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The collection of prose pieces
in this book is representative of a
specific poetic phenomenon which
began in the early 1870s with a

" pollection of short stories by
+ Marko

Svabit, entitled Sonce

: soree sonce (Sun sun sun) (ZO

1972). The stories had been previ-

" pusly published by the student
. newspaper Tribuna and in the

review Problemi. Svabié's book is,
however, a forerunner of a liter-
ary phenomenon which came into
full swing in the Hfteen years that
followed, influencing significant-

- 1y the course of the contemporary
' Slovene prose. The phenumenon
. was initiated and developed by a
. generation of young authors, born
! in the first ten years after the civil
* war: Marko Svabi¢ {1948), Urcs

Kaléii (1951), Emil Filipais (1951),
Boris Jukidé (1947), Tone Peréic
(1947} and Milan Kleé {1954). The
»new prose,« as the worls by this
generation of authors were
dubbed by the critics, was char-
acterized by an exceptional for-
mal, stylistic and linguistic per-

1.

fection. It was a blend of various
genres, including the elements of
the fantastic, lacking all ideology,
but sometimes parodying ideolo-
gy. This particular brand of poet-
ics marked the very first works of
these authors. The works were
thus great literary achievements
right from the beginning, 1977 is
the publication year of Cas {Time)
by Branko Gradisnik and Tvoji
obrazi (Your faces) by Viadimir
Kovagié, In 1878 were published
Mehika (Mexico) by Urod Kaldié
and Grein vaun by Emil Filipéid,
Ukleta graidine (Bewitched man-
sion) by Boris Jukié came out in
1980, Pot v nestalnost (The way to
instability) by Tone Perdié was
published in 1981 and in 1985
Milan Kleé¢ published Briljentina
{Grease). Some prose had been
previously published in reviews,
such as Milan Kled's story »Baba«
(Hag) from Briljenting, which was
published already in 1873
in the literary supplement of
Mladina called »Nomenklatura.«
Thus the poetic similarities are
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complemented by the contempo-

ranecusness of this literary event,
Two of the above writers were also
the eo-authors of a book called
Kerubini  (Cherubim) (3KUC
1979). This fantastic futuristie
novel was written by Filipéié and
Gradisnik, Concurrently, as well
as later, there were also other
young Slovene literary aspirants
whao alse wrote this lind of prose.
Thus a short story by some other
authors could also be included in
this -anthology, Our selection is
thus »historical,« comprising those
authors who marked the new
Poetic endeavors with integrity,
innovation and quality, Specific
features of the »new Slovene
pProse« can, of course, be found
in the works of other Slovene
writers. After all, almost all liter-
ary innovations throughout the

This is a time that marks the
end of the students’ movement
and ihe disintegration of the inde-
pendent student organization
called »Zveza studentove« which
was a part of the Socialist Youth
Allignce. The world-wide student
movement, which also cropped up
in-Slovenia, opened up entirely
new spiritual vistas of unbound
anarchy, and introduced various,
previously forbidden ideclogies:
permanently revolutionary Trot-
shyism, which had turned into a
kind of communist hygiene; Mao-
ism for the more radical red
priests; the European new left for

history of literature have their
antecedents in an earlier time and
concepts. Then comes a time when
these concepts fuse into a poetic
focus which is ne longer merely
coincidental, but provides an
adequate answer to the preceding
literary tradition. This {s what
happened in our case. That is
why the term »new Slovene proses
is already history and may be
emblematic, since what is »new«
in terms of literary evolution may
already denote a phencmenon
with a time lag of several cen-
turies. Today, each Slovene writer
is pursuing a path of his own,
which is entirely different from
what constituted literary initia-
tion fifteen years ago, What was a
common denominator then and is
now something different?

the practical exercises of theoreti-
cians; Che Guevara; the mimesiy
of Zen-Buddhism, hippies, liber-
ated in the Spock vein, the »flow-
€r power« movement attemptiing a
sexual re-education; the yuppie
movement, and the theory of
spontaneous mass movements,
The latier are no longer led by an
avani-garde, but go hand in hand
with the issues of ecology, nature
as a fetish, and are interspersed
with the institutionalized strug-
gles of student organizations for
true socialism, which had been
cold shouldered by the years of
dictatorship of red feudalism and
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had been touted as having a

‘human face. The young also
‘attended the midnight mass at
: Christmas in such numbers as not
‘even the elderly could remember,
;and perused the Bible along with
‘the works of the young Marx. This

was a time of a luxurious growth
of the young Slovene conscious-
ness and a time of significant
material camfort, thanks to for-
eign loans which turned life into a

~earnival. The students could thus

purchase whisky in Ljubljana at a
much more affordable price than

-In Trieste, and French Gitanes
-at the same price as the smelly
i doemestie cigarettes, And there

was also Coca Cola. We availed

- ourselves of all the good things.

This was a time of the great cele-

“ braticn of self-confidence. Surely,

in keeping with the tradition of a

scountry whaose revolution had
‘become a fetish, to have had a
. revolution (nonviclent) of pur own
. was a source of great happiness. It
: was a time of such student revolu-
. tion. And this was the time when
: the Jetter from our great president
: arrived, urging the population to

restore socialism. The letter was
promptly followed by years of

. consplidation of the »healthy
; forces,« the oppressive period of
. traitor-like transformations of the
- formerly liheral university profes-
- sors into the exorcisers of Beelze-
" bub from the righteousness of the
. self-managing socialism. Those
- who refused to bend lost their jobs,

and the ranks of secret police
swelled impressively. These were
the years when the proletarian

leaders gazed at us through their
dark pglasses indistinguishable
from the dark glasses of some
friendly tribal kings of the non-
alipned African countries, who
from time to time stooped to eat
the bodies of their enemies. South
America, Haiti, Africa were filled
with the eyes of such strongmen.
We continued to live under their
persistent, hidden gaze. The more
we were politically and existen-
tially secure, the more we were
morally worthless, until the onset
of the current agony and denoue-
ment.

The damage wrought by the lib-
aral lifestyle of the 1970s was car-
ried like an indispensable luggage
into the times of oppression pre-
cisely by literature. This was the
generation of writers who were
active fellow travellers and par-
ticipants of the student movement
of the 1970s. A few of them also
took part in the oceupation of the
Faculty of Arts in Ljubljana in
19%72. This pelitical and social
environment was, for them, a cru-
cial factor. According to the
homology of structures, the huxu-
riant, anarchical profusion of ide-
ologies and world views must
surely have influenced their anar-
chy of genre, which was the postic
novelty in their prose. Anything
was possible now, Everything
could exist and be written, and
not only the committed humanis-
tic resistance against the dietator-
ship of a single historieal truth or
writings as the mouthpiece of this
truth, which was the obligatory
task of the older, suppressed,
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generation of Slovene writers,
Here lies the fundamental differ-
ence in the constitution of the free
personality between the pre-war
and the post-war generation of
writers. Regardless of the inde-
pendent and unyielding artistie
spirit of some writers who paid
their personal dues as dissidents,
the student generation of the
1870s is free of the orthodox polit-
ical determination of the socialist
concentration camp, enjoying a
different kind of freedom, Science
fiction, fairy tales and reincarna-
tion of trivial genres became quite
& serious preoccupation for these
writers, which to dissident free-
dom fighiers was quite heretic. It
comes as no surprise that the pro-
lific chronicler of Slovene litera-
ture Taras Kermauner first eager-
ly welcomed and then cursed these
»ludists« and literary autonomists,
»intertextual writers,« berause
they .did not adhere to the basic
world-oriented tasks of literature
in totalitarian countries, but, on
the contrary, indulged in playful
exploration of the language, Here
ligs the fundamental difference in
literary freedom: the literary free-
dom of our generation begins
when we no longer have to fight
for it; where the fairy tale is only
indirectly a diversion, because ii

3.

Literature itself had a particu-
lar influence on the contemporary
spiritual life of the young genera-
Hon of Slovene artists. According
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is urgently needed for the preser-
vation of the free, infinitely rich
life, where the language sets the
limits onto ever newer horizons,
The freedom of literature had
become an »ontological need« for
this generation. It was no longer
an existential activity, Almost all
of our »ludists« were free-lancers
at the fime when they were writ-
ing the short stories published
here. Some of them continue to.
work as free-lance authors.

