednim kontekstom, zrcaljenjem in
mrezami pomenov. Problem ni usoden, je pa resen in zahteva od prevajalcev
¢ut za koncentracijo izraza, zven in pomen pesniskega jezika v angles¢ini in
sloven§¢ini. (Novak, Salto 86, 2. knjiga)

Tako se prevajalka odpove nekaterim vsebinskim podrobnostim, a se zelo
pribliza Yeatsovemu ritmu. Oba prevoda ohranita zvoénost in vpeljeta
Stevilne zvoéne ucinke ter ujemanja. Sheme ujemanj in druge zvoéne
znacilnosti izvirnika najveckrat uspe obdrzati obema prevajalcema, veli-
kokrat pa rime nadomescata z asonanco — tako sta lahko pomensko to¢-
nejsa, kot ¢e bi Zelela vedno uporabiti rimo. Tudi glavne podobe in sim-
bole, ki se pri Yeatsu pogosto ponavljajo, uspe ohraniti obema.
Nekajkrat pride do odstopanj med prevodoma ze v naslovih, kot
na primer v pesmi »To his Heart, bidding it have no Fear«, kjer Veno
Taufer za lirski subjekt v naslovu dolo¢i pesnika (»Pesnik prosi svoje
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srce, naj se ne boji«), Nada Groselj pa ohrani zaimek (»Svojemu srcu v
spodbudo, naj se ne boji«). Spet druge razlike so povsem seman-
tine, kot pri naslovu »Reconciliation«, ki ga prevajalec prevede kot
»Sprijaznjenostc, prevajalka pa kot »Spravae, in drugod. V primerih,
kjer je iz izvirnika tezko ali nemogode z gotovostjo doloditi osebo,
na katero se glagolske oblike nanasajo, sta prevajalca veckrat prisla
do razli¢nih resitev. Ta tezava se pojavi v obravnavanih pesmih »The
Sorrow of Love« in »On a Political Prisoner«.

Oba prevajalca sledita principu dinami¢ne ekvivalence, saj pri nobe-
nem ne gre zgolj za prenasanje leksikalnih enot v ciljni jezik, brez inter-
pretacije in upostevanja postopkov, znacilnih za slovens¢ino. TeZje pa
jima je pripisati strategijo po Lefeveru — vsaj ¢e bi bilo treba izbrati
eno samo. Prevodi Nade Groselj so tako metri¢no kot zvo¢no blizu
izvirniku, ¢emur ustrezata strategiji metri¢nega prevoda z rimo in zvo¢-
nega prevoda. Veno Taufer pa ohranja vsebino in zvo¢ne elemente,
kar ustreza strategijam zvoc¢nega in rimanega prevoda, brez doslednega
upostevanja ritma.

Nada Groselj je v okviru dogodka Besedne postaje Knjigarne
Filozofske fakultete povedala, da sta se z Venom Tauferjem pogovarjala
o njunih prevodih Yeatsa in ugotovila, da je »[...] zanimivo, kako imava
midva popolnoma drugacen pristop. Jaz zelo grem na metri¢nost, on se
pa trudi z besedami, z izborom besed, ne pa toliko z metriko« (Dobnik,
Groselj in Mozeti¢ 23:45-24:27). Zaradi razlik v jeziku je prakti¢no
nemogoce v celoti ohraniti tako metricno shemo kot vsebino, kot
smo videli v nekaterih primerih prevodov zgoraj. Kot na omenjenem
dogodku pove prevajalka, eno izmed resitev za to tezavo lahko ponujajo
dvojezi¢ne izdaje prevodne poezije, kjer pesem v izvirniku (dvojezic-
nemu) bralcu pomaga dopolniti morebitne vrzeli v prevodu (Dobnik,
Groselj in Mozeti¢ 57:57-58:24).
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The Poetry of William Butler Yeats in Nada
GroSelj’s and Veno Taufer’s Translations

Keywords: literary translation / poetry translation / Irish poetry / Yeats, William Butler /
Slovenian translations / Taufer, Veno / Grogelj, Nada

This article discusses five original poems by W. B. Yeats in comparison with
their Slovenian translations by Veno Taufer and Nada Groselj. Its aim is to
determine, through the analysis of rhythm, form and poetic devices, how and
to what extent the original elements are preserved in the translations, and
what was lost — or gained — in the process. The findings confirm the fact that
problems may be caused by the absence of inflections in verbs and adjectives
in English, the use of impersonal forms, and a large vocabulary of full-lexi-
cal monosyllabic words in English, as their Slovenian counterparts are often
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much longer. As the different models of translating poetry suggest, there is no
single answer to the question of whether the translator should preserve the
metric scheme and omit content, or to retain the content and break the met-
ric image of the poem. This is also confirmed by the examples of translations
by Nada Groselj and Veno Taufer, which differ in their approach to rhythm
and content. Despite these differences, both translators carefully preserve the
original sound characteristics, which points to the answer that sound contrib-
utes at least as much to the final effect of the poem as content and rhythm.

1.01 Izvirni znanstveni ¢lanek / Original scientific article
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Drawing on the concept of “literary interference” developed by the pioneer of poly-
system theory, ltamar Even-Zohar, and expanded by other scholars, as well as on
various interpretations of intertextuality, this article compares two twentieth century
thinkers: the French writer, philosopher, and literary theorist Maurice Blanchot

and the Romanian-born French essayist and philosopher Emil (E. M.) Cioran. The
article uses Even-Zohar's notion of ‘channel of interference,” and presents three such
‘channels” and their results that shed light on the relationship between Blanchot's and
Cioran’s works. The first ‘channel of interference” that I have termed the “change of
epoch,” borrowing a phrase from Blanchot, led to their choice of fragmentary writing.
The second, existentialism, might be able to bring their works together, especially
through the way they treat the subject of suicide, focussing on Blanchot's The Space of
Literature and Cioran’s On the Heights of Despair. Finally, through the third ‘channel
of interference,” the two thinkers’ skepticism, the article explores their engagement
with the concepts of passion/ passivity/ patience.

Keywords: literary theory / intertextuality / interference / Blanchot, Maurice / Cioran,
Emil / fragmentary writing / existentialism / scepticism

Preamble

Studying the biographies of the French writer, literary theorist and
philosopher Maurice Blanchot (1907-2003) and the Romanian-
born French philosopher and essayist E. M. Cioran (1911-1995),
comparatists can be immediately struck by their lure of anonymity.
The original subtitle of Christophe Bident’s biography of Blanchot,
which the English translation unfortunately did not retain—the “invis-
ible partner’—alludes to Blanchot’s desire to avoid notoriety. Ilinca
Zarifopol-Johnston’s biography of Cioran suggests the same distance
from the media and the public: after obtaining a doctoral fellowship in
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Paris (1937), Cioran decided not to get back to Romania, and, with his
French debut, A Short History of Decay (1949), pursued the career of a
“born-translated” writer (Walkowitz; A. Ionescu, “Language”), signing
his work with “the cryptic” abbreviation E. M. Cioran, with which he
reinvented his self “as a ‘civilized” West European author” (Zarifopol-
Johnston 8).

Blanchot’s and Cioran’s desire to keep themselves anonymous
partly originates from the “scandals™ of their youth. While scholar-
polemicists such as Jeffrey Mehlman, Steven Ungar, Richard Wolin
and Philippe Mesnard exaggerated in Blanchot’s case (see also Nancy),
those who studied Cioran’s case (Nicole Parfait, Marta Petreu, Cristina
Bejan, among others) were right.

