Vortage passieren lassen: Skizzen zu Transfers
zwischen Ort und Zeitbezug in Uwe Johnsons

Jahrestagen in Hinsicht auf Prag
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Nicht ein Versprechen auf einen wie immer ausschnittartigen Uberblick iiber maR-
gebliche Theorieimporte in einen hiesigen und wo auch immer dortigen Kontext oder
feinsinnig analysierte Wort- und Begriffsgeschichten, die ihre Anschliisse in den uns
einen Kontext gebenden Theorieansétzen besitzen, kann das Folgende sich, vielleicht,
als eine Perspektive verstehen lassen, um dem taking place der Transfers die Dimen-
sion der Zeit mit bedenken zu geben. Dabei sich assoziativ und spekulativ von Zitat
zu Zitat zu bewegen, darf an dieser Stelle einmal angebracht erscheinen. Denn was
anderes als das Zitieren in seinen nach vorne und nach hinten unabschliefbaren Ver-
weisen wire als die idealtypische Bewegung — um nicht zu sagen: Verfahrensweise —
einer iibertragenden Lektiire zu erkennen, um die es in diesem Kontext gehen will? —

19. August, 1968 Montag
Die Nummer 40385 der New York Times.

Nachrichten aus Bogotd, Jerusalem, dem Irak, Cairo, La Paz, Peking, Biafra,
London. Wer wird da zweifeln an einer Vollstindigkeit. Gestern morgen wurde ein
Personenzug der Vorortbahn von Long Island beschossen; ein junger Mann tot, ein
anderer verwundet.

Die Pravda hat durchblicken lassen, was sie als Wahrheit giiltig wiinscht in Moskau:
wenn Arbeiter in Prag die sowjetischen Truppen um ein Verweilen im Land ersucht
haben, sind sie einem ,moralischen Terror’ ausgesetzt. An jeder Ecke in Prag stehen
Volksredner, sammeln sich Aufmdrsche; alles subversive Aktivitdten antisozialisti-
scher Kréfte. Damit das klar, ist, ja? (Johnson 1988, S. 1867).

So lauten die Worte am Anfang des zweitletzten, eines elfeinhalb Druckseiten lan-
gen Eintrags in Uwe Johnsons in vier Teilen entstandenen, 1983 abgeschlossenen Ro-
man Jahrestage. Dieser 19. August ist der letzte Tag, der am Ort des Romangesehens
lokalisiert ist, in New York City. Der Roman umspannt eine dufiere Zeitspanne von
365 Tagen: beginnt mit dem 21. August 1967 und endet am 20. August 1968, ,last and
final® lautet die Hinzufiigung zu diesem letzten Datum. Dazwischen steht ein Zeit-
geschichtsroman, organisiert von dem, was an den allen Transfers am schwierigsten
zu begreifen erscheint: Datierungen. In diesem zeitletzten Eintrag nun findet man:
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summiert ein Geschehen, das auf den 1875 voranstehenden Seiten Platz gefunden
hat. Zeit ist vergangen, sagen die riickblickenden Eintrdge unter diesem Datum vor
dem Kontinentwechsel der zwei weiblichen Romanhauptpersonen am nachsten Tag,
die als Mutter und Tochter zum Ende mit einer Figur aus der Vétergenerationen das
Schlussbild des Romans bilden werden, von dem sein Autor sagte, seine Leser sollten
so langsam lesen wie er ihn geschrieben habe. Aufgezahlt werden Nachrichten der
Zeitgeschichte und Alltagsepisoden, die iiber den Zeitraum der 365 Tage umspannen-
den erzéhlten Zeit hinausgehen, zuriick bis zur Ankunft von Gesine Cresspahl und
ihrer Tochter Marie in den Vereinigten Staaten sieben Jahre zuvor, 1961, das auch das
Jahr eines Mauerbaus war.

Es ist die Vorbereitung auf einen Abschied, auf eine Abreise, die dieser Ein-
trag nochmals Revue passieren lasst: auf einen geplanten Umzug nach Prag, deren
Vorgeschichte zuvor im Buch Zwischenraum eingenommen hatte inmitten eines
mehrschichtigen Zeitportraits, zu welchen Gegenwartserzéhlungen aus den zwdlf
Monaten von 1967 bis 1968, Nachrichten aus der New York Times als Medium zur
Erschaffung unserer Realitit der Massenmedien (nach Niklas Luhmann) und Nach-
erzdhlungen aus der Zeit vorheriger Generationen montiert werden, von Mutter
an Tochter weitergegebene Erinnerungen an eine Zeit der Vater- beziehungsweise
Grofivdtergeneration im nationalsozialistischen Deutschland und dem sowjetisch
besetzen Osten Deutschlands, der mit der Zeit zur Deutschen Demokratischen Repu-
blik werden wird. Es sind die unterschiedlichen Perspektiven auf das, was mit Uwe
Johnson Geschichte zu nennen ist (vgl. Johnson 1980), zu der ein emphatisches Ver-
haltnis im Laufe der geschilderten Newyorker Zeiten (the New York Times) aufgebaut
wird, adressiert als jene Wahrheit (prawda), von der Brecht in seiner MaRnahme das
Leninsche Diktum als mit vielfacher Konsequenz zu bedenkende Diktum ausgibt,
wozu Johnsons Roman mit seinen vielfachen Paratexten Material en masse liefert:
,die Wahrheit ist immer konkret*.

,Wir werden warten bis zuletzt; auf die Ansage in den Lautsprechern, die und
zurickruft nach New York. Bis sie sagen werden, dies sie der letzte, der endgiiltige
Aufruf zum Betreten der Flugmaschine. Passagerene bedes begive sig til udgang. Ple-
ase proceed to the gate now. Begeben Sie sich zum Ausgang®“. So endet der Eintrag
an diesem Vortag, der der Tag vor einem Ereignis sein wird, tiber das die Zeitungen
am iibernichsten Tag berichten werden und dessen Ausgang da noch offen ist: ein
Geschehnis, das sich in den Zeitungsmeldungen abzeichnet, ohne voraussehbar zu
sein, und sich mit Prag und der Nacht vom 20. auf den 21. August 1968 verbindet, fiir
die Erzéhlinstanz noch unbekannt, fiir den Autor zufillig eines, das auf das Datum
seiner tatsdchlichen Riickkehr von New York nach Berlin-West fiel.

Angesprochene Rahmungen und Kontextualisierungen — man mag sie kulturhisto-
rische Zusammenhdnge nennen — sind, wo sie zum adressierten Entscheidenden von
Transfer-Geschichten gemacht werden, als Teil von Epochenschreibungen zu erken-
nen. Dabei kann, und das wére ein Moglichkeit, iiber die erkennende Attestierung
von Selbstreferentialitdten in Texten hinaus zu gelangen, eine Perspektive auf das
Politische beim Re-Konstruieren eingenommen werden, das eigentlich retroaktiv er-
zeugt, was es als beispielweise als Epochen begreifen lassen will, indem es Grenzen
setzt. Wo jede Betrachtung von Transfers gewohnheitsgemaf auch nach den produk-
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tiven Missverstdndnissen fragt, nach den &sthetischen Echos oder dem epistemolo-
gischen Widerhall von hier nach dort, ergibt es sich wie von selbst, und dies scheint
durchaus erwihnenswert, dass von Kontinuitdten und Diskontinuitdten gesprochen
wird. Uberschaut man Transfer-Geschichtsschreibungen, auch wo sie tiber tradi-
tionelle Einflussforschung hinausgelangen, so scheint aller angemerkter Zisuren
oder benannten Briiche zum Trotz das wiedergegebene Narrativ wiederholt gern ei-
nem ordnungsstiftenden Progressionsdenken zu entsprechen. Die Geschichten der
Transfers sind und bleiben dadurch oft lineare — wenngleich nicht immer teleologi-
sche — Kontaktepisoden. So lassen sich dann fragend immer neue Epochenzésuren
setzen, Zeitrdume der Transfers zu Wahrnehmungsblocken machen: ,Mit welchen
Zielen wird die andere Kultur in den eigenen eingesetzt?“, lautet wiederholt die un-
ter den Vorzeichen eines cultural turn so oder dhnlich formulierte Leitfrage — und
man erkennt in dem, was auf sie als Antworten folgt, in darin traditionellen Darstel-
lungsweisen durchweg von herkdmmlich dichotonomischen Fremd- und Eigenwahr-
nehmungen bestimmte Sichtweisen vermittelt. Einen kleinen Vorbehalt dagegen zu
formulieren, der gar nicht mehr als auf die angenommenen Voraussetzungen sol-
cher Transfers hinweisen will, kann nicht zuerst thematisch gedacht werden, son-
dern hat vielmehr auf eines den Blick zu richten: die Tatsache, dass die Sprache die
Unterschiede macht. Es formuliert sich dieser Einspruch aus einer Ansicht heraus,
dass es das Konkrete der Sprache und die konkreten Sprechweisen sind, in und an
denen sich ganz unterschiedlich die Selbstvergewisserungen und Verunsicherun-
gen, die Infragestellungen und Selbstbehauptungen von Standpunkten wiederholt
und wieder anders zeigen und beobachten lassen. Sie zeugt fiir und erzeugt in ihrem
Gebrauch eines: die Zeit. Was fiir die Transfer-Betrachtungen zuallererst selbst gel-
ten muss, natiirlich in einem Beobachtungsschritt zweiter Ordnung. Sprache macht
Position: So ist es bei diesem Dichter der beiden Deutschland genannten Autor, der
bereits in seinem Debiit Mutmassungen iiber Jakob von 1959 eine Figur hatte auftre-
ten lassen, die als Anglist am Philologischen Institut Leipzig die Fremdsprache als
dort gelehrtes und untersuchtes Medium der Differenzerfahrung von Raum und Zeit
wie der in ihrem Gebrauch manifest werdenden Machtverfiigungen den verschie-
denen anderen Sprechweisen im Land kommentierend gegeniiberstellt. Und der in
seinem Romanhauptwerk in der Hauptfigur Gesine Cresspahl jemanden entwirft, die
in Westdeutschland tibersetzen lernte, nachdem sie aus der DDR dorthin gekommen
war, fiir sie eine Zwischenstation auf dem Weg nach New York:

— Was kann man arbeiten mit abgeschlossenem Studium der Anglistik?