They pawned their existence to
become the servants of literature

and did not embrace the safety of -

the regime's water holes so that
they could indulge in Hnguistic
games in the safety of their room
after work. The paths of free liter-
ature were dedicated to the free-
dom of literature and not to the
struggle for it. As the children of
vulgar Zen we knew that a free
man does not inguire about free-
dom. As the parable would have
it: & Zen climber is looking for the
best climber in the world in order
to teach him the skill. When he
finds him, he sees that the best
climber in the world does not
climb,

In addition, politics is a mere
banality. Literature, on the contra-
Ty, is truth for the initiated.

to Barthes, books write other
books. At that time a powerful
team of writers was at work, Their
poetics is probably the forerunner
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“of prose. These were such influen-

‘tial writers as Tomaz Salamun,

:Milan Jesih, Ivo Svetina, MatjaZ

‘Kaochek, TomaZz Kralj and others,

“with their Bzra Pound-like uni-

ified verse, open to associations.
‘The innovative poetic relevance of

“the Slovene poetry was followed
shy the relevance of prose, which
“adopted several formal inno-

yations. Above all, the prose

.‘espoused the entropic character of

‘poetry. Salamun’s poetry, unlike
:the traditional coherent Iyrical

Tunit, falls apart into verses and

‘words which are in themselves
'independent units, Kaléi&’s, Filip-
‘§ié's poetry and Vladimir Kava-
(6l¢’s prose brealks down into sen-

“:tences and paragraphs. Like in

‘poetry, the transparency of the

“linguistic message vanishes inte
‘the magic of language itself. The

“extra-linguistic substance disap-
‘pears and the lanpuage emerges
‘as the true hero of & literary

“iwork, The basie principle of nar-
. rative prose, association by way

of direct contaci, whereby the

inarration moves from one selected
-object to the next one following
:spatial and temporal causality
:{Jacobson), no longer holds true.
1Prose approaches association by
‘way of similarity, which is the
- property of poetry. This type of

: prose is used by almost all of the

-; above-mentioned authors, at least

"in the extreme applicability of the
literary vocabulary and the non-
" transparent, aesthetic autonomy
of the word.
The second significant influence

* wasg provided by DuSan Pirjevec
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with his essays and lectures at the
realm of autonomous truth, which
can find its compatibility with the
world structurally and no longer
with the aid of traditional mime-
sis. His was the theory of the
romanesque hero who has to fail
50 that his life could he perceived
as an idea, while his end would
bring about the revelation of the
difference hetween existence and
essence. He broke significant new
ground with his theory of the sub-
ject in terms of the will to attain
power, which he also applied ai
the level of a nation. He was an
indisputable gura of the most
potent section of the young Slo-
vene intellectuals and artists, a
charismatic personality whose
lectures were attended by some of
the most outstanding writers and
authors, as well as the authors we
have mentioned in this essay. Pir-
jevec's impact on the contempo-
rary spiritual life is immeasurable
and has survived to this day in
some cultural circles. He empha-
sized the ontological status of lit-
erature and finally untied the
knot which bound it with the
»idea«. Hence also the decline of
the hero-subject in one part of the
new Slovene prose, such as Seli-
go’s earlier poetics reminiscent of
the French ‘nouvesu roman’ as
well as his later poetics when he
returns to the magic foundations
of literature. Similary, the new
Slovene prose does away with the
concept of the »hero-idea,« replac-
ing it with the ereator-writer him-
self, who identifies with the nar-
rator, the creator of living things,
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creating worlds and endowing
them with essence, unlike the
precedent procedure of aligning
the real, conerete world with its
own mimesis. The autonomy of
art thus becomes, largely with
Pirjever’s help, ihe space of the
world-langusge, and not the space
of mimesis of the world through
the language, as well as the sacral
space of truth where dirty polities
is denied entrance. The reality of
the language lends itself equally
to: all genres, because they are
»ontologically real.« Consequent--
ly, the elements of the fantastie,
the fairy tale, the detective story,
historical records and travelogues
all.qualify as prose texts, stretch-
ing the limits of the world through
the limits of the language into infi-
nite, free literary spiritual areas.
The subject as the literary herp is
often the fimdamental Narcissus -
the creator, i. e., the subject who
again and again encounters him-
self, not changing the world with
the idea, but simply creating it

with words in his own image. Per-

haps this »pathalogical Nareis-
sus« as a socially mandatary form

of subjectivity, according to

Slavoj Zizek (Drushoslovne raz-

prave inStituta za sociologijo 2,

1985), is most evidently estab-

lished in the »new Slovene prose«

and its narrative hero as a kind of

frustrated thirst for power The

hero no longer possesses the will

to-fight the world with the sword,
but.prefers to sit on a convenient
tree stump, eyeing himself in the
lightness and smoothness of the
stainless blade. After all, the
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waorld is ugly and it inevitably

leads to utter faflure; the hern on-

the contrary is handsome, and his
heroic sword represents the finest
talisman against misfortune: him-
self, The fact that misfortune
begins with him only now is
another story altogether

The external literary influence
worth mentioning is the great
interest in science fiction, which
at the time is able to express sig-
nificant human advenfure at a
quite symbolic level, which can
not be mastered by the classical
genres. Mere mention of Clark's
Odyssey 2001 and the works.of
Stanislay Lem suffices to stress
the point that these works of sci<
ence fietion have come a long way
from the stories of the past, where
the leading role was played by
flying sauecers, belligerent Mar-
tians and technological fetishes
Science fiction opens the door i
symbolism, ecology, criticism of:
robotics, mechanism, and an
entirely new ethics, whereby man
is no longer the prineipal actor of-
the globe's history, or master
supreme of all things living, This
means a sinpular reduction of
subjectivity, as well as a love for
all that lives and is different.

The other significant external
influence was the flourishing of
the Latin-American novel with its
new dimension of magical realism
transferring the invention of sur-

realism into the prose of Latin
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autonomous, logical way, have

" guickly gained currency in the
- Blovene prose, in an autochthon~
. pus way, The procedure, however,
¢ was quite possible and constitu-
- tive, endowing the prose with a
- new beauty. Marques's work A
' Hundred Years of Salitude came

out in 1871 in an excellent trans-
lation by Alenks Bole Vrabec. The

~works of other Latin American

writers of magic realism followed

¢ suit, This is further proof that

! prose can conguer new »poetolog-

ical« space. A completely different
matter is Borges, whose influence
on the contemporary Slovene
prose of various authors of diifer-
ent generations from Seligo, Jan-

. par, QGradisnik, Peréié and the
* younger Blatnik and Bratovi, was
i particularly sirong. Borges greatly

- influenced the

swnew Slovene

. prose,« especially the formation of

the Post-Modern movement, )
Most of all, this was the period

~ of the rise of experimental the-
. ater, which begins with Jovano-

America, as if the right to true lifa .

was endemic to the region. The

self~evident fantastic elements, "

leading the plot in quite literary,

vid's production of Pupilije Ferle-
verk, and is followed by the
founding of the theatres Glej and
Pekarna. In performances such as
Spomenik G. Limite and Jesih's
Grenki sadeZi pravice (The bitter
fruits of justice), which became a
true culf play of a pgeneration,
similar concurrent poetic con-

In Marko SVABIC's first book
Sonce sonce sonce practically all
formal and thematic properties of
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cepts can be discovered in the

experimentation with the lan-
guage of drama: sequential disin-
tegration and self-liberation of
the text and the performance,
introduction of the fantastic into
the dramatic language. A poetic
dichotomy between the experi-
mental theater and the new
Slovene prose is easily discernible,
Thus, three hasic literary genres,
poeiry, prose and drama, display
in this period a similar poetic
inclination.

The »new Slovene prose« is a
first-rate, radical level of mod-
ernism, which logically led o
Post-Modern. There, the autono-
my of literature in its radical ren-
dition is such that only books
constitute its real environment.,

This, of course, is also the fime
of a different, yet compelling Slo-
vene prose, the kind written by
Vitomil Zupan, Andrej Hieng, Ru-
di Seligo, Lojze Kovaéié, Danilo
Lokar, Marjan RoZane, JoZe Snoj,
Drago Janéar, Florjan Lipu§ and
many others, as well as the politi-
cally commitied literature pro-
dueed by Branko Hofman, Dim-
itrij Rupel, Boris Pahor and Igor
Torkar. But this is another story.
Now is the time to talk about the
trimmings at the top of the build-
ing called Slovene literature.