After graduating from the University of Strasbourg, and obtaining
an MA equivalent at the University of Paris, Blanchot embarked on
a career as a political journalist, working for the conservative daily
Le Journal des débats (1932—1940), the anti-Nazi daily Le Rempart
(1933), the weekly Aux écoutes (1934—1937), but also for the far-
right monthly Combar (1936-1937) and weekly LTnsurgé (1937).
His contributions to the far-right journals as well as some polem-
ical remarks on Léon Blum, a Jewish politician, led to the inclu-
sion of Blanchot’s works in the investigation on the 1930s French
intellectuals’ fascist discourse (see Hill, Blanchot 24). Most scholar-
polemicists ignored three important details of Blanchot’s life: first, in
1935, he described Hitler as “the representative of an unacceptable
political doctrine” (quoted in Hill, Blanchot 31); second, he was a
fierce adversary of the pro-Nazi collaborationist, antisemitic novelist
and journalist Robert Brasillach; third, he helped his life-time friend
Emmanuel Levinas’s wife and daughter to avoid deportation (Bident
24-28; Lescourret 64—72).

After specializing in philosophy at the University of Bucharest,
while on a fellowship in Berlin (1933), Cioran saw in the national-
socialist experiment the promise of a great future for Germany and the
source of Europe’s regeneration, as his articles published in Vremea,
Calendarul, and Actiunea testiied. He expressed his strong admira-
tion for Hitler’s “pure vitality” and “fiery passion” (Cioran, “Impresii”
52).> In The Transfiguration of Romania, he pleaded for the elimina-
tion of Jews and Hungarians from the country. Later on, he repented

! Allusion to Ungar’s title.
2 All translations from Romanian, French, and German are mine if not indicated
otherwise.
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for his admiration of a “demented sect,” to which he declared himself
immune (Ornea 198), and excised all antisemitic assertions from the
Transfiguration’s second edition, where he added an official apologetic
foreword (Zarifopol-Johnston 117).

The lack of references to Cioran in Blanchot’s work and Cioran’s
remarks on Blanchot indicate rather an antagonistic relation between
the two. Cioran characterized Blanchot with a strange mixture of criti-
cism and admiration, calling him a “confused and verbose,” “deep, yet
cracked mind” (Cioran, Cabiers 111, 454). He found Blanchot—the
theorist “the most profound yet the most exasperating critic” (544) and
Blanchot—the writer, the creator of “elegant hermeticism,” which, yet,
remained “nothing but words” (622). In “La fin du roman,” Cioran
praised Blanchot as a novelist but portrayed him as a nihilist, an accu-
sation to which Blanchot implicitly responded, without ever naming
Cioran, in “At Every Extreme” (February 1995) and “Death of the Last
Writer” (March 1955), later on included in 7he Book to Come. Cioran
reworked his text for 7he Temptation to Exist, changing its title into
“Beyond the Novel” and, subsequently, suppressed Blanchot’s name
but left the definition of “the deliciously unreadable” genre that “hav-
ing squandered its substance, no longer has an object” (140).° There is
no wonder that in his “exercises of admiration,” he preferred to men-
tion Blanchot’s contribution only in passing in the section on Caillois:
“in the analysis of the literary phenomena [he] has brought to the point
of heroism or asphyxiation the superstition of depth in a rumination
that combines the advantages of the vague and the abyss.” (Cioran,
Anathemas 206)

The poverty of comparative studies on Blanchot and Cioran bears
witness to the two writers’ implicit or explicit dialogue. So far, Camelia
Elias put in parallel a multitude of fragments at work in literature,
philosophy, and theology, including Blanchot’s and Cioran’s. Shane
Weller’s Modernism and Nihilism debunked the various theories about
Blanchot’s and Cioran’s nihilism, showing how they surmounted it by
privileging the literary (Blanchot) and the annihilation of belief and
value (Cioran) (42—73). Gabriel Popescu contrasted Cioran’s “solitude
in the world” (in A Short History of Decay) with Blanchot’s “essential
solitude” (in 7he Space of Literature).

Reading through Blanchot’s silences and braving Cioran’s caveat
that Blanchot was a “confused” mind, aware that Cioran was often

® I reconstructed this neglected, yet highly revealing exchange, starting from Bident
549, note 11; Cavaillés xlv; Demont 185, note 9.
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un enfant terrible, whose entire work can be associated with paradox, I
will examine more closely how their works may illuminate each other
through Itamar Even-Zohar’s notion of interference, which is more
appropriate than the vague notions of influence or affinity.

Theoretical Premises: Establishing Interferences

Drawing on Mikhail Bakhtin and Yuri Lotman, Even-Zohar coined
the notion of interference in the context of intercultural relations,
in the late 1960’s—early 1970’s (Even-Zohar, An Introduction; “The
Relations”), when Julia Kristeva introduced the concept of intertextu-
ality in her essays from 7e/ Quel and Critique, followed by her books
Séméiotiké, Le texte du roman, La révolution du langage poétique.”

Even-Zohar returned to his concept in the special issue “Polysystem
Studies” of Poetics Today (1990), formulating the following definition:
“a relation(ship) between literatures, whereby a certain literature A (a
source literature) may become a source of direct or indirect loans for
another literature B (a target literature).” (Even-Zohar, “Laws” 54) By
loans he designated “the totality of the activities involved with the liter-
ary system,” including “the role and function of literature, the rules of
the game of the literary institution, the nature of literary criticism and
scholarship, the relations between religious, political, and other activi-
ties within culture” (54).

In 2004, Marijan Dovi¢, who had previously proposed a more
appropriate theoretical-methodological apparatus in empirical liter-
ary studies (Dovi¢, “Radikalni konstruktivizem”) further nuanced
the notion of literary interference. He differentiated between “liter-
ary interference” and “interliterary exchange mechanisms” (Dovi¢,
“Literary Repertoire” 70) and saw borrowings not only “connected ...
to texts, genres or models,” but also as part of “the organization of liter-
ary critique, institutions, publishing system, State funding of art and so
on,” adding that “[a] weak polysystem cannot operate using exclusively

* Although the limited space of this article does not allow me to mention the
numerous illustrious theorists from Canada, Italy, France, Germany, Britain, the
States, and Eastern Europe who worked on intertextuality, mention should be made
of Laurent Milesi’s “Inter-textualités,” Totosy de Zepetnek’s work on comparative cul-
tural studies (Totosy de Zepetnek, Comparative; “From Comparative”), Juvan's work
on a poetics of intertextuality (Juvan, History) and discussions on “asymmetries of
the world literary system” (Juvan, Literary 80-85), Franco Moretti’s “world literary
system” (Moretti, “Conjectures”).
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its own repertoire, which is why it takes up foreign models and reper-
toremes” (69-70).

Even-Zohar’s and Dovi¢’s definitions of interference are otherwise
consonant with Marko Juvan’s interpretation of intertextuality as

essentially a cross-cultural phenomenon linking together not only one national
literature with other—including marginal, peripheral—literatures and cul-
tures, but also, within a given semiosphere, mainstream literary production
with its past, forgotten forms, and marginal, subaltern, or emergent subsys-
tems; finally, intertextuality structures the text’s affiliation and response to its
cultural contexts—of other arts, social discourses (from politics to science),
sociolects, ideologies, ways of living, and media. (Juvan, History 7)

Like Dovi¢, Juvan emphasized the role of “understanding and employ-
ing foreign elements in a new cultural horizon,” because in this way
comparative criticism can move “into global theory of dialogism and
intercultural exchange” (66).

