Fiona Bjbrling

CROSSING CULTURAL BORDERS. THEME AND NARRATIVE MODE IN
ALEXANDR KLIMENTS'S NUDA V CECHACH

"*Jag undrar om en nordbo kan forstd."
Lubomir Burovid

"To je to zvlG¥tni na veliké lileratufe:
Ze je tim ne jnbrodné j¥fm, co nérod mé, a
pritom mluvf Fedf srozumilelnou a
ddv¥rn¥ blizkou v¥em. Z4dnd diplomacie
a %&dn$ spolek nbrodd nenfi tak
univerz4lnf jake literatura; ale lidé jf
nep¥iklGdaji dost vlhy, to je lo; prolo
se mohou poX4d je¥t# nenGuvidét nebo si
bHt cizi",
Karel tapek, Cesta na sever

i. A Dbasic assumption for all of us who are engaged in the study
and teaching of a foreign natural language or a foreign national
culture must be that a language and a culture is in some sense
available even to those vho are not born into it. Paradoxically we
aggume on the one hand the closedness of a communication code
vhich we are out to "crack”", vhile on the other our very activity
presupposes that communication across language and cultural
barriera ig both meaningful and possible. A cultural tradition by
definition implies border lines; it is precisely something wvhich
is set in limits and defined against that which lies beyond those
limits, The border lines may be set in time or space.

A natural distinction existe betwveen Jlanguage as such and
cultural manifestations such as literature. Noone can pretend to
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understand & foreign language without learning its basic grammar
and vocabulary. Literature on the other hand can be claimed (in
translation) by any reader, at any time and in any place. No
matter hov incompetent a reader may be ve can never forbid him to
read say a novel by Dostoevekij on the grounds that he has not
mastered the code. Within the field of reader-reception theory
there exist two extreme standpoints: on the one hand the idea that
meaning is constituted by the reader during the reading process,
end on the other the idea of a common code which unites the author
and the reader. Representing the latter, Roger Fovler claims the
following:

*The reader’s encounlter with the lex! consisls basically of
the release of knowledge through response io the pallerns
which the author has deployed in encoding the deep struc-
ture of the work., It is an act of discovery of that which
he is already equipped, by his place in the communily of
readers, lo discover. The novel he reads is part of the
sel f-same syslem of signs to which he personally belongs.
Or, the same in many respects.™ (pp. 128-129)

Although Fowler admits that complete identity between reader and
text does not exist and indeed would in itself render communica-~
tion superfluous, his theory 18 extremely code-orientated and
cverlooks the fact that people in fact do read literature which
stems from alien cultural codes - alien both in time and plsce.

The question which I propose to examine ie the followiang: How
is the narrative eituation affected and in vhich vays is the rea-
der position otherwise determined vhen fictional communication
crogees cultural borders?

2, The <fictionel narrative gituation is understood according to
the following scheme which is based on Chatman (151):

Real > Implied > Narrator > Narratee > ImpliEd > Real
author author reader reader

Real author and Real reader are external to the text as such.
Into this diagram I would insert the position of characlers
betwveen narrator and narrafee. From the point of viev of reader
reception we may reverse the direction of the arrova and see the
sltarting point of the procese as resting vith the real, i.e.
historical, reader. Obviously the cultural identity of <the real
reader will determine his identification of the implied reader
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position and from there hig interpretation of the text. While no
interpretation of a fictional text can be disqualified as "wrong",
6till the term "narrative communication® does imply the desirabi-
lity of a reader interpretation as directed by the text itself and
not tsken entirely out of the blue.

Let us briefly consider the distinctive feature of artistic as
oppoged to non-artistic communication. The purpose of art is to
raise to the level of permanency that which othervige risks being
borne awvay with the passage of time. In a very special way that
vhich is given status as art exists outside time. It is not a
question of the physical manifestation of a work of art, but of
its ontological status. Thue radioactive waste may exist for thou-
sands of years without becoming art, and similarly it is
queationable vhether Dostoevekij’e Crime anrd Punishment would
cease to exist with the deatruction of every single copy of the
vork. In other words, art raises to the level of symbol that vhich
in itself has a place in the non-symbolic world of reality. We can
take any part of reality - a written wessage, an earthenvare pot,
a deacription of Russian society at the end of the nineteenth
century - and raige it to the level of symbol: ve allow it to
stand as a monument to its age and beyond that to suggest the
unity of humankind through the ages. We transfer it from the dia-
chronic to the synchronic axis., We exchenge its specific and prag-
matic eignificance for a universal eignificance. The universali-
sing povwer of art is inherent in the artistic process.