— Lehrer.

— Das Verlangen nach einem solchen Beruf war mir ausgetrieben auf der sozialisti-
schen Oberschule von Gneez. [...] Uberhaupt wollte ich blof die Sprache. [...]

— Mir geniigte eine Dolmetscherschule, und stehe sie am linken Ufer des Rheins in
einem Talgraben, da sieht es bei eben aus wie Flandern nach der Schlacht. Wo die
Geschicklichkeiten von Hitlers Chefdolmetscher dir geldufig sein mufiten wie die
Spriiche Salomos. [...]

— Simultan dolmetschen.

— Das ist ein Klacks, das mach ich dir im Halbschlaf. Nein, das Konsekutive ist die
Kunst, die Hohe Schule des Dolmetschen a la Konferenz; wenn du eine dreiviertel
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Stunde lang einen Vortrag so iibersetzen und sprechen kannst, als hdttest du sel-
ber ihn entworfen (Johnson 1988, S. 1859).

Auf dieser Weise sprechen Mutter und Tochter in einem wenige Tage vor dem 2o0.
August datierten Eintrag der Jahrestage Differenzen an, die eine bestimmte Sprach-
verwendung erzeugen und als geschichtlich bewirken. Nicht nur hier umkreist das
Gesprach wie anderswo das von Sprechweisen und Schreibarten der Tagespresse be-
stimmende Zeitwahrnehmen im Sprachgebrauch: Ordnungssysteme und die 6kono-
mischen Verhéltnisse, die in der Sprache ihre Abbildung finden und sie mitbestim-
men. Die Kontinuititen (Dolmetscherschule mit Nazipersonal), die Faktoren bei der
Zukunftswahl (Schulerlebnisse im realexistierenden Sozialismus), die Ungleichzei-
tigkeit, die Formen von Stellvertretung in tibertragener Rede.

Jahrestage ist zudem wie oft kommentiert ein Roman, der nicht nur im hoch-
sprachlichen Deutsch in idiosynkratischer Verwendung geschrieben wurde. Teil-
weise ausgiebige Passagen sind auch auf Englisch und im mecklenburgischen Platt-
deutsch zu lesen, und neben anderen Sprachen kommt gerade dem Tschechischen
darin eine prominente Rolle zu, als der Sprache, die sich die Hauptperson von Berufs-
wegen anzueignen beginnt.! Denn als Bankangestellte soll Gesine Cresspahl in fiih-
render Position Geschéfte in Prag anbahnen. Zum Ende des Romans, in Ddnemark,
ist dieser Ausgang noch offen.

So ist das Romanwerk Ausstellung eines konstellativen Erzahlmodells — das sich
auf Walter Benjamins Erzdhleraufsatz ebenso beruft wie auf Hebels Kalenderge-
schichten, sich der Konkurrenz um Aufmerksamkeit mit andere Medien der Mittei-
lung von Realitét sehr bewusst — wie der angewandten Ausstellung von Sprechwei-
sen, die Raume der Artikulation von Zeitumstdnden im Wandel entstehen lassen. Ein
Roman, in dem jeder dieser sprachlichen Einsprengsel zum Ubersetzen auffordert,
und die Hegemonie der Rede in einer einzigen Sprache unstabil wie die Versiche-
rung von Zeugenschaft aus einer einzigen Perspektive unwirklich erscheinen lésst.
Lesbar ist eine Aufforderung zur Versetzung in eine Ubersetzungssituation, die die
verschiedenen Erzéhlebenen das Personal im Roman wie dessen Leser inszenieren.
Dies fordert zur mehrfach reaktualisierenden Gegenlese auf, um sich iiber das Ein-
lassen auf die Zeitrdume und Lokalisierungen der eigenen Erfahrung des Sprachge-
brauchs einen Begriff vom Ubersetzen — eine gewagte Ubersetzung von transfer oder
translatio — zu geben, die nur als unméogliche Erfahrung beschreibbare wére: Denn
alsletztlich nicht kontrollierbare Bewegung ist das Ubersetzen — der zitierende Ein-
schub sei an dieser Stelle gewagt — ,nicht der Transport von einem existenten Ort zu
einem anderen, von einem Ort, an dem das Original tatsachlich auffindbar wére, hin

1 Der Bedeutung des Prager Frihlings und der Utopie Prag in Johnsons Jahrestagen ist Sabi-
ne Fischer in einer ausfithrlichen Lektiire der Einarbeitung des am 27. Juni 1968 erschie-
nenen Manifest Zweitausend Worte des Schriftstellers Ludvik Vaculik in den Roman nach-
gegangen (vgl. Johnson 1988, S. 1437-1446). Sie liest die Verwendung des Dokuments, das
durch die Perzeption im Roman durch die Figur Gesine Cresspahl einen ,fiktionalen Sta-
tus“ erhalte, als Unterstitzung der ,Authentizitit des Erzghlten®: ,Dieses Substrat objek-
tiver Realitdt verschmilzt durch Gesines Beurteilung also mit der fiktionalen Wirklichkeit*
(Fischer 1993, S. 54).
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zu einem anderen, an dem sich schlief3lich die Ubersetzung plaziert finde, nicht die
stérungsfreie Ubertragung von einem in seiner Abwesenheit noch bezeichenbaren
dort zu einem als gegenwirtig priasent behaupteten hier. Der Ort der Ubertragung
ist stets ein Effekt der Ubertragung selbst, also ein Transformationseffekt. Es ist ein
Ort, der nicht unmittelbar bezogen werden kann, da sich zu ihm als in einem tran-
sitorischen Zwischenraum in Bezug gesetzt werden kann. Wenn sich so sagen 14ft,
das Ubersetzen setzt Subjekt und Objekt damit in gleicher Weise einer Ortlosigkeit
aus, dann hilft es zu verstehen, das entsprechend auch das Verstehen ,niemals eine
Relation zwischen zwei vorgegebenen, unverriickbaren statischen Entitéten [ist], die
von dieser Relation unberiihrt blieben. Vielmehr ist es diejenige Relation, in der sich
ihre Relata allererst konstituieren — in der der Leser zum Leser dieses Satzes der Satz
zum Satz dieses Lesers wird — und also ein Vorgang der wechselseitigen Affektion und

a4

Alteration™ (Plath 2003, S. 92).

,Was ist geblieben? Geblieben ist die Sprache®, antwortete Hannah Arendt in ihrem
bertthmt gewordenen Fernsehinterview Giinther Gaus auf die Frage, was nach dem
vollzogenen Kontinentwechsel und der Erfahrung des erzwungenen Exils vom , Eu-
ropa der Vorhitlerzeit® bleibe. ,Ich habe immer bewufit abgelehnt, die Mutterspra-
che zu verlieren. Ich habe immer eine gewisse Distanz behalten sowohl zum Fran-
z6sischen, das ich damals sehr gut sprach, als auch zum Englischen, das ich ja heute
schreibe. [...] Ich schreibe in Englisch, aber ich habe die Distanz nie verloren. Es ist
ein ungeheurer Unterschied zwischen Muttersprache und einer anderen Sprache”
(Arendt 2005, S. 60). Mit ihren der Antwort auf die Frage nachfolgenden Worten mar-
kierte sie eine entscheidende doppelte Differenzerfahrung. Uwe Johnsons Gespréachs-
partnerin wihrend seiner mit der erzéhlten Zeitspanne des Romans genau zusam-
menfallenden Zeit in New York, die unter einem Alias-Namen im Roman selbst zur
Figur werden wiirde, benennt eine Form kritisch produktiver Sprachkritik, die sich
in ihrem Fall (und Johnson inszeniert sich ihn fiir sich) der entscheidenden Selbstre-
flexion durch einen transatlantischen Perspektivwechsel verdankt.

In ihrer 1969 auf Englisch erschienenen Studie On Violence spricht Hannah Are-
ndt — und so sei eine der zentralen Uberlegung angesprochen, die den operationalen
Gebrauch des Begriffs Transfer betrifft, der vielfach zu voraussetzungslos bestimmt
Verwendung findet — von einem ,logischen Fehler in diesen hypothetischen Kons-
truktionen méglicher zukiinftiger Ereignisse®: ,Was zuerst — je nach dem intellek-
tuellen Niveau mit oder ohne Beriicksichtigung der implizit gegebenen Alternati-
ven — als Hypothesen erscheint, wird sehr schnell, oft nach wenigen Abschnitten,
zur Tatsachen’, einem Datum [meine Hervorhebung, N. P], das dann einer ganz Serie
ahnlicher Data gebiert, deren hypothetischer Charakter vergessen ist — und damit
der rein spekulative Charakter des ganzen Unternehmens*“ (Arendt 1970, S. 11).