Even-Zohar’s pre-literary comparatist situation, which, otherwise,
did not make a great impact in comparative studies, with the notable
exceptions of Belgium, China, and Eastern Europe where it was further
improved and expanded (Salvador 2; Lambert 11), can represent an
appropriate tool to put in parallel Blanchot’s critical works and Cioran’s
philosophical essays. I share Janez Strutz’s conjecture that interference
can be “a unique setting for comparative literary studies, a laboratory
of literary and cultural scholarship” (Strutz 244). In my view, the two
thinkers’ works can be connected through what Even-Zohar called
“channels of interference” (Even-Zohar, “Laws” 57), without offering
us a definition of his term. I therefore endeavor to reconstruct this
concept from his illustrations and define it as: the networks via which
one source literature is assimilated by a target source literature, either
directly (without the mediation of translation) or indirectly (through
translation). The next sections of this article will delve into three
main channels of interference (“the change of epoch,” existentialism
and skepticism) resulting in three similar modes of writing or literary
themes: fragmentary writing, also connected to the concept of disaster,
engaging with experience through recurrent themes such as the suicidal
act, and dealing with the notions of passion/passivity/patience.

> His examples of interferences from Slovenian literature canonical figures (Matija
Cop and France Preeren) were “cultivating a poetic language,” finding a new “versifi-
cation system”, and “opening new spaces” through which many models were success-
fully incorporated in the target literature (71-73).
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In order to establish whether these channels of interference were
direct or not, I propose to return to the two writers’ biographies.
Both Blanchot and Cioran were a-la-page readers and commenta-
tors of Romanticism, existentialism and skepticism. Before moving
to France, Cioran’s exposure to French culture was massive. He did
not need the mediation of translation, being proficient in French,
which became his first language after 1937. Nevertheless, the “chan-
nels of interference” I propose do not refer exclusively to French but
also to German and Greek models. While both Blanchot and Cioran
spoke German, in which case the channels of interference were direct,
they may also have resorted to translations from Greek philosophy, in
which case they were indirect.

The First Channel of Interference: “The Change of Epoch”—
Fragmentary Writing and the Experience of the Disaster

The first channel of interference that can be placed in Dovi¢’s larger
interpretation of the polysystem (Dovi¢, “Literary Repertoire” 69)
refers to what Blanchot named a “change of epoch” (Blanchot, 7he
Infinite 328-329; The Writing 102)° in the aftermath of the Second
World War.” The Holocaust revealed the weak foundations of Western
thought, whose inability to conceive difference legitimated the Nazis’
radical antisemitism. The immediate response to this change was frag-
mentary writing, which became a new genre and a new “organization of
literary critique” (Dovi¢, “Literary Repertoire” 69) in the 1950’s, a pe-
riod of “anxiety and uncertainty,” “upheaval and stagnation, discovery
and obfuscation, readjustment and resistance” (Hill, Maurice Blanchot
37). Blanchot’s and Cioran’s return to the fragment corresponds to
what Juvan called “the text’s affiliation and response to its cultural con-
texts” (Juvan, History 7). Fragmentary writing makes the two thinkers’
texts resonate, since both were attracted by the fragment’s intermina-
bility/incompletion and its possibility “of ‘recasting’ its form,” offering
“a perspective which combines both the philosophical and theoretical

¢ Blanchot used “the change of epoch” without defining it, also after the May 1968
Paris events, when he referred to the way in which numerous other contemporary
cultural phenomena such as literary theory and the avant-garde novel were affected
(Hill, Maurice Blanchot 49).

7 For a discussion on the failure of the Enlightenment project and the dramatic
changes that occurred in the aftermath of the Second World War, see also A. Ionescu,

“The Essay” 345.
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aspects of literature and the more affective experience of the text” (Watt
13). In their demand for discontinuity, they resorted, albeit indepen-
dently, to similar trimming, segmenting, styling en abyme.

This type of channel of interference illustrates the midway where
Blanchot, trained as a philosopher, yet professing literary criticism,
meets Cioran, trained as a philosopher, yet adopting an essayistic
writing style whose “secret formula” is often “consonant with poetry”
(Oprescu 186).

Their fragments share “foreign models and repertoremes” (Dovi¢,
“Literary Repertoire” 70), mainly Heidegger’s works on language, the
Jena romantics’ best-known texts, and Nietzsche’s “eternal return”
which they imported directly. The fragment was theorized in the short-
lived literary magazine Athenaeum (1798-1800) initiated by August
Wilhelm Schlegel and Friedrich Schlegel.® Blanchot expressed his con-
viction that through the Schlegel brothers’ manifesto, literature was to
“bear in itself this question of discontinuity or difference as a question
of form ... before consigning them to Nietzsche and, beyond Nietzsche,
to the future” (Blanchot, 7he Infinite 359) and engaged with Hélderlin’s
“sacred” speech (Blanchot, 7h¢ Work 111-131).° Cioran who also had
an interest in the aphoristic school of Schopenhauer and Lichtenberg
memorized and commented on several passages from Novalis and
Schlegel (Cioran, Cahiers 418, 563, 685; cf. Zarifopol-Johnston 53),
alluding to “falling into fragments” (Cioran, 7he Temptation 192).
Blanchot’s indebtedness and references to Nietzsche are so frequent
that the task of footnoting them becomes impossible (see, for instance,
Blanchot, 7he Infinite 137-170; The Work 287-299), while Cioran’s
first volumes (especially On the Heights and Tears and Saints) are highly
reminiscent of Nietzsche, whom he admired for having questioned the
discourse of any philosophical system.'® Cioran agreed with Nietzsche
who had stated that treatises “are for jackasses and magazine readers”
(Nietzsche 579) and asserted: “The mediocrity of philosophy can be
explained by the fact that one cannot think but at a low temperature.
When you master your fever, you arrange your thoughts like puppets;
you pull ideas by the string and the public does not deny itself illusion.”
(Cioran, Amurgul 19)"

8 For a discussion on the theoretical romanticism’s originality and its “radical
modernity,” see Lacoue-Labarthe and Nancy 39-40.

? On Blanchot and Romanticism see Allen; McKeane and Opelz.

' For Nietzsche’s influence on Cioran see Bolea, jung 24; Regier, “Cioran’s
Nietzsche.” For Cioran’s distancing from Nietzsche see Liiceanu, [tinéraires 27-29.

'!'The quotation is also an allusion to Lev Shestov’s existential principles: “But
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Blanchot’s “fragmentary turn” differentiated between the fragment,
“the task of rendering all the others indeterminate” (Holland 260),
thus “only the dialectical moment in a greater ensemble” (Blanchot,
Political Writings 63), which was in relation to “the patience of pure
impatience” (Blanchot, 7he Writing 34), and “fragmentary writing”
that “does not know self-sufficiency,” “does not speak in view of itself,
does not have its content as meaning” (Blanchot, 7he Infinite 152). This
difference shows that Blanchot’s conception of writing was ““‘unwork-
ing’ and (self-)effacement, the fragmentary—rather than the fragment”
(Milesi, “B Effects”).

Cioran took pride in writing his books as discontinuous aphoristic
fragments: “[w]orks die: fragments, not having lived, cannot die either”
(Cioran, The Trouble 168). He declared to Laurence Tacu: “I'm an
author of fragments” (Cioran, “Je suis un auteur a fragments” 345).