4,

the new prose are already present.
Tirst of all, the language under-
goes a renovation, and acquires
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a. more extensive vocabulary,
archaie expressions as well as
neologisms, The syntax is offen
deliberately awlkward and the
direct speech infantile, reminis-
cent of Pugelj. And yet, this is the
period when the former linguistie
mistakes acquire an aesthetic
glow, and become the staple of a
refined style. However, this lin-
Buistic menagerie is applied pur-
posefully, and above all, wittily,
entering the literary conscious-
ness in a novel, vivid context,
establishing archaisms as linguis-
tic renovation of the literary Slo-
vene language — something for
language enthusiasts. The plot is
treated quite casually: the writer
may suddenly forget all about it,
or it goes out on a tangent and
does not return to its previous
path. The plot is strewn with fan-
tastic elements, which can hardly
belghelled science fiction (Kvinta
Kvarta). Here, friendly, almost
indescribable beings manufacture
blue light. Svabit utilizes a gentle
hippy-like allegory to make Ljub-
ljau;a‘phe home for the stars, space
ships and alien beings, He adroit-
ly handles a variety of genre prin-
ciples and different themes: from
a sf;ory of conspirators (in Sive
ptica je letela v svindeno jutro (A
gray bird flew into the oppressive
morning}) to a fairy tale (Afrika iz
cunj (The Africa of rags)) and
establishment of his own charac-
ter (author) as the literary herp in
his own work, ie,, eliminating the
distance between the author and
the narrative medium of a literary
character. The author becomes the
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aesthetic objeet himself and thus
also Narcissus, observing himself
in his own literature, which is not
an autobiography, but literature
as fiction par excellence. This
heterogeneous prose, which does
not proceed from a common, basie
{external) aspect, designed to con-
vey a message in a Mterary form
to the world, is an attitude toward
truth and literature, Svabid's it-
erature is autonomous, self-suffi-
cient and as such totally real,
devoid of any ideological linkage
with reality, The contemporary
criticism was aware of this agpect
of his prose: »The writing has no
theme, no content, no motf..,
nothing is superimposed on liter-
ature; everything is (if it is) indi-
rectly present in the text, in that
specific, irrepressible »play,« even
pleasure, encouraged and main-
tained by the word, in its every
pleanjng, changeability, in all of
its potential, countless associa-
tions and combinations. This also
implies that the language of
Svabif's prose is not merely a
‘component,' exposed and worthy
of special attention, but is its fun-
damental, vertical, all-defining
and all-determining dimension,
encompassing everything that
stories are about.« (Andrej Inlret,
NR 1972). What is established
here i a trans-ideological literary
r}!ality, »intertextuality,« whose
limits are set by the language and
not by the ideological message
from the outside. This is a crucial,
structural shift in the Slovene
prose, which is anchored in itg
»ontological status.« Says Ivan
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. Focht of the modern art; »Science
gnd philosaphy merely consoli-
. date, explicate the truth, while art

gives it existence... Artistie truth

" does not exist if it can not be

directly accepted as a certain
being... The truth exists; if does

: not matter, but it is — this is
unique in our world: truth is,

beeause it is and it is, because it is
fruth... Artistic truth is the truth

_of practice and not of theory.

Therefore, it can not be proved,
shown, nor described. It has to

- be.« (Ivan Focht; Moderna wmet-

nost kao ontoloski problem (Mod-
ern art as an ontological issue)).

7 The 8Blovene modern prose was
: wauionomous« in terms of ontolo-
. gy per se, while the »new prose«

was autonomous in terms of sta-

! tus. The very position of the poet-
. icized, aesthetic author poinis to
¢ this fact.

In his later work, Svabié fur-

. ther extended the narcissistic

position of the artist. The artist
becomes a young hero whose task
of priority is his own megaloma-
nia (Mledi junak (Young hera),

Bitka proti prahu (Struggle
against dust)). Words become aes-
thetic mirrors reflecting the

writer's beauty in a thousand lii-
tle images.

Branko GRADISNIK is a
cocoon of genres and aesthetic
orientations. His first book (Cas)
established him as one of the pio-
neers of Slovene fiction after the
war. Previously this genre was
mosily intended for the children
(Vid Pegjak). Gradisnik, however,
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elevaied the genre to a high-
guality literary class. However, he
eschews the »scientifie founda-
tions« in his stories, giving up the
accompanying »mechanistic fan-
tasy,« remaining on a purely liter-
al level. In the short story by the
same title »Cas,« the structure of
Post-Modern short story (1977) is
visibly inspired by Borges' works.
It is & short story which, in order
to unravel, makes use of narrative
quotes taken from other books
and fates (Jules Verne: The Myste-
rious Island, ete.). Literature is
thus a recording, a »remaking« of
literature, a recording of a record-
ing and mare: it is a reality, a fac-
tual argument for another fiction,
a maze of parallel spaces of sto-
ries which commumicate among
themselves, never leaving the
domain of literature. When the
hero of the story wakes up, he
finds himself in a different story
which might have already been
told. Branko Gradifnik uses and
comments on the fantastic with
the greatest of ease and delibera-
tion - in his book Zemlja zemlja
zemija {(Earth earth earth), for
example — unlike Svabié, who
uses the fantastic as part of a
guite straightforward story line.
»Jonae and »Jasnovidec« (Cas) are
two short stories where the fan-
tastic dimension is applied quite
deliberately. Branko Gradisnik
also probes the human self and
soul in his second book, whose
title directly answers Svabid's
Sonce sonce sonce: Zemljo zemlja
zemlje. In this work, Gradisnik
explores the human intimate
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world, which turns out to be
infinitely more fantastic than sci-
ence fiction. Branko Gradisnik is
& stylistic and linguistic purist of
the highest order and an excellent
master of classical short story, if
necessary, Branko Gradisnik is a
giant of the new Slovene prose,
whe has influenced a number of
younger post modernists. In his
later hooks (Mistifikacije) his shift
to Post-Modern was openly dis-
played, while in his novels he
embraced the genre of a detective
story (Nekdo drug {Sumeone else))
and poured out a number of well-
written commereial texts. His
sovereign mastery of the skill of
writing thus becomes a creative
practice for the puposes of the
pragmatic crafi of writing,

A special feature of his first
books is his use of a number of
narrative tricks of realism in order
to-discover the fantastic behind
the realisiic. And vice versa. He
does it with a masterful construc-
tion of the story, with its surpris-
ing and logieal twists and adept
turns. Branko Gradisnik comes
across as an extremaly skilted com-
bination artist, going through his
motifs with a composure of a
chess grand master, so that each
of his ideas is firmly grounded in
the field at which it is aiming,. His
rationality of a master of eombi-
nations, unknown by the more
spontanecus Slovene explorers of
the fantastic, can be truly quite
fantastic, Gradisnik actually per-
feeted the structure of the short
story,” which requires a sharply
profiled story and a precise the-
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matie structure to boot. In his per-
haps the best book yet Zemlja
zemlje zemlja, he ioys with hig
plots; his narrators speak in all
three persons; the stories unravel
into verse or are tied up into sey-
eral-pages-long sentences. His aes-
thetic combinatory efforts clearly
show that the borderline between
the theme and its narrative form
is blurred; ihe menner in which
something is said is the essence of
what is said. Parhaps his greatest
achievement is a finely chiselled
sentence of pure, clasical beauty,
resonating in a magic and novel
way within the given context.
Since Gradisnik is a co-founder

and a successor of the snew Slo-
vene prose,« one could not easily

point out a specific thematic pre-

occupation: what he writes about

is what the story and the genre

offer him. In Zemlja zemlja zem-

lju, he nevertheless sturendered,
to the greatest possible degree, to
the intimate sphere, resulting in a
surprising rehabilitation of the
soul amid a host of genre innova-
tions.

Viladimir  KOVACIC  first
appeared on the literary scene in
1977 with a tiny book Twoji obrazi
(Your faces), He is best known for
smooth writing devoid of any
temporal or spatial coordinates,
The plot gels and disappears,
knits and unravels; here and there
the objects come alive and a loco-
motive unhitches all by itself, and
to boot, the writer tells us that
what we are reading is not true,
becguse it is merely images thriv-
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ing in the mind. These images may

" also be told in the second person

as if to suggest what we (the read-
ers) do ourselves, or the narrator's
self is separated from the person

. of the author, which is subse-

quently addressed to in the sec-

. ond person singular. These images
- have grown so luxuriously that in
1984 ihe writer published his see-
- ond book Zivljenje v glavi (Life in
" the head). The »hers from the
" headu«
: Blovene writers, Preferen, Cankar,
- as well as Jesus and Mary, an
- array of women of all types, hav-
- ing sex with all of them, which is
" not significant at all for he i5 Teal-
- ly mourning for a lost girliriend,
~ whom he had killed in a feat of
" jealousy, but this again is not
"' entirely clear. The bock is like a
. parody of Orpheus searching for
' his Eurydice, if not Ulenspiegel,

runs around meeting

not minding the world, in search

. of adventure, on foot or by car
. and hoat. There is no clear story

line here, just a lot of fun.
Vladimir Kovacié introduced into
modern prose relaxed chatting
without any narrative limitations
and without a clear-cut separa-

" tipn from reality. The writer puts

on paper the life in his head. Thus,

¢ of course, everything begins and
" ends with the writer and his reali-
: zation of the »essential« life,

Uros KALCIC published Mehi-
ka in 1099, With this book of
short stories the author reached
the climax of the modern Slovene
style. So far, the linguistic
achievements of the new Slovene
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prose have been siressed. Kaléig,
however, reaches even higher: in
the most radical of his texis all
that remains is language and style
basking in their magic and sug-
gestive powers. All other tangible
»contents« are excluded, His text
is simply a modern musical com-
position of the Slovene language,
which offers immense enjoyment
in its parts, but the whole remains
elusive outside stylistic compact-
ness. Nevertheless, the linguistic
and siylistic integration is so
magical that some plot coherence
is required only to take it to a new
level of linguistic association. To
put it simply, a pretty set of words
leads the writer out of his narra-
tive and allows him to take plea-
sure in the many stylistic and
clever gyntactical inventions. Kal-
¢ie's stylistic guided tour of his
prose is truly hypnotie for the
worshipping reader. In Mehika
Kal¢i#'s plot is mostly anarchy; he
is not even interested in the
mood. However, he does not lack
humorous sarcasm, nor seli-irony
towards the narrator, who in his
second book (Dokumenti o drickih
{Documents on crickets)) evolves
inio a bad puy. Kaléié's Mehika is
a linpuistic nucleus of the new
prose, most readily savoured by
the poets. It is virtually nontrans-
latable, so deeply it is embedded
in the roots of the Slovene lan-
guage, The connotations are so
typically Slovene that they would
be completely lost through trans-
Iation.