Ereignisse, schreibt sie wenig spiter weiter in deutscher Ubersetzung von 1970,
,sind dadurch gekennzeichnet, dass sie automatische Prozesse oder zur Gewohn-
heit gewordene Verfahrensweisen unterbrechen; nur eine Welt, in der sich nicht
ereignet, entspriache der Grundprédmisse der Futurologen. Zukunftsprognosen pro-
jizieren gegenwirtige Prozesse und Verfahrensweisen; sie sagen voraus, was aller
Wahrscheinlichkeit nach eintreten wird, wenn Menschen nicht handelnd eingrei-
fen und wenn nichts Unerwartetes geschieht. Jede Handlung und jeder Zwischen-
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fall zerstort mit einem Schlag alle Voraussetzungen, in deren Rahmen die Prognose
erfolgt und ihre Indizien zusammenstellt“ (ibid, S. 11f.). Was Arendt hier als eine
itber die Zasur von 1989 hinaus wirksamen Einspruch gegen das einfache Begreifen
von Zeitverldufen und als Apologie des Ereignisses schreibt, wie man es zur gleichen
Zeit mit Blick auf die Mai-Ereignisse in Paris von Maurice Blanchot formuliert be-
kam, wiederaufgegriffen von Derrida in seinem Marx Gespenster als Aufforderung
zum fortgesetzten Nachlesen angesichts einer Absage an teleologische Bestimmun-
gen einerseits (wie sie das Marxschen Geschichtsdenken zum Recht verhelfen will)
und im scharfer Absage der Rede vom Ende der Geschichte (Fukuyamas) anderer-
seits, kann auch gewendet einen Anspruch an die zukunftsprojizierenden Rekon-
struktionen von nie ganz gewesenen Transfers formulieren. Das kann sich sagen
lassen, wer bei der Rekonstruktion von Transfers an Epochengeschichten mit-
schreibt, und Arendts Worte auf jene latent vorhandenen prognostischen Aussa-
gen beziehen, die zumindest implizit in allen transferring readings wirken: , Solche
unerwarteten, unvorausgesehenen und unvorhersagbaren Zwischenfille als blof2e
Zufille oder die letzten Zuckungen der Vergangenheit’ abzutun, bzw. sie in Engels’
,Rumpelkammer’ oder in Trotzkis bertthmten ,Abfalleimer der Geschichte’ unter-
zubringen, ist der dlteste Trick der zu Propheten gewordenen Historiker; zweifellos
helfen solche Kunststiicke dabei, in sich widerspruchslose Theorien aufzustellen,
doch um dem Preis, sie weiter und weiter von der Wirklichkeit zu entfernen. Als
Projektionen tatsdchlich beobachtbarer gegenwértiger Prozesse haben sie immer
eine gewisse Wahrscheinlichkeit fiir sich: gefdhrlich werden sie erst, wenn sie als
in sich schliissige Theorien auftreten, mit deren Hilfe man angeblich wissen kann,
was wirklich war, ist und sein wird“ (ibid, S. 12). Johnsons Zeitroman Jahrestage,
der als Teil eines Erinnerungsdiskurses langst nicht ausgelesen ist, in Anlage und
Ausfiihrung sowie dessen Kommentierungen eine Zeit- und Medienreflexion nicht
einfach enthilt, sondern aktualisierbar zu machen erlaubt, nimmt — das wire die
hier skizzierte These — ein von Arendt seinerzeit in On Violence wie in ihrer Studie
Zwischen Vergangenheit und Zukunft. Ubungen im politischen Denken I ausgearbeitetes
und gegen selbstverstandliche oder vereinfachte Vorstellungen von Progression
und Fortschritt gerichtetes Angebot zum zeithistorischen Denken auf. Im Roman
finden sich Arendts Uberlegungen (und nicht ohne Widerspruch, zu dem Johnson
als Erzihler der Chronik und dem Almanach verpflichtet, Anlass hat) in die Er-
zdhlanlage des Romans umgearbeitet wider. In Johnsons Roman kann damit eine
erzéhlerische Selbstbehauptung gegeniiber der Darstellbarkeit von fiktionalen
Geschichtsverldufen und eine Absage an Fortschrittsideologien gesehen werden,
gegen die Arendt sich in On Violence analysierend wendet, wenn sie schreibt, es sei
versténdlich, dass der Fortschrittgedanke sich habe durchsetzen kénnen: ,Nicht
nur kann diese letztlich unbewiesene und unbeweisbare Hypothese die Vergan-
genheit auslegen, ohne das Zeitkontinuum aufzubrechen, sie liefert vor allem auch
dem Handeln einen Zukunftsentwurf an dem es sich orientieren kann“ (ibid, S. 31).
Und, zweitens: , Der Fortschrittsgedanke beantwortet die hdchst unbequeme Frage,
die sich jeder neuen Generation stellt: Und was machen wir nun?“ (ibid., S. 32).

Mit einer dieserart informierten konstellativen Art der Sprechweisen, jenen
Sprachwechseln, in denen sich die Zeitgeschichte in ihrer Wirkung zeigt, reagiert
Johnsons stilisierten Erzéhlduktus auf Zeitgeschichtsreflexionen, die bei Arendt bis
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Ungarn 1965 und die Studentenrevolte im Mai 1968 reichen und Prag hingegen uner-
wihnt lassen, wie er in einem klassisch gewordenen Medium, dem Roman, aus der
Gegenwart heraus eben deren Nacherzéhlbarkeit fiir eine Zukunft in Zweifel zieht
und eben davon zu erzdhlen zur gewaltigen Aufgabe macht. Dabei wird die Frage
nach der eigenen Position im Heute des Schreibens und der Lektiiren — der Erzéh-
linstanzen innerhalb des Romans, des Autors wie der Leser zu verschiedenen Zei-
ten — zum Gegenstand anders konstellativer topographischen Schilderungen.

Prag, als Stadt ein Ort mit einer Geschichte aus datierbaren Ereignissen,” fungiert
synechdochisch als ein erklértes Ziel, im Kontrast zu einem gegenwértigen (New
York) und den vielen in der erzihlten Geschichte, ist kein idealisierter Ort, sondern
einer, der ein Noch-Nicht in der Gegenwartserzahlung der Hauptperson eintragt.
Die Stadt Prag ist, als ein Ort, an dem die Personen nicht anwesend werden, eben fiir
sie in einer Alltagsgegenwart ein jener Ort, der uns denkt, wie es Derrida im Riick-
verweis auf Paul Valérys Paris in Generationen einer Stadt, seinem in Prag gehaltenen
Vortrag zur Bedeutung der Polis und Unabschliefbarkeit eines Gemeinschaftsbaus
nach einer epochalen Grenzéffnung formulierte (Derrida 1992a). Als ein Ort, der
uns als seine Bewohner und auch Besucher — Derrida in Das andere Kap (1991) — in
einem Heute aus anderen Zeiten mit einem Anspruch auf ein Morgen beherrscht,
und dessen Herrschaftsgesten und Kréifte erst im Erkennen von dessen Wirkung ad-
ressiert werden konnen. Prag ist als Stadt verschiedener Zeiten und verschiedener
Sprachen das Datum, mit dem Uwe Johnsons vierteiliger Roman nicht endet, son-
dern der von diesem im vierten Buch noch uneingetretenen Ereignis, firr das er na-
mentlich steht, her konzipiert und lesbar wird. Die Stadt steht auch vorab ein fiir
das nunmehr verlassene New York als dem zeitgeschichteten Ort, an dem (in Kor-
respondenz mit Arendt) ein Transfer stattgefunden hat, der iiber die Reflexionen
von zeitaktuellen Ereignissen ein Erzédhlmodell informierte, dass in zehn Jahren-
Schreiben dann seine Materialisierung erfuhr. Aus den Jahrestagen jene theoreti-
schen Uberlegungen zur Zeit als einen Import von Arendts Uberlegungen zur Zeit,
Revolution und Fortschritt, das heifft zur Geschichte von Gegenwarten, herausle-
sen zu kénnen, der sich eines Transfers an der ganz speziellen Konstellation an ei-
nem bestimmten Ort verdankt — Johnson nennt das Nachbarschaft — (und dass dem
so ist, muss an dieser Stelle eine Behauptung bleiben), scheint eine etwas zu beru-
higende Vorstellung zu durchkreuzen: dass sich Antworten finden, auf die offene
Frage, wo sich Transfers eigentlich ereignen.

2 Nach Lesart von D.G. Bond wird Prag zu einem fiir das politische Erzahlprinzip der Jah-
restage entscheidenden Ort: ,Prague is the one place in 1968 where Gesine’s past crys-
tallizes in an attempt to create a new future: it was the scene of Nazi occupation and of
Stalinist socialism, both of which have determined the conditions of her childhood. Now
the Prague reforms represent an attempt to learn from history just as Gesine’s personal
interest in them stems from her wish to overcome her own past. The core to the politics
of Jahrestage lies, I believe, in these two examples of addressing the past“ (Bond 1993,
S.76).
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RESUME / RESUME

Mijejici dopoledne: érty k pfechodiim mezi lokalitou

a Casovou vazanosti v Jahrestage Uweho Johnsona — s ohledem na Prahu

Clanek probira vybrané pasaZe z hlavniho dila Uweho Johnsona Jahrestage, v ném? vyznamnou
roli hraji udalosti ,prazského jara“ v roce 1968, a zamysli se nad moznosti chapat historicka vy-
pravéni a kritiku jazyka spoleéné (v prekladu sui generis) jako kriticky vztah k takzvané soutas-
nosti a k realité minulosti. Clanek ukazuje, jak jsou zptisoby vypravéni, jich# Johnson vyuziva,
ovlivnény pojetim nepredvidatelné budoucnosti a udalosti u H. Arendtové. Kli¢ové téma prazské
pfedndsky Jacquesa Derridy — jak mésto determinuje ,,nade” vnimaéni a sebevédomi a jak 1ze pti
psani uchopit a ,¢asovat® lokalitu — tu je vyuZito k ziskani pfistupu k nékterym opomijenym
aspektim Johnsonova dila. Johnson roman a komentére k nému podavaji vnitiné rozmanitou
reflexi o ¢ase, skute¢nosti a médiich, reflexi, kterd osvédéi svou soucasnou platnost, pokud ji
vnimame jako exemplarni, hlasem literatury prednesené zpochybnéni funkéniho pristupu k dé-
jindm a vypravéni o nich.