Exploring further the channel of interference which I identified as
“the change of epoch,” and its result, the fragment, I return to one of
Blanchot’s accounts on the fragment as the inner experience of the
disaster:

Why does writing—when we understand this movement as the change from
one era to a different one, and when we think of it as the experience (the inex-
perience) of the disaster—always imply the words inscribed at the beginning
of this “fragment,” which, however, it revokes? (Blanchot, 7he Writing 102)

Through this channel of interference, which is in close relation to the
next one, existentialism, we can equate the total light that Blanchot sees
when the falling of the star (aster) occurs (7he Writing of the Disaster)
with the demonic light that Cioran invokes in On the Heights of Despair.
For Blanchot,

[[light breaks forth: the burst of light, the dispersion that resonates or vibrates
dazzlingly—and in clarity clamors but does not clarify. The breaking forth of
light, the shattering reverberation of a language to which no hearing can be

given. (Blanchot, The Writing 39)

For Cioran, “the passion for the absurd” could throw “a demonic light
on chaos” (Cioran, On the Heights 10) in connection with ecstatic states
that lure the one who looks at it and pushes him into disaster which
Cioran names apocalypse or “eternal silence”:

the temperate zones of human and cosmic life are not in the least like the poles or the
equator.” (Shestov, Speculation 280)
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Let wildfires spread rapidly and a terrifying noise drown out everything
so that even the smallest animal would know that the end is near. Let all
form become formless, and chaos swallow the structure of the world in a
gigantic maelstrom. Let there be tremendous commotion and noise, terror,
and explosion, and then let there be eternal silence and total forgetfulness.
And in those final moments, let all that humanity has felt until now, hope,
regret, love, despair, and hatred, explode with such force that nothing is left
behind. (52-53)

Both Blanchot’s falling of the star and Cioran’s demonic light imply
the necessity to go beyond phenomenology. Mention should be made
that phenomenology ultimately comes from phos (light), which is thus
the science of what appears in the light.

The Second Channel of Interference: Existentialism—The
Theme of the Suicidal Act and the Notion of Disaster

Deriving its insights from phenomenology, whose roots can be found
in Edmund Husserl, existentialism is concerned with human existence.
I equate the second channel of interference between Blanchot’s and
Cioran’s works with existentialism, which in its first phase (1840’s) was
represented by Kierkegaard, the second (1880-1940) by Nietzsche,
Husserl, Karl Jaspers and Martin Heidegger, the third (1930-1970)
by Albert Camus, Gabriel Marcel, Simone de Beauvoir, Maurice
Merleau-Ponty and Jean-Paul Sartre, whose doctrine was that “exis-
tence precedes essence; or ... that subjectivity must be our point of
departure” (Sartre 20)." Blanchot and Cioran were in the midst of
the existentialist wave that followed the Second World War and they
engaged with some of the major predecessors of existentialism, espe-
cially, Kierkegaard and Nietzsche (see Cioran, 7he Temptation 12; cf.
Bident 187, 193; Regier, “Cioran’s Nietzsche”; Sontag in Cioran, 7he
Temptation), but also Heidegger. However, as this section will show,
very few scholars spoke about Blanchot’s and Cioran’s existentialism.
From this point of view, this section endeavors to follow the urge that
Lauren du Graf, Julia Elsky and Clémentine Fauré invoked in the latest
issue on existentialism of Yale French Studies: “it is time to reanimate
the statue, to de-essentialize existentialism, as it were” or to go “beyond

the existentialist myths” (Graf, Elsky and Fauré 5).

12 See also Huisman; Bolea, “What Is Existentialism?”; Existentialismul astizi;
Dreyfus.
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According to Bident, “[fJor Blanchot ..., the success of existen-
tialism (even in its theoretical bases) had an element of mythmaking
about it, and betrayed true existence...” (Bident 195). Bident records
Emmanuel Levinas’s interpretation, similar to Georges Bataille’s," of
Thomas the Obscure as a “demand of experience” and his analysis of
Blanchot’s there is, a concept to which Levinas returned in Existence
and Existents (506, note 12).'

The young Cioran belonged to a group of intellectuals who “ostenta-
tiously styled themselves the “‘Young Generation™ (Hitchins 10), many
of them also members of the Criterion Association (1932—-1934): the
historian of religion Mircea Eliade (1907-1986), the avantgarde play-
wright Eugene Tonesco (1909-1994), philosophers Mircea Vulcinescu
(1904-1952) and Nae lonescu (1890-1940), the mentor of the whole
group, who taught them to experience life. lonescu’s Romanian version
of existentialism was #dirism (from a trdi: to live). For him, “philoso-
phizing is an act of life, an act of experience [trdire]” (N. Ionescu, 14;
for the origins of Nae lonescu’s #rdirism see Cernica). Nevertheless,
Tonescu’s method combined existentialist doctrines with ideas ranging
from xenophobic nationalism (Bejan 25-57). Criterion organized con-
ferences, symposia and arts exhibitions in Bucharest, and had their own
eponymous publication, where they defined their “quintessential con-
cepts ‘Experienta’ [experience], ‘Spirituality’ and ‘Generation’ (Bejan
154). As Eliade confessed, the association audaciously considered itself
“a precursor to the French cultural circle surrounding existentialism”
(Bejan 271).

I would like to go back to Juvan’s theory, since #rdirism/existential-
ism is what he called “essentially a cross-cultural phenomenon” (Juvan,
History 7); Cioran’s trdirism, a local, marginal form of existentialism,"
is that “forgotten form” of the past (7) which is reiterated in his French
texts in consonance with the existentialist ideas that were circulating
in France in those times. Moreover, Juvan mentioned that “[a]ny text

13 Blanchot’s friend, Bataille wrote a letter addressed to Gaston Gallimard (Decem-
ber 1948), which mentioned a book that he intended to write, yet never finalized,
whose provisional title was Maurice Blanchot et ['existentialisme (Bataille 391-392).
Christian Limousin records some elements of this aborted project, such as the explora-
tion of Blanchot’s connection with Kierkegaard, Nietzsche and Heidegger, which are
also further developed by Bruno Chaouat (Limousin 253-254).

' Blanchot’s “there is” is linked to the Outside (/e dehors), a space corresponding
to Levinas’s formulaic i/ y  (see A. Ionescu, Large and Marin 6).

1> For analyzing, via Sloterdijk, the four types of existentialism of Cioran’s work see
Bolea, Existentialismul 17; “Death without Death” 74.
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comes into being, exists, and is comprehensible solely through content
and formal ties with other utterances, existing texts, and also sign sys-
tems ...~ (45). Blanchot’s and Cioran’s works abound in such utter-
ances and existentialist themes such as authenticity, human alienation,
freedom and responsibility, absurdity and death prevail.

Perhaps the most frequent themes invocated by both are despair
and suicide as a response to the absurdity of life (especially developed
by Camus). Both Blanchot and Cioran associated the lure of the sui-
cidal act with passion. For Blanchot suicide remained “secret, myste-
rious, and indecipherable” (Blanchot, 7he Space 102), for Cioran it
meant “wealth” and “self-overcoming” reminding both of Nietzsche’s
Selbstiiberwindung and Philipp Mainlinder’s argument that “at a certain
level, in which the suicidal removes not only the phenomenal being,
but also the noumenal being, every suicide is, in fact, a deicide” (Bolea,
“Toward the ‘Never-Born™ 151): “what greater wealth than the suicide
each of us bears within himself?” (Cioran, A Short History 37)'¢

Bident records Blanchot’s shock when hearing about Paul Celan’s
suicide, and the reflections on it in 7he Step not Beyond as well as his
turther thoughts from 7he Space of Literature (400—401). The latter
also contains analyses of Dostoyevsky’s 7he Devils, and Nerval’s biog-
raphy where Blanchot regards the suicidal act as passive, because the
person who commits his final act “supremely and absolutely” affirms
life when negating it: Kirilov’s “feverishness,” his steps that led him
nowhere and Nerval’s wandering before taking his life which schol-
ars wrongly assumed to belong to “life’s agitation or a still vital force”
(102) demonstrate that “[w]hoever kills himself could, then, go on liv-
ing: whoever kills himself is linked to hope, the hope of finishing it all,
and hope reveals his desire to begin, to find the beginning again in the
end...” (103).