Kal#i¢ is a linguistic Gargan-
tua, robustly barogue and witly,
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endlessly innovative in metaphaor,
but not without an oeeasional sub-
tle emotion. Thus he proceeds from
an ell-encompassing, primeval
linguistic chaos, where everything
is mixed up and possessing a vir-
ginal freshness and beauty (every-
thing is more or less similar), to
.his second book, where the prose
of the plot is urbanized and so is
ihe charaeter of the hero. He intrp-
duces the narrator with precise
psychological insight-most of the
time an extremely sensitive ego-
centric-as if we were reading an
Emanuel Bove: Moji prijatelji (My
friends), which the writer sets in a
carefully composed universe of
words, Such a problematic,
unattractive character is unprece-
dented in the Slovene prose. The
author also uses epistolary form
so that the events either take
place through the actual writing
or sometime in the past, i.e., in
the language of the narrative.

Emil FILIPCIC surprises the
reader already with his first book
Grein vaun {1979), where his writ-
.ing takes the form of a wild narra-
tive river rolling in a pell-mell
fashion, swallowing everything
that comes in its way. His are a
kind-of heroic adventures, mega-
lomaniacal historical episodes,
sports - news, fables, religious
tracts, and surrealist flashes of
wit. Everywhere, however, the
author is present in his own right,
turning from time {o time into a
god. Also in his tmore recent worls,
Filipéi¢ continues to give free rein
to his fantasies. He may eonquer
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Europe as a jaguar, then again as
a great military leader, only to con-
clude, after many heroic battles
and long reign, with a dissertation
on the repression rampant in a mil-
itary insane asylum (Kuku 1985),
where the battles and uprisings
continue. Taking his inspiration
from comic books, he offers the
reader relevant stories as well as
memoirs.

Filipéi¢ is a god-writer, unim-~
peded in his search for the univer-
sal word, which is also the sum
total of all words, attempting to
embrace the entire world in their
narration and inhahit all beings
and all history, in the form of an
animal, man or king. His narrative
is an elated epic cataclysm, par-
taking of everything that had ever
been written. And yet this is not
enough. Filipéi¢ also tackled the
dramatic arts and wrote several
successful plays. There Is some-
thing theatrical, spectacular and
exhibitionistic in his prose, a dnd
of mobile energy devouring nther
artistic media, since he also writes
screenplays and acts in films. Un-
like other prose writers, he does
not manufacture language with a
certain precision. He can noncha-
lantly write an entire page in Ser-
bian. His epic drive utilizes the
entire linguisticscope ranging from
the most vulgar utterances to
words he supposedly coined him-
self. This epic cataclysm does not
have the time to fashion the beauty
of the word, but has to rage on in
the pursuit of an invisible, intrac-
table, immense thought which
would bring salvation, »To find
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sense,« says the author. Emil Filip-
¢t is a megalomaniacal epic writ-
er, unrivalled in Slovene literature.

Boris JUKIC's first book Ukleta
graddina immediately ranked the
author among the mature stylists,
as well as masters of narrative
technique. Julki¢ makes use of the
Werther-like framework, where
sheets of paper are being sent to
the author, permitting mirTor
reflections of the author and the
narrator, The peaceful beginning,
however, is misleading. The read-
gr is plunged into the old chroni-
cles, memoirs, instances of peas-
ant wisdom, and writer's com-
mentaries. Julgdd designs his work
guite thoughtfully. The old man-
sion furned into an old people's
home is the sum of stories and
personal fates intertwined with
the history of the eastle and its
present occupants, forming an
indivisible whole. All levels of
narrative are thus simultaneous.
Julkid taps from Modernism. Thus
the nparrative fragments are not
guccessive but are juxtaposed and
seemingly uneconnected. Only by
viewing the whole can one per-
ceive their linkage. The book
seems like an abstract painting,
where the concerted readers's
participation brings fullness and
unity to the narrative universe.
Love is Julkdd's pguiding light
through the universe. He lends an
attentive ear to the life stories of
his old men, scribbiing them
down with the gentleness of a
father confessor and comforter,
carefully and genily applying
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words to human wretchedness,
letting it be. Juki¢ displays no
revolt or sarcasm typical of
Svabi# or Kalti#, but accepts
everything with the guiet wisdom
of a seasoned man. His laughter is
benevolent. Thus in his recent
works he exhibits the traditional
narrative maturity, the third eye,
the invention of the classic writer
who understands and forgives
from his extra-terrestrial vantage
point. In Uklete gradéing, the real,
socially transparent warld and the
antonomous (parallel) text are
balanced, passing one into the
other, guiding each other. Some-
times the lead is taken by a true-
life episode, then again by literary
magic and fiction, such as the
apocryphal supplements to the
events surrounding Jesus's eruci-
fixion. Here, Jukié is still the
writer of new prose and literary
autonomist, as well as a narrator
of life stories. In his more recent
books (Loreana in druge zgodbe
(Loreana and other stories)) he is
inereasingly intrigued by popular
wisdom {as displayed by the peo-
ple from the coastal region of
Karst), thus turning into a iradi-
tional story teller. And yet, Jukic's
fundamental horizon is eros,
against which the personal fates
of his heroes are delineated and
where life goes on under the
watchful eye of a capricious god.
Boris Juldé is the principal narra-
tor of loyve among the current crop
of writers.

Tone FERCIC has so far pub-
lished a single book Pot v nestal-
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nost {The way to instability)(1981),
which nevertheless secured his
acceptance among the foremost
masters of the Slovene language
who ‘employ a mixture of genres
and fantastic elements. Typically,
he .adopts a specific genre, using
the language and metaphors of
that genre with prowess. The read-
er thus again encounters intertex-
tuality, which narrates the world
accarding to the rules of a literary
play and not according to the
rules governing the conception of

the universe. Genre is merely a
tool with which the reader is able
to perceive the universe from a
particular viewpoint, i. e., it is
considered as & communication
vehicle, such as language, but
does not lend itself to a straight-
forward, ideological explication
of the world. Here begins the
autonomy of literature and its
ontological status.

- Percié can thus write an excel-
lent short story about war (Klet
(Basement)) in a realistic style,
and- can also write prose strad-
dling-the »waking and the dream
worlds.« It is a borderling along
which, in his own words, his pen-
cil »moves with refined caution.«
Behind the opague magma of
literary dreams exists a universe
which helps us perceive our
world in a different light, We do
not know what man is really
like until we see him in ogur
dreams.

Milan KLEC is the youngest of
this generation of writers, but his
works are of an even earlier date.
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He first wrote poetry, but
switched to prose relatively early
{1973). After a hiatus of several
years he published in 1885 a col-
lection of prose Briljanting.
Taday, Kle¢ mostly writes prose.
His writing reveals a human,
social and artistic attitude of a
man who could never have become
a bricklayer, &n agricultural
worker, or a customs officer. He
had no other recourse but to
become a problematie individual,
unable to contribute to the saciety
economically or politically. His
contribution narrows down to the
mastery of the pen and invention
of stories spawned by an imagina-
tion soaked in idleness and stu-
por. And what stories they arel &
bear is the engineer of a train; a
woman's strand of hair rises in
the air, outshining the sun; stuffed
birds fly up and away; a political-
ly concerned fork lift slays a
woman who has a national fiag
spread out under her bed sheet: a
man's penis is in fact the image of
a well-publicized killer from s
newspaper, All this is narrated as
if these events were the hallmark
of normality in the world, as if
our reality was but a mere pre-
tense, hiding another, more rele-
vant reality, unorthodox and fan-
tastic. This is where things can go
wrong for the literary heroes: pure
love spawns shameless necrophil-
ia; civil chedience causes phallie
obsession. Under the epidermis of
the universe, torn apart by the
traveller thirsting for adventure,
there exists a dangerous, parallel
world, where all things paradaxi-
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cally and terrifyingly come true,
Kle¢'s prose is suffused with
black humour, parody, caricature,
and lumpen-proletariat vulgarity,
with a certain delicacy and mys-
tique woven into it. Again a}'ld
again the writer surprises with
gelf-evident transitions from one
drastic literary hallucination to

The age of »new prose« was s
time of boundless literature, when
the horizons of the written word
discovered ever newer worlds. The
Slovene literature displayed all
the positive traits of a drunk: wis-
dom, power and wealth. This was
the time when sausages were hung
on the fences of houses and chil-
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another, eliciting the reader’s
admiration, Milan Kleé writes in
the naive style of a thick-headed
story teller, who, in his naive
superstition, confuses truth and
falsehood, which he has never
been ahle to tell apart in the first
place.

dren were given fresh cherries in
winter in exchange for a good
story. It was a time when litera-
ture forged  Torseshoes for
mosquitoes and we rode off into
starry skdes on their backs, Today,
the sky is closer and we no longer
need a ride to reach it.