Letting Preceding Days Pass: Sketches on the Transfers between Locality

and Time-Anchoring in Uwe Johnson’s Anniversaries — with Regard to Prague

The paper concentrates on selected passages from Uwe Johnson’s opus magnum, Jahrestage
(Anniversaries), in which the Prague Spring and the events of 1968 play a key role, and develops
some ideas on how narrations of history and critique of language can jointly (as a translation of
sorts) be understood as a critical approach to what is taken to be the present and the reality of
the past. It is argued that Hannah Arendt’s notion of the unpredictability of the future and of the
event variously influenced the modalities of narration as employed by Johnson. The central issue
of Jacques Derrida’s Prague lecture on how a city determines ‘our’ modes of (self-)preception and
how a location can be grasped and ‘dated’ in writing is put to use in order to develop a singular
perspective on some neglected aspects in Johnson's work. Johnson’s novel and its commentaries
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form a diverse reflection on time, reality, and the media which can affirm its contemporaneity
when understood as exemplary in contesting, by the voice of literature, the functionalization of
history and its narrative.
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The Beauty of Compacting Human Head:s.
Metaphors of Writing and the History of Book Destruction
in Bohumil Hrabal’s Too Loud a Solitude

Heike Winkel, Freie Universitat Berlin

THE PRAGUE PAPER PROCESSING PLANT
AND THE HISTORY OF BOOK DESTRUCTION

In Bohumil Hrabal’s P#ili§ hlu¢nd samota (Too Loud a Solitude), the protagonist Harita,
having been evicted from his beloved paper collecting point, where he worked at the
press, strolls through Prague, ending up — unsurprisingly — in a bar where he en-
counters a giant ‘reeking of the river’. The giant’s appearance frightens the guests,
who watch him grab a chair as if to smash it against the wall. Suddenly, however, he
is revealed as a gentle giant, using the chair leg not as a weapon but rather as a ba-
ton to conduct his own sentimental tune: ‘Gray Dove, Where Have You Been’, before
introducing himself as ‘the hangman’s assistant’ (Hrabal 1990, p. 93) and leaving the
venue.! The giant is a beautiful intertextual reference to Frangois Rabelais, whom
Hrabal considered to be one of his most important sources of inspirations, in partic-
ular his Gargantua and Pantagruel.

In this article, I want to take up the track of Rabelais and his notion of corporeality
for a reading of Prili§ hlu¢nd samota that understands the novel as a commentary on
the history of book destruction as an integral part of 20® century history in Central
Europe, shaped by different forms of totalitarianism. It’s line of argument is twofold:
ethical or political on the one hand, but also aesthetic. Because the decline of literary
culture the book destruction indicates is, to an equal degree, seen both in the practice
of censorship in totalitarian regimes and, on a more general level, in the decline of
the culture of reading in society. Destruction of books is perceived and represented
in a media-historical perspective as a revision of book printing. Thus, the excesses of
destruction presented in Prilis hlu¢nd samota become apparent as a grotesque critique
of the written word.

In his work, Hrabal links the notion of the corporeality of literature, letters and
books directly to book destruction. It is common knowledge that in Pilis§ hlu¢nd sa-
mota Hrabal artistically explores and reproduces his experience of working at a pa-

Y NsY s

1 ‘obr plny viné ¥iéniho vzduchu’; ‘sivd holubigko, kdes byla?’; ‘katiiv pomocnik’ (Hrabal
1994, p. 76).
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per processing plant in Prague, at which he compacted wastepaper and banned liter-
ature, which had been officially declared to be nothing more than wastepaper. Hrabal
had worked there for more than four years, from October 1954 until February 1959.
Some time between 1954 and 1957, he wrote the first fictional account of this period,
featuring Harita, the abundantly palavering protagonist, so talented in beautifying
and transcending his immediate surroundings through storytelling. In 1976, Hrabal
returned to this topic and revived Harita in three versions of Prili§ hlu¢nd samota, the
third of which became an immediate success in the underground samizdat network
for distributing banned literature, and was printed in Czech in the Federal Republic
of Germany and translated into several languages.>

In this version, we observe an extreme extension of the narrative timeline: Harita
recounts that he has been working at the wastepaper press for 35 years. During this
time, he has experienced and participated in three historic waves of book destruc-
tion: That initiated by the fascists after the invasion and declaration of the Protector-
ate of Bohemia and Moravia during World War Two; the Stalinist one following the
end of the war; and a third wave in the era of post-Stalinist normalization.® Harita
consistently subverts his own job by taking home piles of books in order to save them
from destruction; and, on the other hand, staging peculiar burials of books by con-
structing bundles of pressed wastepaper, in the centre of which he places a single
book taken from the piles to be destroyed. As this work is very demanding and takes
alot of his concentration and time, Haiita is an inefficient worker, who is repeatedly
reprimanded by his supervisor. Nevertheless, he hopes to be able to keep up his work,
until one day, he visits a new, modern hydraulic paper compactor. Harita immediately
understands that this efficient machine will inevitably render him superfluous. Ul-
timately, in a scene resembling a dream, Harita lies in his own paper press to become
composted himself.

Zuzana Stolz-Hladka has rightly noted that the interrelation between body and
world was one of Hrabal’s most favourite themes throughout his oeuvre, and has
given an insightful elaboration of some important sources and means of this artistic
strategy, including that of endlessly repeating metamorphosis, a core idea of Hra-
bal’s poetics that unites the fictional hero with the author: ‘Like Haiita, Hrabal trans-
forms reality into paper and paper into life. One becomes the other and the distinc-
tion between a concept and its transposition, the original and its transformation, is
obliterated’ (Stolz-Hladk4 2004, p. 44).

Taking up this approach, I would like to implement a decidedly historical per-
spective. My argument is, that in PFili§ hlu¢nd samota, the paper press is an ambiva-
lent Chronotopos in the sense of Mikhail Bakhtin (1981), representing history as the
progression of techniques for book destruction. In this context, obviously, Haiita
is characterized as a reader who resists the relentless devaluation of the culture of

2 Foracomprehensive account of the publication history and a comparison of the different
versions, see Roth 1986, p. 139.

3 See Heftrich 2008, p. 230, who pointed out, that if we accept the date of 1976 given in the
manuscript and equate the end of the story with the end of Harita’s life, then we can as-
sume that he began his work in 1941, the year in which Reinhard Heydrich became Reich
protector of Bohemia and Moravia.
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reading in 20" century Bohemia or, respectively, Czechoslovakia. Thus, he can be
considered an anachronist, because he fails to keep up with the times. Anachronism
is indeed a core concept of Prili§ hlu¢nd samota, but not just in the sense of outdat-
edness. I rather suggest to apply Georges Didi-Huberman’s notion of anachronism
as a subversion of linear narratives of history (Didi-Huberman 2000). This idea of
anachronism helps us to understand how, in this short novel, we are told of a quite
long, chequered history via a unique method of radically contracting the narrative
time and of introducing metaphors that represent synchronicity. From this point of
view, it becomes apparent that by working in the paper press the way Haiita does,
he operates with different time scales. Thus, he becomes the embodiment of mul-
tiple discourses and traditions of material-based use of writing and books, which are
closely intertwined with the topic of book destruction.

The academic literature contains two prevailing notions of book destruction as
a cultural practice. The first tends to equate books with culture and, accordingly, the
destruction of books with an attack on culture. From this perspective, book destruc-
tion is always considered an act of brutality. Naturally, in this context, the burning
of books in 1930s Nazi Germany represents the epitome of vandalism. Additionally,
it is precisely those events that link the destruction of books with the fate of human
beings. The quotation from Heinrich Heine’s 1821 play Almansor, engraved near the
Bebelplatz memorial to the Berlin book burnings of 1933, gives this link its ultimate
formula: ‘Das war ein Vorspiel nur, dort wo man Biicher verbrennt, verbrennt man
am Ende auch Menschen’* Unfortunately, history has proven Heine right, and recent
literature has reacted by coining the term ‘libricide’ to describe ‘ideologically driven,
systemic destruction of books and libraries’, which emerged in the 20 century as
patterned behaviour, thereby pointing out the parallels between the destruction of
books and homicide (Knuth 2003, p. 13).° Thus, the gradual perfection of methods of
book destruction during the 20" century represents a sort of negative guiding prin-
ciple of modernity.

The second line of research attempts to avoid a unilaterial perspective from which
book destruction can only be understood as a violation of culture. Instead, the con-
nections between destruction and creativity become the focus of attention. Practices
of destruction like burning, mutilation, devaluation, recycling as de- and reshaping
are inevitably connected to the concept of a certain idealistic and materialistic value
of the book. Therefore, destruction can always be considered as a revaluation. Artistic
and literary practices offer explorations into the creativity of modes of book destruc-
tion that enable us to come to a deeper understanding of its respective contexts and
implications and resist its destructive power.® Hrabal’s Prili§ hlu¢nd samota, obviously,
deals not only with the horror of book destruction, but also with its beauty.