The comparison between art and suicide is meant to state, beyond
appearances, that both art and suicide are “testing a singular form of
possibility” (Blanchot, The Space 106). As suicide is oriented towards
its reversal to itself, “the work seeks this reversal in its origin” (106).
Committing suicide is rather the death that one “refuses,” that one
“neglected,” the negligence being itself “perpetual flight and inertia”
and in this type of negligence that the work “wants to dwell” (107). For
Cioran, philosophy was a way to bear with endless anguish, despair,

'¢ Also see Bolea’s analysis of Cioran’s theme of suicide as “election” from A Short
History, and its correspondence to a reflection from his still untranslated Romanian
Amurgul (Bolea, “Toward the ‘Never-Born™” 150-151).
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and suicide. “A book,” he asserted, is “a postponed suicide” (Cioran,
The Trouble 77).

Nevertheless, exploring further this channel of interference, we can
see also how this existentialist theme permeates the two thinkers’ works
with a major difference. Blanchot never toyed with the idea of suicide,
and adopted rather the cool reserve of Camus which was much more
from the realm of the neuter, a concept that Blanchot’s work perma-
nently responds to,"”” while Cioran’s approach was much more per-
sonal. Young Cioran suffered from insomnia and the torturing white
nights made him produce his first text On the Heights of Despair “as
a sort of generic rationale for all suicides” (Johnston 77). Inspired by
“notices of suicides in Romanian newspapers of the period,” invariably
opening “with the same formula: ‘On the heights of despair, young
so-and-so took his life...”” (Johnston 77) and mirroring Camus’s state-
ment that “[t]here is but one truly serious philosophical problem, and
that is suicide” (Camus 3), Cioran transformed this theme in the pro-
grammatic idea of his works. He felt that suicide meant tragedy and
the idea of suicide meant freedom, a belief that he borrowed from the
Schopenhauerian equation of life with pain: “Without the idea of sui-
cide, I would certainly have killed myself.” (Enzretiens 175)

The Third Channel of Interference: Skepticism—Passion/
Passivity/Patience

Throughout the history of European philosophy, from Aristotle to
Thomas Aquinas, Descartes, Spinoza, Sartre and Hartmann, activ-
ity (generally related to #humos) and passivity (linked to pathos) were
viewed as related to affectivity, finally settling on a formula that Robert
Zaborowski put forward in a thought-provoking article: “from zhu-
mos to pathos and affectus, then from passion to emotion and feeling.”
(Zaborowski 11)

I call the third channel of interference skepticism. Blanchot’s and
Cioran’s skepticism led to opening “new spaces” (Dovi¢, “Literary
Repertoire” 73) in their engagements with matters of passivity/passion/
patience. By skepticism I understand, similarly to Shane Weller, “an
undoing of values that never arrives at their complete annihilation”
(Weller 72), thus disagreeing with those who followed the facile path

of classifying all Blanchot’s and Cioran’s works as nihilist.

'7 For Blanchot’s “neutrality of space” see Marin; Toma.
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Taking a last glance at Blanchot’s and Cioran’s biographies, we may
see that Blanchot was attracted by skepticism earlier than Cioran.
Although Cioran’s early works and a part of A Short History can be
considered nihilistic, he moved from an explosive active nihilism to
a start of “weary” Stoicism in his French period of creation, which is
more categorically that of a skeptic.

Blanchot’s thesis for a Diplome d’Etudes Supérieures at the
Sorbonne (1929), La conception du dogmatisme chez les sceptiques (Hart
5), affirmed a “skepticism against hope” (Bruns xxi). Cioran, whose
skepticism made his writing voice undecidable in any particular
position, rejected the lure of nihilism from his youth, reminding of
Schopenhauer’s turn from 7he World as Will and Representation to
Parerga and Paralipomena:

I have imagined miracles of annihilation, pulverized my hours, tested the
gangrenes of the intellect. Initially an instrument or a method, skepticism
ultimately took up residence inside me, became my physiology, the fate of my
body, my visceral principle, the disease I can neither cure nor die of. (Cioran,

The Temptation 115)

Thus, there is no wonder why Cioran’s French debut, A Short History
of Decay opens “as a retreat into classical skepticism, with nods to
Diogenes and Pyrrho” (Regier, “Cioran’s Insomnia” 998).

Blanchot’s work anchors the paradoxical affirmation of passion/pas-
sivity, which characterizes the experience of literature and death alike,
often in the form of the neuter, that singular place of a passion beyond
the opposition of passive/active, escaping both affirmation and nega-
tion, remaining what Blanchot calls “an unidentifiable surplus,” situat-
ing itself “always elsewhere than where one would situate it” (Blanchot,
The Infinite 305). The radicality of this experience leads the writer to
the de-individualizing ordeal of déseuvrement (theorized in The Space
and 7he Book), then the conception of the disaster (7he Writing) as
the passion in/through writing of a future death that is already past—
and whose “autobiographical” origin was belatedly fictionalized in 7he
Instant of My Death. This is the story of a young man brought before a
firing squad during the Second World War, who, while waiting for the
German soldier’s bullet, suddenly found himself released from his near
death by a Russian officer who told him to save himself. The paradox
of a death that “has already taken place,” yet “has never been present”
marks the birth of a new tense, called by Jacques Derrida “the unbeliev-
able” (Blanchot and Derrida 49—-50) and connects skepticism to the
aspiration to a passive, neuter language.
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Not unlike Blanchot, in his Romanian texts, Cioran conceived
death both the affirmation of salvation and the negation of nothing-
ness, a paradox related to ruin: “The terrifying experience of death,
when preserved in consciousness, becomes ruinous. If you talk about
death, you save part of your self. But at the same time, something of
your real self dies, because objectified meanings lose the actuality they
have in consciousness.” (Cioran, On the Heights 4) Cioran’s French
texts long for an affirmation of the neuter as well, although this is
never explicitly advocated but as a transition: “Affirmation and nega-
tion being no different qualitatively, the transition from one to the
other is natural and easy.” (Cioran, 7he Fall97) The Trouble with Being
Born, a summum of aphorisms can be regarded as Cioran’s version of
the neuter: everything he passionately affirms, he later on denies with
the same fervidness, as if “in him coexisted permanently and about all
subjects the affirmer and the negator ... the pleader and the judge, in
an eternal contradictory soliloquy, an infinite dialogue with his self...”
(Bollon 150).

For Blanchot, natural death was immensely passive. Unlike
Heidegger, for whom death was the human being’s ultimate goal and
his only authentic experience, Blanchot conceived death as a “given”
rather than something “to be achieved” and reread Being and Time
as the desire to turn the fear of death into passion (see Alweiss).
Furthermore, in Blanchot's Awaiting Oblivion, which started from a
text he prepared for Heidegger’s Festschrift, waiting meant “prolonging
death unto eternity” (A. Ionescu, “Waiting for Blanchot” 80).

Although Cioran neither theorized passion, nor did he traverse such
experiences as those recounted in 7he Instant of My Death, he also con-
ceived death as human beings’ vocation: “The assent to death is the
greatest one of all.” (Cioran, 7he Temptation 207) He made “of death an
affirmation of life,” converting “its abyss into a salutary fiction” (222).