Transiated by
Marjan Golobié
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FROM LITERATURE
TO LITERATURE

Slovene prose of the last two
decades is so varied in compari-
son with previous periods that it
1is impossible to embrace it within
a single group name. In evolution-
ary-historical terms, at least three
generations are interchangeahle:
hidist, new Slovene prose and
young Slovene prose. Alongside
t_hese' zeitgeist mainstreams,
sotio-critical literature has heen
created throughout which has
also contributed to the extension
of the Slovene literary horizon,
This time is still considered a con-
tinuation of some of the previous
literary periods, e.g., realism or
socrealism. At the same time, the
novel Strangers by Lojze Kovadié,
which cannot be convincingly
included in any of the mentioned
tendencies, is likely to he record-
ed in literary history as the basic
prose text of this peried.

Betting out a cross section of
two. generations, New Slovene
Prose and Young Slovene Prose,
c_a:_m"lqt _thus embrace all the
impu}"tant prose production in

this period. However, it draws
attention to two unexamined land-
tnarks, With the entrance of New
Slovene Prose (NSP) the criteria
of quality of Slovene prose was
unexpectedly brought to the level
of contemporary world prose;
Young Slovene Frose (YSP) is, it
appears, finally-actually through-
out the second half of the century
~ again in step with contemparary
world literary trends.

A number of problems emerge
with atiempts to distinguish
between the two generations.
NSP authors have continued to
write vital texts also while MSP
was being formed and was finally
formed. These texts on the one
hand continue the creative ten-
dencies of NSP, but at the same
time the »logical development«
was such that they are also close
to MSP, Tt should not be forgotten
that between the end of the sev-
enties, when NSP emerged and
the mid eighties when MSP came
into being, many transitions
occurred in the Slovene literary
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stage with breathtaking speed: in
a way, we Slovenes first discov-
ered postmodernism at this time;
Borges began fo be read; Marques
was translated in large guantities,
we became acquainted with Ecco
and a whole series of American
metafictionalists; journals in par-
ticular brought translations of
contemperary disputes aboui
postmodernism; the journal »Pro-
blemi-Literatura« systematically
created a »new lterary spirite
under the title »School of creative
writing« ete. All this explains
why texts published in the second
half of the eighties, at least in

*

Mexico (1979), a collection of
»short stories« by Urod KALCIC,
brought to Slovenis an hitherto
unimagined dimension of litera-
ture. Kaléid's writing in this book
is characterized by linguism and
ludism. This ludism is displayed
in some typical approaches, such
as for example, changes not only
in the narrative perspective but
also in the »subject of the narra-
tive« itself, although this is no
longer extreme, objective lndism;
it is an unique intertwining of
intimacy end distance in which
the intimate finally prevails. It
resolves in the author's surrender-
ing to imaginative words, flashes
of wit, associations which tend
almost without exception towards
parody and irony. Language, as an
exceptional resource in a play of
syntax and semantics (and nof,
e.g., as in »strict ludisme« in a bare

gome cases, collld no longer bhe
relably divided into e.g., NSP or
YSP. However YSP had radical
pariicularities which  distin-
guished it from NSP: we no longer
talkk of schools, currents, move-
ments but only about generations.
On some formal-declarative level,
writers no longer wanted io have
anything to do with groups: the
basic characteristic of Slovene
prose {and indeed poetry) became
some kind of autopoetic llustra-
tion and the author’s autonomous
ethie. This is the property which
also here essentislly characterizes
the presentation of authors,

*

play of characterization), achieves
unexampled perfection. Kalié's
virtuoso use of linguistic and
stylistie particularities is simulta-
neously a parody of them. So it is
not surprising that the critieal
{e.g. A. Zorn and D. Bajt) response
to the publication of Mezico could
be expressed in the judgement:
»The actual hero of Kal&ié's text
is language«. And so it is not pos-
gible to doubt that Kaléi¢, in his
own words, is really »one of those
who also see words from their
reverse«, Language as a game is,
of course, the sphere of ludists;
Kal¢id's use of language differs
from this. It is not an unconsid-
ered play of meaning or even only
of designation but the parodying
of standard thoughts, genres, nar-
rative examples and cliches. The
basic ssymbolice moment of Kal-
¢i¢'s writing is thus not language
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as such but always some moulded,

canonized language, ngenre«. How-

ever, not only literary, also, e.g.,

political, biblical (paratactic hib-

lical style), speech, dialectie, pro-
pagandist, ete, although perhaps

»fine phrasing« really prevails, an
archaic sliterary« genre. This is
therefore the base from which Kal-
€i¢ works: combines, malkes neola-
Bisms, parodies, paraphrases,
makes metaphors and metonyms
on these models, phrases, ready-
made forms, but not, e.g., of basic
syntactic or semantic units, indi-
vidual words or even letters, He is
uncompromising with all cliches,
even linguistic ones. In the sense
of the fragmentation of fiction, it
achieves this also on the level of
discoursive thought which Mezico
offers the recipient.

. Documents ahout Crickets,
another book of prose texts (Spir-
its'is also translated from this
boek), was published eight years
later and this time the difference
iz clearly visible. Where it is still
possible to understand the ssoft«
linguism of Mezico as some Idind
of Idea (e.g., of a spure« literary
text), with Crickets, Kaldié aban-
dons himself o narrative »story-
itself«. Although this writing is, at
léast- partly, still not directed
towards some carefully preconsid-
ered: composition, but flashes of
wit and association, certain more
»classical« elements still appear.

TOMO VIRK

Some kind of vhero« of the text is
identifinble, who is almost with-

out exception still some feeble,
confused being who mistakenly
enters some situation. The con-
tours appear (in some texts} of
some kind of »fernme fatales,
although this functions more as a
stylistic Hgure than an actual
authorial obsession. It creates
also the suggestion of intimism
which here and there is reminis-
cent of Janéar, However, all these
elements serve story-itself. If
Mexico is a parody as parody with
at least a tiny drop of meaning
external to the text, Crickets no
longer has such implications.
Even if in this book one comes
across: »I am indebted to none
and I have settled all my debis on
entrance to the world ...«, this is
{no longer) binding on us. Even
ikough psychology appears, it
does not appear such that the
reader must be persuaded of or
taught something, but only as an
element propelling the story. If
language was the main hero in
Merico, in Crickets it is story,
Story-itself. Or text; the text
itself, This textuality-itself is not
destroyed even by the frequent
epistolary forms (e.g., in Spirits)
which could evoke some vital
subjectivity. In KalGig there is
nene. Everything is pretence and
is shown as such, What remains
solid is only the objective text,

& sk o
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Kaléié does not introduce any-
thing apocryphal to Slovene liter-
ature with such a development. It
is not only typicel of some of the
representatives of ¥YSP (Blatnilc,
BratoZ, Zabel ...) but similar to
Branke GRADISNIK. His stories
appear in three collections: Time
(1977}, Earth Barth Earth (1981)
(both the texts presented are from
here, Oeopath is partly completed
and rewritten) and the metafic-
tional Mystifictions (1988).

Gradiénik started as a writer of
science fiction stories and he has
so far remained faithful to love
and genre writing in general (his
most recent work, The Other Man
(1990) is a criminal story). As a
master of storytelling {perhaps it
iz no coincidence that he is the
only Slovene with the title,
acquired in Britain, of »Master of
creative writing«) he has created a
type of short story which has
become a model for a number of
the writers of YSE »We are deal-
ing with ‘short stories’ with an
exceptionally pure structure, with
a genre which demands a sharply
defined story and iis precisely
subjective constructions. (A. Zorn).
Gradisnik's stories do not relate
to some metaphysical author's
subject but — through the author -
to literature itself, So lfe isin a
way removed from literature, Gra-
dignilt does not achieve this only
with »blind realism« but on every
level. Individual syntagmas ar
decisive passages (also e.g., in
boih of the texts here published)
sometimes evoke feelings of pro-
found philosophical and existen-
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tial wisdom, although never in
reality exceeding the competence
of literature but remaining within
them. This is as valid for the
problem of time which is treated
in the first of GradiSnik’s collec-
tions of short prose as for the
existential-philosophieal hasis of
some of the stories in the collec-
tion Earth Earth Earth. With such
an approach to writing, Gradignilk
creates a position from which it is
possible to deal with these »exis-
tentiale life problems and philo-
sophical experiences in a new
way, without the concern that this
literature could turn into some
kind of existential wisdom, les-
son, declaration. This new
approach occurs as literature-
itself, An inversion pccurs which
the critic D. Bajt characterized
thus: »it is no longer lterary
reflections on life, but lving
reflections of literature.« Gradis-
nik had introduced such writing
even in Of Time, in which it is
dencied by an acrobatic narrative
style and mental complexities
and oscillations betwen faniastic,
almost classical tales and metafie-
tionism. GradiZnik writes under
the influence not only of Anglo-
Saxon science  fictipn, but
almost more under the increasing
influence of of masters of sclassi-
cale novelettes, satire or even
humoresque, such as, e.g., Capelk,
Hasek, Zoitenko, Frank, Lewis,
Leacock, Altenberg, Saltykov-
Stedrin, ete. So he evalves a sur-
prisingly rough style which often
verges on the imitative. Of Time,
in fact, gave Slovenes the first
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story direetly influenced by
Borges.