Additionally, literary imaginings of the destruction of letters and books are ca-
nonic topoi of self-reflective criticism of the written word. Since the Enlightenment,
the culture of writing and books has been accompanied by an inherent self-critique

4 ‘Where they have burned books, they will end in burning human beings’.

5 Another term, used by Baéz 2008, is ‘bibliocaust’. For further discussion, see Knuth 2007,
Bosmajian 2006, Fishburn 2008.

6 See for example, Partington and Smyth 2014, Kérte 2012, Strétling 2005.
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that gave rise to biblioclastic scenarios (Kérte 2012, p. 17). Starting with Plato’s Phaid-
ros, writing has continuously been regarded as the mortification of the vital oral
word. The literary motif of book destruction embodies this mortification.

Against this background, the topos of book destruction contributes to a critique of
the tradition of hermeneutics, which is orientated exclusively to the spiritual mean-
ing of words, thereby abstracting from its material substance. Such a notion of lit-
erature neglects the fact that, historically, in many practices, the materiality of books
and their handling (as objects in rituals, vessels, toys, collectables, etc.) outweighed
the importance of their content (Kérte 2012, p. of). In the course of history, material-
based use of books becomes gradually marginalized and devaluated as ‘secondary
use’ in the course of constructing a narrative of cultural progress along a continuum
from magic to religious rituals to modern, enlightened practices (Kérte 2007). Thus,
a focus on book usage that includes acts of actual physical use of books, up to their
damaging, shredding, tearing and bending, implies a critique of a simplistic under-
standing of modernity as an abstraction of the corporeality of words, letters and
books and an exclusive focus on their transcendent meaning, as well as revaluation
of traditions preserving a corporeal perception of knowledge, represented in this
novel most notably by Rabelais.

METAPHORS OF INCORPORATION: HRABAL READS RABELAIS

In his account of the culture of books, reading and literature, Hrabal in no way lim-
its himself to the historical timeframe of 35 years representing the narrated period.
Instead, he constantly transgresses those frames. Thus, the practice of the mechani-
cal and industrialized destruction of books is interpreted as an integral part of the
culture of the printed book of the Gutenberg era, which brings us back to Rabelais.
His pentalogy, Gargantua and Pantagruel, published between 1532 and 1564, about 80
years after the invention of letterpress printing, recounts the adventures of the giant
Gargantua and his son Pantagruel. The work is obviously a fictional dialogue with this
epochal media revolution and an exploration of changing media (Schneider 2008).
Those changes, obviously, are mainly reflected in the use of metaphors. During the
transition from the Medieval Era to the secularized Renaissance, metaphors for in-
corporation of letters and books, which were originally used primarily in official and
popular religious contexts, gradually became used as means of self-reflexive critiques
of language in other contexts as well (Schmitz-Emans 2005, p. 37f.). In Gargantua and
Pantagruel, Rabelais explores the different notions of incorporation by means of an
‘examination of the qualities of the eatable and drinkable book’ (Kérte 2012, p. 89),
using the giants’ insatiable appetites and their unrestrained consumption to form the
core motifs of the reception, production and reproduction of knowledge.”
Accordingly, Rabelais’ poetics on the corporeality of the world can be under-
stood as a fundamental exploration of the shifts and changes in thoughts and ideas,
cultures of production of knowledge and education, caused by the transition from
the Medieval Ages to the Renaissance. In this context, the literary game with the co-

7 ‘Untersuchung der metamorphotischen Qualititen des ess- und trinkbaren Buches, [...]"
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existence and concurrence of the corporeal, sensual, synaesthetic culture of orality
and the logics of literacy plays a central role.® In Gargantua and Pantagruel, Rabelais
develops a critique of writing that consists not of a pessimistic account of the loss
of immediacy and sensuality in letters, but rather of experiments with the mate-
riality and corporeality of the written word in order to revive its sensual notion of
literature.

When taking into account that the dichotomy of orality and literacy is tradition-
ally represented by the metaphor of ‘flowing speech’ (flieende Rede) and ‘frozen
text’ (gefrorener Text, Wenzel 1997), it becomes clear, that the metaphor of a book be-
ing drunk is a very strong one in the context of the literary project of a revitalization
of letters. It is amongst the most important metaphors in Gargantua and Pantagruel
and obviously one that closely links Rabelais to Hrabal. Already in Rabelais’ prologue
to the first book, the readers are metonymically addressed as drinkers:

Most noble and illustrious drinkers, and you thrice precious pockified blades (for to
you, and none else, do I dedicate my writings), [...] Be frolic now, my lads, cheer up
your hearts, and joyfully read the rest, with all the ease of your body and profit of
your reins (Rabelais 1894).°

In the fifth book, Pantagruel’s companion Panurge consults multiple prophets on the
question of whom to marry. Finally, together they take a sea voyage to consult the
priestess Bacbuc and her oracle of the ‘Divine Bottle’, having many adventures and
overcoming multiple obstacles en route. When approaching the oracle, the holy bottle
utters the word trink (drink). Bacbuc’s interpretation of this prophecy is the mimetic
realization of the metaphor of the drinkable book, as she instils in him the ultimate
truth — that truth is in wine:

There she took out a hugeous silver book, in the shape of a half-tierce, or hogshead, of
sentences, and, having filled it at the fountain, said to him, ‘the philosophers, preach-
ers, and doctors of your world feed you up with fine words and cant at the ears; now,
here we really incorporate our precepts at the mouth. Therefore I'll not say to you,
read this chapter, see this gloss; no, I say to you, taste me this fine chapter, swallow
me this rare gloss” (Rabelais 1894).

The transition from a metaphorical notion of the corporeality of the book to a mi-
metic one we see here, is best interpreted with regard to the Eucharist. Rabelais’ writ-
ing reflects the conflicting interpretations of the sacrament in the early stage of the
Reformation. In 1520, Martin Luther had first attacked the idea of transubstantiation
as incorporation in favour of a symbolical interpretation (Kilgour 1990, pp. 79-84).
Rabelais, attempting to reunite those dividing views, aimed at establishing ‘an ideal

8  For further discussion of the configurations of orality and literacy in Rabelais see Rommel
1997, pp. 36-47, 87-124.

9 ‘Beveurs tres illustres, et vous, Verolez tres preciex, — car & vous, non a aultres, sont
dediez mes escriptz, [...] Or esbaudissez vous, mes amours, et guayement lisez le reste,
tout & I'aise du corps et au profit des reins!” (Rabelais 1962, pp. 5-9).
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of an incarnational and Eucharistic poetics that unites both physical and spiritual
levels of existence’ (Kilgour 1990, p. 85).

Precisely this logic of the transition from a metaphorical notion of the corporeal-
ity of the book to a mimetic, sensual, even erotic one is taken up by Hrabal in Prili$
hlu¢nd samota and expanded it into the specific context of the 20™ century. The opening
lines of the story make direct reference to the Rabelaisian metaphor:

For thirty-five years now I've been in wastepaper, and it’s my love story. For thirty-
five years I've been compacting wastepaper and books, smearing myself with letters
until I've come to look like my encyclopedias — and a good three tons of them I've
compacted over the years. I am a jug filled with water both magic and plain; I have
only to lean over and a stream of beautiful thoughts flows out of me. My education
has been so unwitting I can’t quite tell which of my thoughts come from me and which
from my books, but that’s how I've stayed attuned to myself and the world around me
for the past thirty-five years. Because when I read, I don’t really read; I pop a beauti-
ful sentence into my mouth and suck it like a fruit drop, or I sip it like a liqueur until
the thought dissolves in me like alcohol, infusing brain and heart and coursing on
through the veins to the root of each blood vessel (Hrabal 1990, p. 1).1°

The particular refinement of Hrabal’s game of metaphors lies in the fact that, hav-
ing introduced two different images of embodiment of script (eating and compost-
ing), he then amalgamates them in order to create a new, very strong anachronis-
tic image, which symbolizes the synchronicity of various notions of scripture that
are usually assigned to different eras. He combines the media-historically old no-
tion of the incorporation and internalization of reading and knowledge with the
new, modern image of a printed book as a vessel of printed and thus externalized
thoughts. By doing so, Hrabal imagines the revision of the externalizing effects of
book printing. This comes with a strong sense of genealogical consciousness, which
makes Harta himself appear to be the medium of the history of reading in Czecho-
slovakia:

For thirty-five years now I've been compacting old paper and books, living as I do in
a land that has known how to read and write for fifteen generations; living in a one-
time kingdom where it was and still is a custom, an obsession, to compact thoughts
and images patiently in the heads of the population, thereby bringing them ineffable

10 ‘Tticet pét let pracuji ve starém papite, a to je moje love story. Tficet pét let lisuji stary
papir a knihy, tficet pét let se umazavam literami, takZe se podobdm nauénym slovnikim,
kterych jsem za tu dobu vylisoval jisté t¥icet metrakd, jsem dzban plny zivé a mrtvé vody,
sta¢i se mali¢ko naklonit a te¢ou ze mne samé pékné myslenky, jsem proti své villi vzdélan,
a tak vlastné ani nevim, které myslenky jsou moje a ze mne a které jsem vycetl, a tak za
téch tricet pét let jsem se propojil sdm se sebou a svétem okolo mne, protoZe ja kdyZ ¢tu,
tak vlastné nectu, j4 si naberu do zob4c¢ku krasnou vétu a cucdm ji jako bonbén, jako bych
popijel skleni¢ku likéru tak dlouho, aZ ta myslenka se ve mné rozplyva tak jako alkohol,
tak dlouho se do mne vstfebava, az je nejen v mym mozku a srdci, ale hrkd mymi zilami az
do kotinkf cév’ (Hrabal 1994, p. 9).
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joy and even greater woe; living among people who will lay down their lives for a bale
of compacted thoughts. And now it is all recurring in me (Hrabal 1990, p. 2)."