Skepticism as “an event” returns to Blanchot in the form of “the
affirmation outside negation” (Bruns 231): “the return of the refuted,
that which erupts anarchically, capriciously, and irregularly each
time ... that authority and the sovereignty of reason, indeed of unrea-
son, impose their order upon us or organize themselves definitively into
a system.” (Blanchot, 7he Writing 76) For the writer of the disaster,
passion is in relation to passivity, pas (in French both the negation
“no” and “step”), past and patience: “[w]e are passive with respect to
the disaster, but the disaster is perhaps passivity, and thus past, always
past, even in the past, out of date.” (3; see also Derrida’s comments on
the myriad of “pas” in “Pace Not(s)”) Furthermore, patience gives the
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writer the possibility to think of the relation between writing and pas-
sivity and past in relation to the immemorial (Blanchot, 7he Writing
14; see also A. lonescu, Memorial 43—44).

Cioran’s preoccupation with passion/passivity/patience was more in
the realm of theology, especially in Tears and Saints, whose title alludes
to the Catholic tradition of the “gift of tears.” For Cioran, writing
was rather connected to impatience, unlike faith which was linked to
patience: “Artists can’t be religious. To have faith one must remain pas-
sive vis-a-vis the world. The believer must not do anything. The artist
can’t believe because he has no time.” (Cioran, 7ears 73) However, fic-
tion which reveals “the passion for the absurd” (Cioran, On the Heights
10) gave the writer the possibility to “transcend death by the pursuit
of the indestructible in speech, in the very symbol of nullity” (Cioran,

The Trouble 34).

Concluding Remarks

There is no one Blanchot, since he asserted that his own work was
written “not by a single person, but by several” (Blanchot, 7he Infinite
435). In a similar way, we can say that “there is no one Cioran,” but
a “scattered” one, as Kluback and Finkenthal remarked (Kluback and
Finkenthal 2, 4).

This article has attempted to make light on the apparent non-
relation between Blanchot and Cioran, by establishing three possible
“channels of interference.” As we stepped in the third decade of the
third millennium, Even-Zohar’s concept of interference, enriched by
Dovi¢, and Juvan’s broader definition of intertextuality may seem tra-
ditional nowadays and perhaps, as Juvan self-critically characterized
his method, “old-fashioned” (Juvan, History 184). Yet, as this article
hopefully demonstrated, they can remain extremely useful tools for the
exploration of the labyrinthine connections between Blanchot’s and
Cioran’s fragmentary writing, the disaster, the theme of suicide, and
the notions of passivity/passion/patience.'®

'8 Acknowledgment: this research was supported by The Program for Professor of
Special Appointment (Eastern Scholar) at Shanghai Institutions of Higher Learning.
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»Kanali interference«: Maurice Blanchot in Emil
Cioran

Klju¢ne besede: literarna teorija / medbesedilnost / interferenca / Blanchot, Maurice /
Cioran, Emil / fragmentarnost / eksistencializem / skepticizem

Iz koncepta »literarne interferences, ki ga je zasnoval pionir teorije polisistemov
Itamar Even-Zohar, razsirili pa so ga drugi teoretiki, ter iz razli¢nih interpreta-
cij medbesedilnosti izhajajo¢i ¢lanek primerja dva misleca dvajsetega stoletja:
francoskega pisatelja, filozofa in literarnega teoretika Mauricea Blanchota ter
v Romuniji rojenega francoskega esejista in filozofa Emila (E. M.) Ciorana. V
¢lanku uporabljamo Even-Zoharjev pojem »kanal interference« in predlagamo
tri taksne »kanale«, vsakega od njih z rezultad, ki osvetljujejo razmerje med Blan-
chotovimi in Cioranovimi deli. Prvi »kanal interferencec, ki smo ga po Blanchotu
poimenovali »sprememba epohe«, vodi v njuno izbiro fragmentarnega pisanja.
Drugi, eksistencializem, bi lahko potencialno povezal njuna dela predvsem v tem,
kako vzpostavljata temo samomora, s poudarkom na Blanchotovem Prostoru lite-
rature in Cioranovem Na viSavah obupa. Nazadnje $e prek tretjega »kanala inter-
ferenceq, skepticizma obeh mislecev, raziskujemo njuno ukvarjanje s pojmi strast/
pasivnost/potrpezljivost.
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O prizmati¢cnem prevajanju smo lahko v slovens¢ini prvi¢ brali leta
2019, ko je iz8la knjiga Matthewa Reynoldsa Prevajanje: zelo kratek
uvod. Slo je za slovenski prevod knjige, v kateri je Reynolds leta 2016
na povabilo uredni$tva ugledne oxfordske zbirke Very Short Introducti
(Zelo kratki uvodi) predstavil sodobno teorijo prevajanja, vklju¢no
s svojim konceptom prizmati¢nega prevajanja. Temu konceptu je
Reynolds skupaj s Sowon Park in Kate Clanchy pozneje namenil tudi
poglavje v »manifestu« Creative Multilingualism (Ustvarjalna veljezic-
nost). Isto¢asno pa je koncipiral in uredil tudi zbornik, ki je po terminu
»prizmati¢no prevajanje« dobil naslov, se pravi, Prismatic Translation.
Ta zbornik prinasa izsledke dveh konferenc, ki sta v letih 2015 in 2016
pod Reynoldsovim vodstvom potekali na Univerzi v Oxfordu oziroma
na dunajskem kongresu Mednarodne zveze za primerjalno knjizevnost.

V knjigi Prevajanje: zelo kratek uvod Reynolds v zvezi s prizma-
ticnim prevajanjem piSe o pluralnej$ih nacinih prevajanja, ki »ne
ponujajo enega samega ckvivalenta, pa¢ pa aktivirajo razli¢cne mozne
pomene izhodi$¢nega besedila« (Reynolds, Prevajanje 106). To opre-
delitev dopolni, ko v prispevku k zborniku Creative Multilingualism
pokaze, kako lahko v »izhodis¢nem besedilu odkrijemo nove pomen-
ske odtenke, ¢e si ga ogledamo skozi ustvarjalno prizmo prevodac, saj
»[p]revajanje poraja mnostvo novih besedil« (Reynolds idr., »Prismatic«
137, 131). Nazadnje pa se v uvodu v zbornik Prismatic Translation
zavzema za to, da »prevladujo¢a metafora v prevodoslovju ne bi bila
ve¢ kanal [...], temve¢ prizma, ki izraza »potencial pomenske plural-
nosti izvirnika in njegovo Sirjenje v vec razlicic, ki ohranjajo vez z izvir-
nikom, &eprav se razlikujejo tako od izvirnika kakor od drugih razli-
¢ic« (Reynolds, »Introduction« 3). Prevajanje s tega gledis¢a ni prenos
pomena iz vnaprej obstojecega izvirnika v nastajajoéi prevod, pac pa
soustvarjanje pomena v izvirniku in prevodu; izvirnik v tem smislu
nastaja skupaj s prevodom (gl. Reynolds, »Introduction« 10).
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Prizmati¢no prevajanje torej oznacuje nov pristop k prevajanju, ki se
osredotoca na ustvarjalnost prevajanja. Razlike med razli¢nimi prevodi
razkrivajo ustvarjalno razseznost ¢loveske jezikovne interakcije. Kakor
prizma razpisi belo svetlobo v razliéne barve mavrice, torej prevajanje
aktivira potencial izvirnika, da postane podlaga razlicnih prevodov.
Med te prevode pa se naseli ekvivalenca, ki ga je metafora kanala pripi-
sovala zgolj razmerju med izvirnikom in posameznim prevodom.