"The texts of Mystifictions are
strongly influenced by American
metafictional prose, although the
traditional is also not abandoned
here. The peak of Gradisnik's
short prose remains some of the
first and last prose collections, in
Earth Earth Eorth. Here are also
combined all the autopoetic prop-
erties of Gradisnik's storytelling
in general: variety, a mixed intro-
vert and extrovert narrative per-
spective, the self-thematisizing of
the author’s own ireatment, meta-
physics, experiment, obligation to

"genres and pithy, considered and
‘instructive parable, concern for
spure literary« language, ete. The

*

- Novelist, short story writer and
dramatist Drago JANCAR is
undoubtedly one of the central
figures of contemporary Slovene
literature. His writing as a whole,
especially in comparison with
other representatives of NSPE is
linked to existential problems.
wJanéar’s short stories spring from
anguish at the unique unrepeat-
able human material, and simul-
tanecusly also from reflective rev-
elation of the ‘atavistic’ architypal
elements in him«, {A. Inkrvet),
Such a position is also character-
istic of his plays and novelettes.
Althouph it is of equal strength in
all‘the forms which he cultivates,
‘ourconcern here is with novel-
eties and short prose.

Janéar's  fascination  with
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events do not follow the dictates
of the laws of physics but litera-
ture, In fact, in the stories Oeopath
and Mouseday we are set before a
unique tangle of genre and the
exisiential, with of course demon-
strable limitations: even when
dealing with an »intimate« theme,
Gradinik does not abandon him-
self to intimacy or confession: he
remains strictly on a literary
level. »Intimate« and »mets-
physical« »problems are presented
as literary problems which it is
necessary to resolve in the context
of literature-itself. So Branko
GradiSnik, along with his younger
colleague, Andrej Blatnik, is a
»storyteller par excellence« of
contemporary Slovene prose.

®

Borges' idea of repetition, as evi-
dent from the prose collection
Death at Mary of the Snows (1985),
it is also paradigmatic of his liter-
ary path, From the intimately
presented questions in the collec-
tion of shert stories The Pale Sin-
ner (1978) through both »histori-
cale« novels (Galjot, Northern
Gleam) and the first story in the
boolt Death at Mary of the Snows
he returns in the last text of this
book to his starting point. In some
of the texts, Jandar is really
uncritically fascinated by
J.LBorges and Danile Kij
although it is necessary to seek
elsewhere for the models of the
basic movements of his global
poetic  snorthern lights«: in
authors like Kafla and perhaps
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Doblin or even expressly in the
fundamentalism of IB.Singer

This central trait of Janéar's
writing is dominant not only in
his novels, but also in his best
short prose. Although Janéar — as
some of his Borges texts show, but
also, e.g., the sketch Ultima Crea-
tura — is also a master of literary
anecdote, his real strength lies
elsewhere: in Singer's »fundamen-
falist« lines. From these lines
spring also the source of his fasei-
nation with the Borgese idea of
repetition already mentioned,
which evokes the image of some
destiny. Critics have also drawn
attention to the problem of des-
tiny as one of the basic thematic
constituents of Janfar's texts.
However, it should be added that
this destiny has specific features.
Some kind of primordial God
breathes from Janéar's writing,
God the Father, I am that I am
(e.g. in Look of an Angel). The
world of Janéar’s prose is actually
the ideal world of the God of yore
(and so Janéar is clearly ome of
those Slovene writers for whom
God is not buried): beiore us is
always set a lone(ly), gigantie,
»father« figure who is neverthe-
less weaker than God. This God
appears, more than in explicit
form, as destiny (more explicitly:
e.g., as God's eye); but this is not
blind fate or some Oedipus condi-
tion in which a strong individual
vainly fights the destiny which
governs the whole world. Janéar's
destiny is not some fate decided in
advance, in which there is no
sense in resisting but more a con-
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dition which is familiar from Old:
when conflict oceurs, which is not
always — it is the struggle of man
with God, the »hero« with »des-
tiny«. The destiny of Janéar's sto-
ries is thus - as with Sinper - the
God of Isaac, Jacockh and Saul,

Such a condition of the spirit is
already ssurplus« in the spiritual-
historical sense and does not in
itself bear sufficent esthetic
charge. To come alive again, it
must be »made literary«. Janéar,
whaose mastery of language critics
have not mnormally stressed,
achieves this with an evocative
»patina«, Practically all his texts
characterized by the dusty inspi-
ration of old books, as well as
those in which he handles mare
contemporary themes, hear the
indelible mark of inspiration. In
the formal sense, it is this »coun-
terfeit« gesture of comparative
mimesis: the artist no longer pro-
duces a copy but a copy of a copy
which art on the one hand thrusts
more and more into some primar-
ily fictional, and thus also auto-
naomous sphere, and, on the other,
simultanecusly distancing itself
from (if we take it from Flato'’s
concept of the idea) any ideology.
So in the end, the basic tendency
of Janéar’s approach to writing
does not essentially differ from
the tendency of other representa-
tives of NSP; it is not then the
true reflection of an »idea« but
clearly in contrast. Namely, litera-
ture which has its own effective-
ness which is essentially different
from the effectiveness of the
Idea.
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-Andrej BLATNIK was one of
the initiafors of MSP with his
three collections of short prose
(Eln_wers Wilt for Adam {1983),
Biographies of the Numeless
(1089}, A Change of Skins (1990) -
from which both published texts
are taken; Kyoto was also pub-
lished in Biographies) and, with
the “novel Torches and Tears
(1987), also one of its most out-
standing  representatives. Of
world models, they are close
gbove all fo Borges and the
metafictionalists, and still more -
as with his Slovene »mentor«
Branko Gradisnik — on the inspi-
ration of classical Buropean
storytellers. Blatnik's writing is
decisively typified by short stories
which are distinguished by stylis-
tic perfectionism and literary
artism, srchaisms, genre, short
sentences, fragmentation, imita-
tion, citations, irony, parody, trav-
esty, ete. Such an approach was
already visible in Blatmik’s first
bq,o_l-:'. and has only increased in the
renidining works.

"The - basic »scompositional«
attribute of Blatnik's short prose
{visible in both the texts present-
ed) in addition to the concern for
thie-art of storytelling is perhaps
the-absence of classical sting. It is
this property which eould proba-
bly be linked to Blatnil’s mini-
malism. It is a shiff from the great
to the minor story (a shift which
iz most demonsirative in Biogra-
phies). The minor story does not
depend on the extent but on the

theme. The theme of minor stories
is everyday marginalia, the
moment, fragment, movement,
gesture, pose which is decisive for
nothing in the transliterated
world and can be invested in no
way with great (metaphysical)
stories. This shift is not of course
accidental, it has some exception-
al zeitgeist: a recognition of the
equal value of the profound and
the marginal, large and small,
central and peripheral, total and
fragmentary, etc. At the same
time it signifies a conswmmation
of their autonomous intentions
which NSF had already estab-
lished to a great extent and the
result of which is literature-itself,

This shift appears on another
level as metafiction: as a shift
from classical »als-ob« misleads
with radical  literarization.
Although it is expressive in Blat-
nik’s texts of some kind of
metaphysical truth in accordance
with the dictates of the narrative
itself, it never occurs with the
intention of transcending litera-
ture-jtself. Blatnik remains in this
literature-itself and his link to it
in his maost recent prose collection
with a shift from some mod-
ernistic spiritual metaphysical
approach only enhances it. So -
also in the texts which are pre-
sented in the present selection — it
finally becomes clear that the
writer does not intend in his liter-
ature to »announce« anything to
the reader, at least not in the clas-
sical sense, His writing is intend-
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ed {or those who delight in litera-
ture; if you want: the literary
hedonist. An analysis of the mean-
ing of Blatnik's short stories
would be analogous to explaining
a joke to someone who hasn't
understood. That is to say: here it
ig necessary to pay attention from
word to word in-the spirit of dis-
tortion, allusion, hidden gquota-

LR

Jani VIRK epitomizes, in an
independent, autopoetic way,
some of the basic tendencies of
MSP. Especially his short prose
(The Leap, 1887; and his next
boolg, now in print, The Door and
Other Stories) is characterized by
strong elements of fantastic, glit-
tering  grotesque  upheavals,
startling associative chains and
innovative metaphorics and meta-
namics (it is probably no ceinci-
dence that Virk has also published
a ecollection of poems Runring
through the Fields (1990). Some
characteristic metaphysical han-
dling can be found in this prose: a
first person approach to a third
person narrative perspective, a
metaphysical  guestioning  of
anthorship, minor stories, ete. Of
all representatives of contempo-
rary short prose, Virk perhaps
masi of all embellishes a glitier-
ing, imaginative (and as we know
typically postmodernistic) combi-
nation of the veristic and hermet-
ie, banal and sublime, superficial
and profound, popular and eliie,
ste, This is clearest in the novel
Rachel (1989), and above all it is

tion, palimpsest, etc. An approach
which is not overly sympathetic;
which does not destroy the seli-
sufficiency of the text but actual-
iy questions the classical interpre-
tation of a literary work. Blat-
nild's texts are not in fact meant
for analysis or a considered recep-
tion of the recipient. They are
intended for pleasure.