The anachronistic image of composted thoughts and books becomes explicitly con-
nected with the practice of book destruction in its historical dimension. From the
perspective of the modern era of book printing, which Haiita experiences primarily
from its dark side of book destruction, he projects the image of modern book destruc-
tion practice back onto a state of genuine orality. As this implies the imagination of
a corporeal notion of literature, it strikingly reveals the analogy between the destruc-
tion of books and of human beings, notably in the metaphor of burning books as the
archetype of the book destruction paradigm, which suddenly complements the im-
age of composted paper:

[My burnt black head resembles a Cinderella-nut, and I know,]* How much more
beautiful it must have been in the days when the only place a thought could have its
mark was the human brain and anybody wanting to squelch ideas had to compact
human heads, but even that wouldn’t have helped, because real thoughts come from
outside and travel with us like the noodle soup we take to work; in other words, in-
quisitors burn books in vain. If a book has anything to say, it burns with a quiet laugh,
because any book worth its salt points up and out of itself (Hrabal 1990, p. 2).1®

This vision of corporealistic book destruction unfolds throughout the plot in the two
interdependent treatments of production and reception of literature.

11 ‘Tticet pétlet balim stary papir a knihy a Ziji v zemi, kterd patnact generaci umi &ist a psét,
bydlim v byvalém kralovstvi, kde bylo a je zvykem a posedlosti trpéliveé si lisovat do hlavy
myslenky a obrazy, které prindseji nepopsatelnou radost a jesté vétsi Zal, ziji mezi lidmi,
kteff za balik slisovanych myslenek jsou schopni polozit i Zivot. A ted v8echno se to opak-
uje ve mné, [...]" (Hrabal 1994, p. 10).

12 The passage in parentheses is missing from the English translation, thus, for the sake of
completeness, I added my own translation.

13 ‘Popeléin ofisek je moje hlava, které vyhotely vlasy, a j& vim, jak jesté krasnéjsi musely byt
Casy, kdy vSechno mysleni bylo zapsano jen v lidské paméti, tenkrat, kdyby nékdo chtél
slisovat knihy, musel by presovat lidské hlavy, ale i to by nebylo nic platné, protoze ty pravé
myslenky prichézeji zvendi, jsou vedle ¢lovéka jako nudle v bandasce, takze KonidSové
celého svéta mamé paleji knihy, a zdali ty knihy zaznamenaly néco, co plati, je slySet jen
tichy smich palenych knih, protoZe pot4ddna kni¥ka vZdycky ukazuje jinam a ven’ (Hrabal
1994, p. 9). Possibly, the metaphor of noodles can be read as an allusion to Macaronic verse
as a mixture of languages, notably Teofilo Folengo’s Opus Maccaronicum, which served as
a pretext for Rabelais. Mona Korte assumes that Folengo’s poetry established the tradition
of the ‘gastronomic paradigm’ in literature (Kérte 2012, p. 90), as the poet produces ‘Mac-
aronic verse’ as a mixture of Latin and Italian, having been fed macaroni and gnocchi. The
technique of mixing languages that characterizes maccaronic verse is here transferred
onto the mixture of different ideas of literature.
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DYSTOPICAL IMAGES OF BOOK DESTRUCTION
BETWEEN MEDIA HISTORY AND POLITICS

Firstly, as mentioned above, the histories of Bohemia and Moravia are told as the me-
dia history of literacy and book printing, which is present only from the perspective
of post-war communist Czechoslovakia’s perfidious practices of censorship and book
destruction. In Prili§ hlu¢nd samota, the paper composting machine represents an in-
verted version of the letterpress, thus equalling the production and destruction of
books. In the academic literature, the latter is usually understood as an instrument
promoting a loss of corporeality in the notion of books by means of abstracting from
manuscriptural texture and originality and introducing standardized typescripts, as
well as by separating producers and recipients in space and time (McLuhan 1962).
Hrabal takes up this notion of a gradual loss of corporeality in book printing, trans-
fers it onto the practice of book destruction and subverts it by constantly implement-
ing the corporeal dimension in this process. This is how Harita’s actions at the paper
press are to be read, where he spends most of the time creating paper packages from
various types of waste paper, reprints of classical paintings and selected books that
he adores, which he places in the packages’ centre, thus shaping sculptures that re-
semble paper bodies with a paper heart. It has been rightly noted that, through this
creative practice, Hailta opposes the work of destruction in which he himself is in-
volved (Heftrich 2008, p. 230). In this context, it is important to notice that Haita’s ac-
tions at the paper press by no means represent attempts to prevent the book from be-
ing decomposted. His actions rather symbolize resistance in a media-historical sense.
Hariita is unable to understand the destruction of books as a purely mechanical act.
This is why, when watching the cremation of his mother, Harlta compares this event
to his own work at the paper press, describing the sound of breaking bones he hears
and the corporeal resistance he feels when shredding books and compiling packages
(Hrabal 1994, pp. 16-17)."* Transgressing the abstract, metaphorical notion of book
destruction, he mimetically sees, hears and feels their corporal existence. As he is
unable to prevent destruction altogether, Hailta tries to at least save the books from
anonymous, industrialized and abstract destruction by re-implementing the notion
of corporeality. This is the fundamental meaning of his unique paper packages, con-
sisting of art prints, shredded paper and books. By composing those bundles, he re-
turns to them a synaesthetic body — uniting image, text and sculpture. These acts of
reformation symbolize both destruction (he himself perceives them as urn burials,
Hrabal 1994, p. 17), and creativity.®

14 For further examination of the analogy between the destruction of books and the exter-
mination of human beings, see Heftrich (2008). Heftrich focuses on the ethical dimen-
sion in order to work out the treatment of the Holocaust, particularly the genocide of Sin-
ti and Roma in PFilis hlu¢nd samota.

15 With regard to the paintings, Hrabal implies a critique of the standardization caused by
the printing press, analogous to that he develops with regard to literature. He regularly re-
ceives deliveries of huge numbers of reproductions of a single painting, e.g. Rembrandt.
When using them for his work, he overcomes the loss of originality inherent in the serial
printing. Note the parallels between this practice and artistic montage, which played an
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While this situation basically represents the reality of the Gutenberg era, Hrabal
adds another state of perfection of book destruction in order to expose the degree of
anti-literacy in communist Czechoslovakia. Over the years Haiita had adapted well
to his situation, assuming that he would continue to live like this forever. However,
his visit to a new paper-compacting facility in Bubny marks the turning point in his
life. The gigantic machine represents an entirely new era in the destruction of books.
Here, brigades of young, neat and healthy socialist workers file along the conveyor
belt in a clean and modern glass hall the size of a railway station. Instead of drink-
ing beer while working, like Hailta does, they have milk. This is the point at which
the motif of book destruction with its realistic references to post-war communist
Czechoslovakia becomes ultimately dystopic. Here, the principle of the Gutenberg
printing press is united with the socialist shockwork principle, with its obvious Tay-
loristic components. Thus, the logic of disembodiment inherent in both the practices
of book printing and book destruction is taken to its logical conclusion. The workers
operate in an entirely sterile setting; they have absolutely no relation to the work
they are doing; for them, it makes absolutely no difference what they are process-
ing. Thus, instead of interrupting their work in order to leaf through a book they are
about to shred, or to read a couple of lines, they simply unpack the delivered books,
rip the spines from the covers and process them. Only Haiita is incapable of such an
abstract, detached attitude and, as usual, blinds in corporeal image. Observing the
work process, he is reminded of a visit to a poultry farm in Libu$, and thus the view
of the paper conveyor is overlaid with the image of slaughtered chickens, hung inline
to be carried off for further operations.

FIGURALITY OF READING: THE BIBLIOMANIAC AND THE ILLITERATE

The line of argument dealing with book destruction as the inversion of printing is
complemented by a second, focused on reading, with respect to the reader as a lit-
erary figure.’® The treatment of the cultural practice of reading clearly reflects the
changes occurring in the culture of the printed book.

Throughout the story, Hailta as a prototypical reader is opposed by two types of
anti-readers. The first type, obviously, is the socialist new man, as encountered by
Haiita at the press in Bubny. For him, those brigadiers represent the ultimate lack of
culture. When Harita learns that the brigade is planning a vacation to Greece, he is
gripped by pure desperation because he understands that they are entirely ignorant
of all the Greek philosophers that he himself reads. To him, those socialist workers

important role in Hrabal’s own literary work. The creative moment of Harita’s destruction
work has already been acknowledged in the research literature, mostly in relation to Hra-
bals aesthetics of montage and collage (e.g. Slavi¢kova 2004, James 2013).