V uvodu v zbornik Prismatic Translation urednik pluralnost preva-
janja med drugim povezuje s procesom staranja. V nasprotju z izvir-
niki se prevodi starajo, zato novi prevodi nemalokrat nastanejo kot
posodobitve starejsih prevodov v iste jezike. Prevajanje tako ustvarja
povezave med obdobji in jeziki, saj nikoli nima opravka zgolj s ciljnim
jezikom kot tak$nim, temvec vselej le s ciljnim jezikom, kakr$en obstaja
v Casu prevajanja in kakrSen je obstajal v prejsnjih fazah svoje evolu-
cije. Ustvarjalnost prevajanja potemtakem zahteva ze temeljna zgodo-
vinskost jezikov. Tej zgodovinskosti pa se tako ali drugace posveca
vecina poglavij zbornika Prismatic Translation.

Zbornik je razdeljen na pet razdelkov: »Okviric, »Jeziki«, »Kulture,
»Prakse« in »Branja«. Osrednja tematika prvega razdelka, ki ga tvori
obsezno Reynoldsovo poglavje, je dolo¢en konflikt, znacilen za preva-
janje. Kot opozarja Reynolds, vsak bralec ve, da se prevodi razlikujejo
od izvirnikov in da besedila, ki ga prebira, ni napisal pisatelj, naveden
na naslovnici, temve¢ prevajalec, pa vendar obicajno rece, da bere na
primer Tolstoja. Bralec vsekakor bere le eno izmed razlicic prevoda,
in sicer razlicico, ki je nastala kot splet najrazli¢nejsih dejavnikov, ki
so vplivali na prevajalca v njegovem ¢asu in prostoru. Ta na drugi
strani ve, da se izhodis¢ni in ciljni jezik ne skladata, vendar kljub temu
poskusa ujeti tako imenovanega duha izvirnika in ga s svojim prevo-
dom prenesti v ciljni jezik. To protislovje se Reynoldsu zdi klju¢na
znadilnost prevajanja. Tako je, kot omenja Reynolds, Elizabeth Barrett
Browning kljub zagovarjanju pluralnosti v prevajanju zelela izni¢iti svoj
mladostni prevod Ajshilovega Vklenjenega Prometeja, ker je menila, da
je od njegovega nastanka precej dozorela in da ne odseva ve¢ njene
osebnosti. John Dryden pa se je svojega zgodnjega prevoda Vergilove
Eneide sramoval iz nasprotnega razloga: v prevodu ni pogresal izraza
svoje osebnosti, pa¢ pa Vergilov glas.

Razdelek o jezikih otvori poglavje Francesce Orsini na temo pred-
sodkov, s katerimi se je spoprijemalo prevodoslovje v Aziji pred letom
1800, vklju¢no z domnevnim pomanjkanjem tako imenovanih natan¢-
nih prevodov in lokalne teoretizacije prevajanja. Avtorica opozarja,
da so $tevilni pesniki iz 17. stoletja, med njimi Malukdas, Nagaridas
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in Ghulam Nabi Raslun, rekonstruirali tako reko¢ vse severnoindij-
ske pesniske in vsakdanje govorice, ki so mogle kot tak$ne vstopiti v
obtok tudi brez prevodov v obi¢ajnem pomenu besede. Avtorica tako
govori o prizmati¢nem vsakdanu, v katerem se ve¢ jezikovnih svetov
sre¢a v dolo¢enem posamezniku. Da so prizmati¢ne strategije potrebne
za predstavljanje kompleksnih foneti¢nih in vizualnih sistemov pome-
njanja, pokaze tudi Hany Rashwan, ki v svojem prispevku na prakti¢en
nadin predstavi staroegipcéansko pisavo. Rashwan opozarja na vizualni
medij staroegipcanskega sistema pisave, ki se izkaze za relevantnega
tako pri branju kakor pri prevajanju literarnih besedil, saj ideogrami ne
predstavljajo le glasov, temvec si z determinativi (simboli, ki podrob-
neje dolo¢ajo pomen besed) delijo funkcijo specifikacije pomena
besede. Z jezikom se ukvarja tudi John Cayley, kanadski pionir literar-
nega ustvarjanja v digitalnih medijih, ki ponuja novo konceptualizacijo
jezika, utemeljeno v njegovi lastni digitalni medijski umetniski praksi.
Njegovi teksti se skozi niz drobnih premikov prelivajo drug v drugega,
s tem pa ilustrirajo Benjaminovo teorijo, po kateri prevajanje poteka v
kontinuumu transformacij.

Razdelek o kulturah se za¢ne s poglavjem Yvonne Howell o genezi
prevajanja v Rusiji. Rusija je bila ve¢ino srednjega in zgodnjega novega
veka izolirana od evropskih kulturnih tokov. V' casu reform Petra
Velikega pa je opaziti trend sprejemanja nizozemskih, nemskih in
angleskih poimenovanj tujih tehni¢nih izumov. Od 18. stoletja napre;j
tako lahko govorimo o izrazitem porastu prevodov v ruscino, saj se
je prevajalo tako reko¢ vse in vse hitreje. Nastajali so prevodi, ki so
evropske literature prelomili skozi specifitno prizmo: bili so intenzi-
virani, raz$irjeni in skoraj vedno prezeti z novo filozofijo in estetiko.
Upad tovrstnih prevodnih praks prinese Sele vstop ruske literature na
svetovno prizoris¢e v 19. stoletju. K pluralnosti prevajanja nas vraca
poglavje Kasie Szymanske, ki meni, da v primeru mnozZenja prevodov
dolocenega teksta noben prevod ni koncno in enkratno dejanje, saj
ni mogoce govoriti o pravem ekvivalentu v ciljnem jeziku, tako da je
sestavni del vsakega prevajalskega procesa premislek o ve¢ enako legiti-
mnih interpretacijah izvirnika. Avtorica se ustavi ob domislici Marthe
Collins in Kevina Pruferja, ki sta v antologiji Into English (V angleski
Jjezik) s pomocjo petindvajsetih prevajalcev, ki so obenem pesniki, zdru-
zila po tri angleske prevode petindvajsetih pesmi iz razli¢nih jezikov in
tako uprizorila pluralnost prevajanja na primeru poezije. O popolnoma
drugaénem tipu prevajanja pa razpravlja Adriana X. Jacobs, ki se posveti
ekstremnemu prevajanju, ki nemalokrat vodi v neberljivost besedil. Gre
za besedila, ki se ume$¢ajo onstran pricakovanih meja prevajanja, tja,
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kjer se vrnitev k izvirniku zdi nemogoca. Ekstremni prevodi so nekon-
vencionalni teksti, ki preizkus$ajo meje jezikovne berljivosti, razumeva-
nja in prevajanja. Podobno kakor Kasia Szymanska tudi Cosima Bruno
obravnava prizmati¢ni pristop k prevajanju lirike. Zanima ga poetika
hrupa v knjigi Pink Noise (Roznati hrup), pesniski zbirki tajvanske
pesnice Hsie Ju iz leta 2007, ki prinasa dvaintrideset pesmi v angles¢ini
in eno v franco$¢ini ter njihove kitajske prevode, nastale s programsko
opremo Sherlock. Pesmi so sestavljene iz fraz, pridobljenih predvsem
s klikanjem na povezave v nezazeleni e-posti, hrup, v katerega pose-
gajo, pa ne prihaja le iz tiskanih medijev kakor v primeru avantgar-
dne poezije, ampak iz svetovnega spleta. Razdelek »Kulture« zaklju-
¢uje Jernej Habjan, ki v teoriji prizmati¢nega prevajanja prepoznava
odmev teorije kulturnega prevajanja, kakor sta jo razvila Homi Bhabha
in Judith Butler. Prizmati¢ni pristop k prevajanju mu velja za vrnitev k
problematiki literarnega prevoda prek ovinka teorije kulturnega preva-
janja. Razlikovanje med kanalom in prizmo je namre¢ nekaksen prevod
razlikovanja med javno sfero in tako imenovanim tretjim prostorom, ki
ga je vpeljala teorija kulturnega prevajanja.