*

also clearly visible in his charae-
teristic short prose, such as, e.g.,
in the story Roglin end Verjenko:
from a veristic start (starting
from everyday events, sometimes
almost naturalistic description)
it achieves a veristic complication
which unravels as a subtle, har-
monigus {sometimes also fantas-
tic) point which is structured
only as the trace of a sense or a
wish. This point retrospectively
shatters the feeling of normality
so that judgements on Virk's
verism are, if not unjust, at least
a generslization. The truth is
probably that both veristic (pre-
dominantly in e.g.,, Regatia) and
artistic elements are associated
in his writing. Roslin and Verjan-
ko starls with a completely banal,
gveryday situation, embodying in
itself the points which represent,
e.g., some basic postmodernist
tendencies. The hero writes his
text (his literature) so that he
stieks signs from some (other)
book along the ground of the
labyrinth. What is postmodern-
istic here is not just the fact of
metaphorical quetation (gince this
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sglueing« paraphrases exactly
this) but also such a thematization
of the labyrinth (dominant in
Borges and Ecen).

The labyrinth in Roslin and Ver-
janko does not appear accidental-
1y, since it ean be found — as an
internal structure-also in other of
Virk's texts, e.g., in the story On
the Trail of the Altar. There a detec-
tive follows the threads of a web
which every time entwines him
and'ever more he recognises that
all roads are interwoven. The point
appears at the moment when the
detective seeking the altar becomes
aware that he is standing on the
place of the vanished altar - he
himsetfl This situation suggests
that the subject iz always, wher-
ever he finds himself, in the center
of the labyrinth (alse paraphrased
in Roflin and Verjanko): the hero,
a& we suspect, becomes aware of
his here-to be when he finds him-
self insoluble caught within the
walls of the labyrinth) and that it
is this holy place {emptied tran-
scendence} which is the measure
of Virk’s symbolism, man himself.

This shows that Virk - like Jan-
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¢ar — does not cut all links with
the extra-textual world. This is
perhaps most clearly seen with
the stories which are actually clos-
est to verism: e.g., Regaita. In com-
parison with other texts of con-
temporary Slovene short prose, it
is evident that Virk's emphasis is
not so much on storytelling as
some of the others: his subjects
are casual, uninterested, »relent-
ing«; traces of their former hard-
ness; & smemory« of great stories
and Ideas which oriented Euro-
pean literature over the centuries;
an inlding of the atmosphere
which, e.g., . Kafka and B.A. Poe
created with their writing, So it is
possible to claim that the differ-
ence between Virk and those story-
tellers who write »pure literature«
rather than about a classical
»author’s subject« is that it is pos-
sible to equate the narrator with
the author’s subject. The bound-
ary between literature and its
Great Story is narrow. Virk suc-
cessfully resists the temptation
and remains on this side of the
divide.

Translated by
Lili Poipara

Drago Bajt

SLOVENE SHORT PROSE
OF THE LAST TWENTY YEARS

Two expressions in particular
have been used in the critical lit-
erature about Slovene prose of the
last twenty years, both only some-
thing of a prop in need: »uew Slo-
vene prose« and »young Slovene
prose«, Crities {especially the
author of these lines and the crit-
ie, Aleksander Zorn) needed them
as a term by which to embrace the
prose writing of young Slovene
authors, born after 1945, who
entered the literary scene at the
end of the sixties, during the tur-
bulent times of student unrest and
for about & decade thereafter, and
who wrote their first novel after
one or twe colleetions of shori
stories. This prose was created at
the end of the sixties as a reaction
to the prose wrifing of the earlier,
reistically and psychoanalytically
oriented pgeneration, The first
publications appeared in the stu-
dent weekly, »Tribuna« and the
journal, »Problemi«. The rebound
from »reisma, as the »new novel
in Slovenia was called by the lit-
erary publicist, Taras Kermauner,

1

was thus a breal with the deserip-
tion of a world of things in which
man ceased to be the centre of
things, was not full-faced and
complete; we find exact deserip-
tions in the style of »Heisme«, as
much with DuSan Jovanovi€é as
Ditmitrij Rupel and Marko Sva-
bié, whoe Eermauner character-
ized as »Ludist«. The young nov-
elists opposed above all the canons
of realistic, psychological, exis-
tential, philosophical prose, so
they fragmented the rational
framework of storytelling at the
boundaries of probability and
approached the region of the
absurd, fantasy, grotesque, where
there was no longer space for psy-
chological descriptive literary
form nor the great eschatological
guestions of classical and modern
prose. Literature as an imitative
or transformative sublimation of
the existent world began fo
change into literature as the gen-
eration and structuring of imagi-
nary textual worlds. Writing
became above all a creative game
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in the open space of literary
speech and fable; it no longer
wighed to serve traditional ide-
ology and social mythology. Rupel
and -Svabig were early joined by
the  Maribor writers, Frandelk
Rudolf and Drago Jandar, and
‘were Tollowed by Branke Gradis-
nilk; Emil Filipéi¢ and Urod Kal-
¢i€; and some time later by Vladi-
mir. Kovaéié, Tone Peréié and a
few others, so that in the seven-
ties, they formed a strong group
of prose writers who were fused

We will try to designate some of
the characteristics of this prose of
the seventies in Slovenia. In com-
parison with modern world litera-
ture, it is a mainly recognisable
literary reaction to the world
iniernal and external {o the worl,
well-tried »techno-poetice proce-
dures — nevertheless both are new
in' the development of Slovene
prose literature, in its role in soci-
ety in its national significance, in
the humanist mission of theartistry
of words, Literature lost the aure-
ole*of the basic values of the Slo-
vene ‘nation — it was no longer the
voice of a nationally established
ideology, faith, humanism, the
Word, capitalized, which would
become flesh and redeem the
world. Young authors introduced a
whole series of ways of degrading
the stoclk of Slovene myth and
reestablishing a zero condition
without  hierarchies or the

into the central, dominant current
of contemporary Slovene litera-
ture and took over the sceptre tra-
ditionally held by poetry - in
spite of there being no firm over-
all praphic and esthetic link
between them. They formed,
therefore, no literary school, ar
group or movement in the recog-
nised sense of the terms. Precisely
for this reason, there was also no
more adequate term created fur-
ther io aid in classification than
MEW« DT »younge Slovene proge,

f

supremacy of certain elements
over others. The literary world
of Slovene prose of the seventies
was brotherhood and equality for
all; if anything prevailed it was
literature itself, A writer wrote
a world, the world became only
as written, there was nothing
outsige the written world, The
literary world was the only
reality, no longer confined to the
world of the writer, to external
reality, formerly decisive for Hter-
ature.