16 In her fundamental analysis, Susanna Roth has rightly pointed out, that, when consider-
ing Baron Prdsil (the outrageous Baron Munchausen) as a precursor of Prili§ hlu¢nd samo-
ta, a metamorphosis Hatitas metamorphosis from a talking protagonist (in fact, a proto-
typical practitioner of pdbenf (palaver) to a reading one in P#li§ hlu¢nd samota; see Roth
1986, p. 191.
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represent a new breed of illiterates who have forgotten how to read properly. This is
exacerbated by Hailta’s awareness that the next generation is being taught such atti-
tudes to reading and knowledge from an early age, as he understands when watching
aclass of schoolchildren being introduced to the paper compactor. The real horror of
the perfect paper-compactor is that it represents a closed cycle of book production
and destruction, in which production basically equates to destruction. Here, once
more, Haita’s imagination serves as a highly perceptive sensor, revealing the am-
bivalent effects of a corporeal notion of literature. When observing the destruction at
the paper compactor, he adds material book printing to this process, thereby hinting
at both the material sensuality inherent even in printed books, and to the fact that
destroying books is a form of physical torture:

[...] they just went on working, pulling covers off books and tossing the bristling, hor-
rified pages on the conveyor belt with the utmost calm and indifference, with no feel-
ing for what the book might mean, no thought that somebody had to write the book,
somebody had to edit it, somebody had to design it, somebody had to set it, somebody
had to proofread it, somebody had to make the corrections, somebody had to read
the galley proofs, and somebody had to check the page proofs, print the book, and
somebody had to pack the books into boxes, and somebody had to do the accounts, and
somebody had to decide that the book was unfit to read, and somebody had to order it
pulped, and somebody had to put all the books in storage, and somebody had to load
them onto the truck, and somebody had to drive the truck here, where workers wear-
ing orange and baby-blue gloves tore out the books’ innards and tossed them onto the
conveyor belt, which silently, inexorably jerked the bristling pages off to the gigantic
press to turn them into bales, which went on to the paper mill to become innocent,
white, immaculately letter-free paper, which eventually would be made into other,
new books [...] (Hrabal 1990, p. 66).”

This dystopic vision, in which the censor is the only remaining reader, has a devastat-
ing effect on Harita. He understands that his days at the paper compactor are num-

17 ‘[...] klidné pracuji a d4l vy$kubévaji jddra knih z desek a hazeji zdésené a hrizou najeZené
stranky na bézici pés, tak lhostejné a klidné, aniz by prozivali vSechno to, co takova kni-
ha znamend, prece nékdo musel tu knizku napsat, nékdo ji musel opravovat, nékdo ji
musel pre¢ist, nékdo ji musel ilustrovat, nékdo Ze ji musel vysazet, nékdo ji musel ko-
rigovat, a nékdo ji musel znovu presazet, a nékdo ji musel zase korigovat, a nékdo ji mu-
sel definitivné vyséazet a nékdo ji musel dat do stroje a nékdo ji musel znovu preéist ve
vyvéskach uz naposledy, a nékdo ji musel znovu dét do stroje a vyvésku za vyvéskou dat
do dalsiho stroje, ktery knihu svézal, a nékdo musel brat ty knihy a sestavit z nich balik
anékdo musel napsat za knihu a za v8echnu préci na knize tc¢et a nékdo musel o knize ro-
zhodnout, Ze nenf ke ¢teni, a nékdo musel knihu zatratit a dat prikaz, aby $la do stoupy,
a nékdo musel knihy uloZit do skladu a nékdo musel knihy naloZit znovu na nékladdk
a nékdo musel privézt baliky knih aZ sem, kde délnici a délnice v ¢ervenych a modrych
a zlutych a oranzovych rukavicich vytrhavaji vnitfnosti knih a hézeji je na bézici pas,
ktery hluse, ale pfesné trhavymi pohyby odnasi zjezené stranky pod giganticky lis, ktery
je presuje do balikd, a baliky jdou do papiren, kde z nich se udéla nevinny, bily, literami
neposkvrnény papir, aby na né&j byly natistény dalsf a nové knihy’ (Hrabal 1994, p. 57).
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bered, as he cannot compete with the rate of destruction achieved by the facility at
Bubny although, in a desperate attempt, he tries to. It is not so much moral scruples
with respect to the large-scale book destruction, which tortures him, but the fact that
he will be deprived of the opportunity to recover and occasionally rescue beautiful
books from amidst the waste paper. He manages to grab one last book, which he then
presses so hard against himself that it literally sinks into his flesh, similarly to how
the bible held by the statue of Jan Hus in Kolin sinks into the stone, and he is feasting
on the warmth of the book body. Only then, when Harita checks the book title, does
he realize that he has found a book of interest — Charles Lindbergh’s account of his
first transoceanic flight; he flees the paper press to present his finding to his last fel-
low book lover, the sacristan Frantik Sturm, who owns a collection on aviation.

The wish to present a book to a collector echoes Harita’s own book collection,
which is part of his identity as an anachronistic reader. Hrabal’s cynical version of
the satire on scholars represents a bibliomaniac against his own will.!® This motif is
already introduced in the story’s opening passage: ‘such wisdom as I have has come
to me unwittingly’, which, ironically, reiterates Rabelais’ vision of an enlightened
hunger for knowledge, hinting at the fact that Hanta’s education while at the paper
compactor is determined by the state-implemented logic of censorship, that decides
which books end up in his hands. Besides staging aesthetic burials for books, Harita
takes them home to store them. Thus, over the years, his small apartment has become
grotesquely overloaded with stacked books, and at night he fears being ‘squashed
like a flea’ (Hrabal 1990, p. 16; ‘rozplacne mne jako ve¥’, Hrabal 1994, p. 19) by the
books, which are piled on a canopy above his head, a fate only too familiar to biblio-
maniacs as literary figures (Ko$enina 2003, p. 149-150). For Rabelais, the library had
represented creative chaos, a ‘place, where the pleasure principle seems to dominate’
(Dickhaut 2004, p. 191; ‘ein Ort, wo das Lustprinzip zu dominieren scheint’). Here, this
positive connotation is totally lost. In Hrabal, Hanta is still an admirer of books but he
is deprived of any possibility of indulging his passion for books in his unintentionally
created library.

As a literary figure, bibliomaniacs present specific attitudes toward literature as
a source of knowledge, a status symbol, a source of aesthetic pleasure and so on.
As such, historically, they have been the object of both ridicule and admiration
(Desormeaux 2001, pp. 9-16), precisely because they collect books not necessarily
to read but to gain pleasure from being surrounded by them. In Hrabal, one might
suggest that, as a book collector, Harita becomes an object of pity, as his collection
represents what can no longer be read, or be read in future, in communist Czecho-
slovakia. Thereby, it is obvious that, eventually, his efforts will be in vain. His own
ambivalent role contributes to that, as Hariita is a spoke in the wheel of state-enforced
conformation of literature. Due to his impulse to resist by perceiving books as living
objects, Hanta imagines that the books he stores are planning their revenge against
him, punishing him for his destructive work, for which he tries to compensate but
which does not entirely abandon.

As a reader, Haiita personally represents (even incorporates) the entire history
of reading during a thoroughly anti-literate era in which real reading becomes out-

18 For a detailed account on Gelehrtensatire, see Kosenina 2012.
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dated. Therefore, throughout the story, we encounter references to multiple notions
of script and, respectively, to practices and notices of reading rooted in different his-
torical times and cultures. In this regard, Eucharist, which is mentioned several times
throughout the story, can be regarded a leitmotif, as the debate over substance and
accidents in the Eucharist was in fact, ‘an argument about the nature of metaphor’
(Kilgour 1990, pp. 12-13), confronting figurative and literate notions of the world.
Haiita is repeatedly torn between those two modes of reading.

The opening passage, which establishes the Rabelaisian ideal of reading as drink-
ing, is followed by Harita’s first reference to the Eucharist, which becomes connected
with the act of reading as transcending the scripture: ‘When my eyes land on a real
book and looks past the written word, what it sees is disembodied thoughts flying
through air, gliding on air, living off air, returning to air, because in the end every-
thing is air, just as the host is and is not the blood of Christ’ (Hrabal 1990, p. 2)."” And
this again is followed by an account of him reading every rare book he finds amongst
the flood of old paper at the paper press, of gluing his eyes to the text and reading out
the first sentence like a Homeric prophecy (Hrabal 1990, p. 5). Thus, he is referring to
a metaphor of reading as a unification of text and reader, an intertwining in which
the corporal complements the rational.?°

The hyperbolic, grotesque-realistic style in which Hrabal engages emphasizes the
sensuality of the scenes related to reading, although they rarely depict the act of
reading as detailed as in the opening passage. Thus, even the vision of literary imagi-
nation becomes ambivalent, as it is shaped by lust and estrangement:

[...] And I huddle in the lee of my paper mountain like Adam in the bushes and pick
up a book, and my eyes open panic-stricken on a world other than my own, because
when I start reading I'm somewhere completely different, I'm in the text, its amaz-
ing, I have to admit I've been dreaming, dreaming in a land of great beauty, I've been
in the very heart of truth. Ten times a day, every day, I wonder at having wandered
so far, and then, alienated from myself, a stranger to myself, I go home, walking the
streets silently and in deep meditation, [...] (Hrabal 1990, p. 7).*

As Hrabal explores Central Europe, respectively Prague, as a terrain of literary cul-
ture, naturally, the Jewish tradition of the written word cannot be missed. When
reflecting on his mortifying preparation of the paper bales, Harta remembers the

19 ‘Kdyz se olima dostdavdm do porfddny knihy, kdyZ odstranim ti$ténd slova, tak z textu
nezustane taky vic neZ nehmotné myslenky, které poletuji vzduchem, spo¢ivaji na vzdu-
chu, vzduchem jsou ziveny a do vzduchu se vraceji, ponévadz vSechno je koneckonct vz-
duch, tak jako souasné krev je a souasné neni ve svaté hostii’ (Hrabal 1994, p. 10).