Cetrti razdelek (»Prakse«) prinasa poglavja, ki se problematiki priz-
mati¢nega prevajanja priblizujejo prek Studij primerov, ki v petem
razdelku nazadnje zavzamejo osrednje mesto. Jean Anderson v svojem
poglavju ponazori relevantnost prizmati¢nega pristopa k prevajanju
literature na primeru novele La vieille dame (Stara gospa, 1990) tahi-
tijske pisateljice Rai Chaze. Ravnotezje, ki ga mora loviti prevajalec,
ko v ciljni jezik prevaja zunajliterarne reference, znane le izvirnemu
bralstvu literarnega besedila, je v primeru te novele na precejs$nji preiz-
kusnji. Motivi, ki jih je izvirno bralstvo zlahka povezalo v tematiko
kolonializma, namre¢ v prevodu kaj hitro postanejo nepovezani drobci
slabo razvite pripovedi, ¢e jih prevajalec ne refraktira na nacin, ki
omenjeno tematiko priklice tudi v prevodu. Arhitektka in pisateljica
Pari Azarm Motamedi ilustrira prizmati¢nost s pomocjo svojih prevo-
dov poezije iranskega pesnika in literarnega kritika Mohameda Reze
Saﬁja Kadkanija. Prevode je namre¢ opremila z lastnimi likovnimi deli,
navdihnjenimi s podobami rodnega Teherana in z drugimi spomini, ki
so jih zbudile pesmi v procesu prevajanja. Literarna in likovna umetnost
zanimata tudi Audrey Coussy, ki se posveca prevajanju nonsense abece-
dnikov, kakr$ne so v viktorijanski Angliji za otroke ustvarjali Edward
Lear in drugi. Kolikor je nonsense protislovno srecanje smisla in nesmi-
sla, nonsense abecedniki protislovje Se stopnjujejo, saj s pomo¢jo ilustra-
cije in verzov smisel pripisujejo posamezni ¢rki. Najvisja stopnja pa je
prevajanje tovrstnega abecednika, ki ima nemogo¢o nalogo, da ilustra-
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ciji, ki v izvirniku ponazarja besedo na doloceno ¢rko, doda besedo na
isto ¢rko in z enakim pomenom. O nujnosti odklonov od izvirnika
razpravlja tudi Eran Hadas, ki opisuje svoje prevajalsko delo na podro-
¢ju racunalniskega programiranja, in sicer od prilagajanja ameriskega
klepetalnega bota hebrejs¢ini in prevajanja izvorne kode iz anglesc¢ine
v hebrejs¢ino do aplikacije, ki simulira asociativno ali tako imenovano
¢lovesko branje besedila s pomocjo prevajalskih procesov. Razdelek
»Prakse« sklene Philip Terry, ki predstavi svoj prevod Du Bellayjeve
zbirke sonetov Les Regrets (Obzalovanja, 1558). Terry namre¢ sonete
prevede, kakor da bi bili napisani kot kriticen odziv na neoliberalne
reforme, ki so v ¢asu prevajanja posegale v britanski visoko$olski sistem.

V' razdelku »Branja« Patrick Hersant zbere dvajset prevodov
Colerdigeeve pesmi Kubla Khan in se osredoto¢i na slavni prvi verz,
»In Xanadu did Kubla Khan«. Semanti¢no in sintakti¢no razmeroma
preprost verz se ob branju v razli¢nih prevodih izkaze za nosilca zvoc¢-
nosti, ritma in konotacij, katerih potencial ob branju v izvirniku ni
nujno aktualiziran. Podobno Péter Hajdu primerja pet madzarskih
prevodov Petronijevega Satirikona in ugotavlja, da jih ne kaze redu-
cirati na razvojne faze na poti do popolnega prevoda. Razli¢ne poli-
tine in kulturne razmere namre¢ ustvarjajo razli¢ne prizme, vklju¢no
z razliénimi popadenji in motnjami, zgodovina prevajanja Satirikona
pa je potemtakem del zgodovine teh prizem. V naslednjem poglavju
Alexandra Lukes govori celo o shizofreni prizmi, saj se osredotoca
na avtobiografijo s shizofrenijo diagnosticiranega Louisa Wolfsona
Le Schizo et les langues (Shizofrenik in jeziki, 1970). Wolfson v knjigi
opise bolecino, ki jo obcuti, kadar komunicira v maternem, angleskem
jeziku, in alternativni jezik, ki ga je sestavil iz franco$¢ine, nemscine,
rusc¢ine in hebrejs¢ine. Avtorica poglavja ugotavlja, da knjige Se nihce
ni prevedel, in se sprasuje, ali bi to bilo sploh zazeleno in kaksen pristop
bi kazalo izbrati. V naslednjem poglavju pa se Dennis Duncan posveca
tako reko¢ nasprotnemu pojavu, izvirnim besedilom, ki se predsta-
vljajo kot psevdo-prevodi. Osredotoca se na pesnisko zbirko Harryja
Mathewsa z naslovom Armenian Papers (Armenski spisi, 1987), ki jo
avtor v predgovoru oznaci za poskus zvestega prevoda srednjeveskih
armenskih pesmi, ki so zgorele v pozaru in jih je nato v 19. stoletju
nekdo ni¢ kaj zvesto prevedel v italijans¢ino. Mathews na ta nacdin
dekonstruira bralska pri¢akovanja o dostopnosti popolnih izvirnikov
onstran konstitutivno nepopolnih prevodov. Stefan Willer pa rekon-
struira zgodbo o slavnem tekstu, ki je bil ve¢ kakor sto let ontolo-
sko odvisen od prevajanja, namre¢ o Rameaujeven necaku Denisa
Diderota, ki je v javnost prisel po zaslugi Goethejevega prevoda, ki
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je postal celo podlaga francoske izdaje, dokler se konec 19. stoletja ni
nasel rokopis izvirnika.

Kot celota zbornik Prismatic Translation uvodoma torej predlaga in
nato v literarnovedni praksi uprizarja teorijo prizmati¢nega prevajanja.
Kot dodatno uprizoritev oziroma ze pravo aplikacijo pa velja na koncu
omeniti platformo Prismatic Jane Eyre (https://prismaticjaneeyre.org/),
ki jo je prav tako koncipiral Reynolds. V skladu s temeljnim aksiomom
o govorici kot kontinuumu, ki pre¢i vzdolz nacionalnih meja locene
jezike, platforma predstavi Jane Eyre Charlotte Bronté kot roman, kate-
rega tekst se razteza vse od izvirnika do najnovejega prevoda. Tako
pojmovan roman ima toliko krajev in letnic izida, da njihov prikaz
zahteva zemljevid sveta s ¢asovnim trakom; toliko naslovnic, da niti
najdostopnejsih ni mogoce prikazati drugace kakor z mozaikom; in
toliko razlicic oziroma ekvivalentov posamezne besede izvirnika, da jih
lahko ué¢inkovito prikaze le videoposnetek (ki s tem tudi nakaze neustre-
znost pojmov, kakr$na sta razli¢ica in ekvivalent). Jane Eyre — ki ze v
slovens¢ini obstaja Se pod enim naslovom, namre¢ Sirota iz Lowooda
— se tako izkaze za knjigo, ki je kot predmet nestetih prevodov, kot vir
najrazli¢nejsih $kandalov in kot navdih nepregledne mnozice nadalje-
vanj v tradiciji fan fiction zagotovo odli¢en primer prizmati¢nosti preva-
janja in spodbuda za nadaljnje raziskave.
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