The Hterary world has iis own
laws and regulations which can -
and often are - in confliet with
the logic of cause and effect of
matier in the human world. The
classical laws of truth and reality
do not apply; there is no harmony
of name and thing, no identity of
literary form, no linear story or
symetrical composition of realis-
tic prose. This world is »collapsed
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into storye, as the crific Alelk-
sander Zorn put if; the story is a
chain of associations which pro-
jeet a crumbling structure; the
text is not clear in its genre nor
finally formed. Contemporary
critics found in the »new prose« a
poetic construction plan, the
expressly »lyrical« and »metaphor-
ical« characteristics of the poetiry
of Salamun, Jesik, Svetina, who
take the structure of the story
much as a narrator and stylize the
waords, This is the stylistic efficacy
of this prose which is typified by
magic phrases which also operate
on the reader, and from here
derives the frequent linguistie
exhibitionism and esthetic man-
nerism as the final and highest
intent of this prose. Zorn charac-
terizes its lithosphere thus: »In all
these works, to a greater or lesser
extent (although strilingly and
deliberately) one can detect the
following poetic characteristics
which connect them: a disintegra-
tion of the causal construction of
the storyline — the scheme of the
story suddenly disappears like a
sinking river, it dizconnects with
a new story anecdote, and again

Slovene prose of the eighties
also developed under the flag of
wliberation from imitation« (M. Bo-
gataj), so in the direction of the
furiher antonomisation of litera-
ture, and marked by »autopoetics
and autonoethics«; the critic Tomo

with a third and s0 on - and in
conjunction with this there is
complete anarchy of genre, there
is no kind of logical and clear
genre, since writers now project a
fable, now a naturalist episode,
and then again psychological prose
which suddenly ends in science
fiction; and not infrequently there
is & radical abolition of the status
of the storyteller, who appears
briefly but importantly for the
prose story, then is cast as the
author himself, who steps into the
waorld of his own literature as the
hero. Everything is permitted,
nothing forbidden. And every-
thing is cast in a special halluci-
natory light both credible and
forceful, 1t seems that the »new
proses is chaos in which all ele-
ments are mixed, fixed haphazard
when all was present at the
moment of creation. Kverything
seems to lead bacle to the magic of
»clean« literary words; everything
which literature has invented and
distinguished flowing again into a
single liquid totality of a world of
language and story. And language
and story again hold the power of
a mythical magic world.«

Virk claims that the most appro-
priate characterization of the work
of a group of the generation men-
tioned, born at the end of the fifties
and start of the sixties, remains
»young« or »new« Slovene prose,
Virk listed 13 names: Andrej




Blatnik, Franjo Francié, Vlado
Zabot, Igor Zabel, Lidija Gaénik,
Lela B. Njatin, Jani Virk, Igor Bra-
toZ,; Feri Lainidek, Andrej Moro-
vi¢, Mart Lenardi¢, Bostjan Selis-
kar and Milan Kleé, Anather criti-
cal:follower of this prose, Marko
Juvan, divided the zbove names
into four groups: 1. metaphysicists
(»Hterarists«) — Blatnik, BratoZ, in
part Zabel and Lela B. Njatin -
who moved especially within »the
harizon of the Borgese vision of
the world as a greai labyrinth of
literature«; 2. subjective realists
(»individualists«) — Frangi¢, Selis-
kar, Morovié, Lela B. Njatin; 3.
archaicists — Gacénik, Zabot; 4.
fotal fantasists — Kled. He also
arranged them in the context of
preévious periods »antirealists,
antimimeticists and extratextual-
ists«;, who were characterized thus;
»THe-sovereignty of the author's
stibject-is raised above that of the
words, the creator of his own nar-
rative world, a commeniator on
his bwn writing and life who stress-
es-the precision and self-validity
of ‘gtyle (stylisation and stylistic
bieaks), parodies various typical
practices and plays with them
(gepre, functionalist and other
language forms, ideclogy and con-
vention), mixes perspectives, real-
ity and fantasy, abuses empirical
detail and the literary pomposity
of thought, as well as metaphysi-
cally »trying it on« {flowing togeth-
er of narrative levels, ‘stream of
character’, shifting of the hero of
the text in the text and into ‘real-
ity’).« The youngest generation of
Slovene prose writers appeared
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after 1083, especially in the maga-
zine »Problemi - Literafiraeq,
(Problems - Literature) which still
today shows its concepiual, theo-
retical and receptive background
of the seventies, above all French
post-struciuralism, and Anglo-
American  postmodernist and
metaphysical literature. Almost all
have returned to some kind of
metaphysical idea and have
deconstructed the story even more
than in the seventies: they are dis-
tinguished (e.g., Blainik in Bio-
grafije brezimnih (Biographies of
the Nameless )} by minimalist
»story moments« which are actu-
ally marginal fragments, only
described movement or gesture in
the context of poetic imitation
and simulation. Some of the
philosophical stands of this litern-
ture {e.g., that of the »mellowing
subject« and radical desubjectivi-
sation or the revelation of abso-
lute, capitalized, Thought which
disintegrates into a pluralist net
of thoughts) are engendered by a
questioning of authorship: the
author is twrned into a mere
scribe, a copyist, 2 quotor; and
also »the collapse of great stories«,
since it has led to fragmentation
and a »collage of discourses«, as
Igor Zabel put it. On the other
hand, this is a staied claim of
technopostic strategy and iacties:
it has strengthened sven further
literary ariism, individual style
has heen perfected (e.g., Bratoz or
Aleks Susulié), leading to mini-
malistic literary genres (anecdote,
prose maxims, parables, e.g., Blat-
nik or Miha Mazzini).
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Young Slovene prose writers of
the last two decades, as we have
said, were not a single school or
movement, so it is necessary to
Iook at the specifities of their
individual poetics. The choice has
been restricted.

The Slovene language is the
hera of the prose of Uro§ KALCIC
(1951), in all its historical breadth
from Janez Trdina to Rudi Seligo.
Aleksander Zorn wrote of his
Mehika (Mexico): »... the extraor-
dinary stylistic suggestivity, the
playing with synfax, grammar,
whose richness encompasses an
entire opus in a single hogk, are
characteristics which enable us to
read Mehika with real pleasure...
The language game leads us on
with suggestivity and hypnosis.
Kaléi¢ is here a great master of
storyielling...« The collection,
Mehike, is an abundant store of
archaisms and poeticisms, dialee-
tics and jargon, vulgarisms and
neologisms. The language distorts
the narrative tale, opens up the
traditional scheme of art, chan-
nels the narrative perspective,
moulds narrative time and space.
The result of this babble of
tongues is an evermore polished
deseription, bizarre episode, genre
frapgment. Language stylisation is
the basis of Kaléié's literary uni-
verse, captured in the charm of
word pictures.

Literary speech also has an
essential role in the prose of Dra-
go JANCAR (1948). In the novel
Galjot (Galley Slave), e.g., the
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author gives it a variety of roles:
it is adapted to the energy of the
inquisitor and the stutter of the
witeh, the judges clarity and the
drunken babble, and especially
the old world atmosphere of the
17th century., Janéar's words are
sometimes as deseripiive as
Seligo’s, and el the time serving
the writer's basic thinking on the
aungovernable chaos of exis-
tence«, in comstant service of
ideas of a world without a cenire
and of people without a spiritnal
core to life; this is the language of
Janéar's universat metaphor. The
sungovernable chaos of exis-
tences, the theme of O bledem
hudodelcu (Pale Sinner) (as well
as the novel Severni sij (Northern
Gleam) or the book of short sto-
ries Smrt pri Marijo Sneini
(Death at Mary of the Snows) -
and of course his plays), as the
tyranny of blind, bloody violence,
torments all of Janéar’s heroes,
ineluding Kristof in the story of
the same name. This spiritual-
corporal disarray expresses itself
narratively as an internal mono-
logue, dialogue, or even inter-
nalized diseussion, as a soliloquy
on and significance of the hero’s
ego, (It is natural that after these
prose works, Janéar is best known
as a dramatist.)

Branko GRADISNIK (1951) is
often unable to avoid conscious
keys to reading, so his stories are
a modern psrable about the exis-
tentinl problems of all, about
{ruth and lies, about time and
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space, Time and man's destiny are
the thematic dominants in the
collections Cas (Time) and Zemlja
zemlja zemija (Earth Rarth Earth).
-Gradisnilc tries to renew the solid
connection of story with a mental
sting in the tail (e.g. in Zgodbi
{Stories) or in the novel Leta
(Lethe), although paradox and a
disintegration of logic distingnish
it from classical realism; the liter-
ary play of conscious and subcon-
scious is close to sheer fantasy
prose, sometimes set in the genre
of science fiction, sometimes par-
odying pseudohistorical novel
(e.g., in Kerubini (Cheruhins).
Gradignik creates a web of liter-
ary and authorial reality, situa-
tions of matter in an unreal cos-
mos: he equates himseif with his
own heroes, he seeks in them per-
sonal identity and evidence of his
own existence,

" Jani VIRK {1962) is fascinated
by ‘death and love, as well as
being dedicated to breaching a
fantastic world of momentary
spiritual enlightenment, and also

pays attention to the appropriate-
ness of his prose form, The gues-
tion of genre in general greatly
engages the younger prose writ-
ers, especially the problem of
post-modernism, which Branko
Gradiinik was one of the first
consciously to introduce inio the
Slovene prose of the last twenty
years with his bouk Mistifikacije
(Mystifictions),

Andrej BLATNIK (1963) is
kmown to have been initially a
disciple of GradiZnik, Then with
the novel Plamenice in solze
(Torches and Tears) and the col-
lection of short stories Biografije
brezimnih (Biographies of the
Nameless), he created an example
of fiction-faction prose which was
a »genre mixe of trivial forms
(love stories, melodrama, detec~
tive, science fantasy, horror sto-
ries} given technostylistic meta-
physical treatment, such as hid-
den citations, an obseure subtext
or false context, parody, apoc-
ryphal stylisation, syncretically
included metatexts,

Translated by
Martin Cregeen