20 For a detailed account of metaphors of reading, see Manguel 1996, pp. 163-175.

21 ‘A ja se na upati hory papiru kréim jak Adam v ktovi, s knizkou v prstech otevirdm
ustra$ené o¢i do jiného svéta, nez jsem v ném pravé byl, protoze jd kdyz se zactu, tak jsem
docela jinde, jsem v textu, sdm se tomu divim a musim provinile uznat, Ze jsem opravdu
byl ve snu, v krdsnéjsim svété, Ze jsem byl v samotném srdci pravdy. Kazdy den desetkrat
Zasnu, jak jsem se sdm sobé tak mohl vzdalit. Tak odcizeny a zcizeny se navracim z préce,
tiSe a v hluboké meditaci [...]" (Hrabal 1994, pp. 12-13).
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Talmudic analogy of crushed olives and humans; and, as Zuzana Stolz-Hladka has
rightly pointed out, Harita’s perception of his desperate work to clean his book stor-
age after his visit to Bubny bears a reference to the Jewish exegetic tradition and the
notion of Adam, like a Golem, being created from clay and remaining a lifeless cre-
ation. In light of this, Hanta’s remark that he ‘worked as though shovelling a pile of
lifeless matter’ (Hrabal 1990, p. 70; ‘Tak jsem pracoval, jako bych nakladal lopatou
hromadu ne%ivé hliny’, Hrabal 1994, p. 60) can be read as an attempt, in contrast to
his usual attitude, to perceive the books that he destroys as inanimate matter (Stolz-
Hladka 2004, p. 44).*

As manifold and rich as Hafita’s notion(s) of reading may be, in the end, the
knowledge that he gains causes him only trouble and pain. Thus, the pleasures of
(corporeal) reading are opposed by literature’s teachings. When reflecting on his
reading, Haiita claims that, each night, he expects the books to ‘tell me things about
myself I don’t know’ (Hrabal 1990, p. 7; ‘Ze se z nich néco sdm o sobé& dovim, co je3té
nevim’, Hrabal 1994, p. 13). In practice, however, he is aware (referring to Immanuel
Kant) that the ‘heavens are not humane’ and that his work renders him a ‘refined
butcher’ (Hrabal 1990, p. 3; ‘nebesa nejsou vitbec humanni{’, ‘Nejsem vic neZ né%ny
teznik’, Hrabal 1994, p. 10). His education may help him to understand what is hap-
pening in Czechoslovakia and his own part in it, but this leads to nothing other than
the weaving of an intertextual carpet of metaphors and metonymies. This becomes
strikingly apparent in the above-mentioned inventory, which symbolizes Holocaust
extermination practices. Hanta repeatedly interrupts his destructive work in order to
step aside and read Immanuel Kant’s Allgemeine Naturgeschichte und Theorie des Him-
mels (Universal Natural History and Theory of Heaven), which brings him to a state of
epiphany in view of a transcendent idea of reason. Nevertheless, he continues with
his work, playing down its barbaric character (‘somebody’s got to do it’) by finding
a pictorial motif to compare it with, namely Peter Brueghel’s Massacre of the Innocents.
Kant, Schopenhauer, Hegel and van Gogh form a layer of texts and interpretations
that overlaps the real, seemingly unavoidable events.

In this depiction of the folly of a Renaissance bibliophile in communist times, a gen-
uine illiterate is the ideal counterpart of the ever-reading Harita. This role is assumed
by Haiita’s former lover, Mané¢inka. Throughout the story, Manc¢inka is remembered
as representing pure, innocent corporeality without any connections whatsoever
to education and scholarship. The scenes featuring Mancinka represent scatologi-
cal satire in the spirit of Rabelais. While attending a gala, she accidentally drags her
ribbons through faeces in the latrine, subsequently spraying the other guests when
dancing polka; and when skiing, she leaves ‘an enormous turd’ on her skis (Hrabal
1990, p. 30; ‘ohromné lejno’, Hrabal 1994, p. 29). Thus, becoming the object of ridi-
cule and not relinquishing the shame, Man¢inka would disappear from Haiita’s life.

Later, after Harita has seen the Bubny paper press and anticipates his downfall, he
sets out on a journey to find Manc¢inka. He learns that she had an encounter with an
angel, had many lovers and finally settled with a sculptor, who was presently work-
ing on a statue representing her as an angel, thus ‘continuing the Almighty’s work’
22 Naturally, this vision is instinctively subverted by the fact that, after all, clay is the basic

material of creation.
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(Hrabal 1990, p. 74; ‘stavi a tes4 v zastoupeni Boha Manéinku jako andé&la’, Hrabal
1994, p. 63). With this encounter, the fate of the two protagonists is sealed. Hatita, the
scholar against his own will, is ultimately disappointed and loses all faith in literature
as a source of knowledge, as he had ‘constantly read books in search of a sign’ but
‘never received a word from the heavens’ (Hrabal 1990, p. 74).%* Conversely, Manéinka,
who ‘had always hated books, who had never in herlife read a book through except to
lull herself to sleep, was ending her earthly days as a saint’ (Hrabal 1990, p. 72), thus
achieving the salvation for which Harta searched in vain.

Manc¢inka’s metamorphosis from a representation of scatological vitality to that
of a saintis highly ambiguous, as her canonization implies a loss of physical intensity.
Consequently, for the first time in her life, her relationship with her partner is one
of purely platonic love. Furthermore, the stone sculpture symbolizes the creation of
memory as an act of mortification. This is emphasized by the idea that she could place
the statue on her grave as a kind of coffin seal after her death. In the logic of analo-
gies that structures the entire plot, this statue corresponds to the piles of books that
Harita stores on the canopy above his bed, which squeeze him until he shrinks, while
Manéinka ‘reaches her full height’ (Hrabal 1990, p. 74; ‘rozletéla se svymi perutémi
z kamene’, Hrabal 1994, p. 63).> However, in Hatita’s imagination, this ambiguity is
overcome by the believe that Manéinka’s fate represents the ultimate canonization of
illiteracy and scatological corporeality.

Haiita, on the other hand, having realized that he will be dismissed from the paper
press, wanders aimlessly through Prague, where his encounter with the melancholic
Rabelaisian giant helps him understand that the era of real book lovers has definitely
come to its end. Having realized this, he finds himself back in his cellar at the pa-
per composting machine. As he, Harita the reader, is deprived the hope of heavenly
salvation that Manc¢inka has found, his only escape is to become like his beautiful
paper bales: He lies down in the drum, ready to be pressed himself. This suicidal act
completes the transition from a metaphorical notion of the corporeality of books,
presented in the opening analogy to reading and drinking, to a mimetic one. Thus, it
might be considered inconsistent that, in the third text version, which became the
canonical version, the motif of suicide was obscured by a dream-like vision and an
open ending. The image of Hailta being buried like a book carries a cruel, ambiguous
and grotesque beauty, taking the analogy of book destruction and the killing of hu-
man beings to the next level, just as Hrabal does several times throughout the story.
Hanta’s paradox vision of composted heads as a means of destruction of books in the
oral era has — maybe — come true. Present and past, orality and literacy and their
different notions of embodiment, are once again united.

23 ‘zatimco ja, ktery jsem neustdle Cetl a hledal z knih znameni, tak knihy se proti mné spik-
ly a nedostal jsem ani jediné poselstvi z nebes’ (Hrabal 1994, p. 63).

24 ‘Ze Mandinka, kterd méla hrizu ze ¢teni, kterd neprecletla jedinou porddnou knizku,
akdy?z, tak jen proto, aby usnula, tak ted se na konec své Zivotni cesty dopracovala svatos-
ti...” (Hrabal 1994, p. 62.)

25 The English translation is insufficient here, a more literal translation would be: ‘she had
flown from the stone with her wings’.
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Metafory psani a historie ni¢eni knih v P¥ilis hlu¢né samoté Bohumila Hrabala

Clanek podavé rozbor Hrabalovy Prilis hlu¢né samoty jakozto literarni reflexe historie cenzury
a ni¢eni knih v Cechéch. Z hlediska teorie médif se jedna o protéjsek historie knihtisku. Hatita je
anachronicky ¢tenaf, ktery se vzpird ni¢eni knih tim, Ze trva na télesném, smyslném chapani lit-
eratury, inspirovaném predev$im dilem Frangoise Rabelaise. Hrabal tak predkladd kritiku upadku,
kterym za socialismu prosla kultura ¢teni, pri¢emz se ale nejedna o €isté politicky komentar, ale téz
o uméleckou vizi krasy ni¢eni a o komplexni kritiku psani a ¢teni.

The Beauty of Compacting Human Heads

Metaphors of Writing and the History of Book Destruction in Bohumil Hrabal’s

Too Loud a Solitude

The article offers an analysis of Bohumil Hrabal’s novel Pfilis hluénd samota (Too Loud a Solitude) as
aliterary reflection of the history of censorship and book destruction in Bohemia. In terms of me-
dia theory, this history is a counterpart to the history of letter printing. Hartita represents an anach-
ronistic reader, resisting book destruction by insisting on a corporealistic, sensual notion of litera-
ture, which is inspired most notably by the work of Francois Rabelais. Thus, Hrabal offers a critique
of the decline of reading culture in the Socialist era that is not just a political comment, but also
an artistic vision of the beauty of destruction as well as a complex critique of writing and reading.
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