On the other hand it is important to stress that art is not pure
symbol, pure universalising. Just as words cannot be devoid of
their normal, ‘communicative’, meaning, 8o art, particularly
verbal art, cannot be realised in a vaccuum devoid of details
vhich relate to the realia of everyday life. Verbal art ie activa-
ted along an axis which extends between pure description on the
one hand and pure symbolising on the other. All verbsl art conveys
to some extent communicative information about a milieu apecific
in time and place. This pole is of courase stronger in proge than
An poetry, stronger in the novel than in the short story, stronger
above all in realism than in symbolism and modernism. Particularly
in the case of the novel, a reader is bound to learn basic facts
as to how a certain community lives. This information will be of a
‘communicative’ rather than an artistic kind. It will be absorbed
above and beyond the symbolic significance with vhich - in the
context of the work - it is endowved.

The tension between specific description and universal signifi-
cance 18 a dynamic factor infusing every work of art. The less
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familiar the reader is with the social and the literary context of
a specific text, the less able vill he be to respond to the inter-
play betveen specific and universal emitted by that text. It is
feasible to suggest that a reader foreign to the milieu vithin
vhich a text has arisen will be more absorbed vith the basic rea-
lia related by the text than wvill be the reader familiar with the
milieu. A description of the Siberian winter or the African jungle
will strike the reader vho has never been there ae being exotic.
His curiosity concerning an exotic milieu will probably distract
him from responding to the balance of description and symbol on
which the text rests. And at the same time he vill mise many of
the s8econdary associations which each concrete detail may give
riee to for the reader familiar with the milieu. We can put it
another way: worke of fiction rely to a great extent on the
metonymic principle. No realistic description can be exhaustive,
there has alwayeg to be a gelection. The reader’s ability to inter-
pret the text will depend on his ability to correlate the selected
detailse with the whole from vhich they are taken. For the foreign
reader, for vhom the whole is not automatically given, the signi-
ficance of the parts may vell be misinterpreted, reassembled into
the wrong whole.

3. I have chosen to examine this problem complex in connection
with a reading of Alexandr Kliment’s Nuda v Cechdch. I have chosen
this text becauge it originates in Czechoslovakia - albeit Bohemia
and not Slovakia - and because it revolves around the theme of
emigration - thanks to vhich phenomenon Professor Burovi¢ and I
have chanced to become colleagues at one and the same department.
I have chosen this novel because I find 1t fascinating and stimu-
lating, both from the point of view of theme and of narrative
mode, The fact that I am fundamentally an ’incompetent’ reader of
Czech literature has brought to my avareness the complexity of the
interrelationship bhetveen the various reader positione in the
narrative contract, and the need to exert oneself and face uncer-
tainty when reading s foreign text.

I s8hall concentrate on two aspects of this novel vhich I consi-
der to have a direct bearing on reader responee. Firstly I shall
examine the balance between concrete description and symbolisation
ag presented above. Secondly I shall examine the device of sgecond
person address vhich is used extensively throughout the text; my
question concerns vhether this device contributes to the reader’s
senge of familiarisation or alienation as regards his position
within the narrative contract.
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4. Alexandr Kliment's Nuda v Clechdch is a novel steeped in the
realia of the Czech countryside, Czech politics, Czech history and
Czech culture. A symptom of this absorbtion with things Czech may
be seen in the welter of proper names - both personal (historical)
and geographical in which the text abounds, e.g.:

/1/ Rekl jsem, z&bsti uprimné&, ¥e si vzpomindm na jednu ulici,
kterou jsem chodfval a kteréd se pFed vblkou jmenovala
Sokolsk&. Xdy% pFi%li Némci, pFejmenovali tu ulici na
Segertovu, Po vhlce se ulice jmenovala KXellerowva, ale ne
prili¥ dlouho. Op¥t byla pFejmenovéna na Jandfkovu. Ted se
Jjmenu je Kmochova. Komické, co¥? Nezestérne¥ pod jednou
viajkou, ale co bych se roz#iloval. (p. 132)

The wmain theme of the book is the first-person hero-narrator’s
relationship to his country, Bohemia. This relationship materia-
liges in the conflict vhich is intimated in the title of the book,
Nuda v CechGch: on the one hand frustration as far as his public
and professional life is concerned, and on the other a persistent
love and sense of belonging wvhich is expressed through the image
of the countryside. This conflict emergee in the dilemma vhich
provides the narrative pretext for the book, namely the decision
vhether or not to emigrate. The theme of emigration is intervoven
vith a love affair: for many years the parrator Mikuldd has been
obsessed by an ’'abatract’ love for the painter Olga. At the begin-
ning of the book Mikuld¥ is on his way to tell Olga that he will
emigrate with her. During the courae of the evening (considerably
further on in the novel), O0Olge utters the fatal words, "“Je (o
prosté, Nikulb¥i ... Proto¥e nem4¥, co opustit." (p. 64) and
Mikul4#’ decision is undone for him, For the remainder of the
novel he worka through to a complete sense of unity with the Czech
countryside and rejectes the plan of emigration.

Into this flimsy narrative frame is voven the real texture of
the novel vhich is vritten as a series of memories and reflections
vhich are threaded together within the accute gituation, namely
the emigration dilemma. The novel is written in the firet person
and totally disregarde chronology as far as story time is
concerned. }! The novel doea not therefore conform to the tradi-
tional third-person narrated chronolaogical account typical of the
realiastic novel. The important axis i{a not a reconstruction of
‘vhat happened’ but rather a reconstruction of what has determined
the life of the first-person narrator. This has important reper-
cugsions for my concern vwith realia as opposed to symbols. The
first person vievwpoint guarantees from the beginning a criterion
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of relevance according to vwhich the detalls related have ipso
facto a significance over and above their status as passing
moments of reality. Furthermore achronology itself assists in the
releage of the related details from a position firmly rooted in
time and place. But achronology notwithstanding, the narrated
details are presented with a strong sease of coherence: fragmenta-
tien 18 not ueed to disperse a gense of total meaning, but rather
the oppoeite. The fragmente are painstakingly linked together to
form a tight netvork of those relevant detaile which have consti-
tuted Mikuld®’ life. No related detail falls out of . the core of
significance to remain irrelevant, but each and every one slots
into the significant pattern of the hero’s life. The method is one
of absolute achronology and abaolute relevance. This is in part
achieved by the device of repetition. Events related and above all
the narrator’s comments to them, once introduced into the text,
become fixed reference pointe which are vsed in the exposition of
nev details. With the completion of the narrative the reader has
been given what he feele to be a complete and coherent rendering
of one man’s 1life in a specific milieu; accordingly the text
ansvers to the criteria normally assumed in defining the novel.

In stressing the fact that each detail presented has symbolic
eignificance, at least for the hero-narrator, I would at the same
time point out that the details in themselves are exquisitely
realistic. Ingpite of the fact that they are in some sengse made
‘abstract’, 1lifted <£from their place in time and space, they bear
with them a sense of authenticity; they belong in the fictional
world vhere they have actually ’‘occurred’. KvetuZka offering her
geraniume to the rain (pp. 175-6), Jarmila mysteriously smiling
vith her hair spread out in front of a closed chest (pp. 85-6),
the box of champagne bequeathed to Mikulds® by his friend Kormund
vhich disappears into the upper regione of the paternoster eleva-
tor, just as Kormund himself had once disappeared vhen they vere
small and Mikulds was too afraid to go with him (p. 172 ff): these
details and countless othere like them remain vivid in the actua-
lity of their having happened, however gymbolic their subsequent
significance may have become for Mikuld¥’ life-pattern. Authenti-
city is of course a difficult quality to prove: in the given
instance it has to do with the specificneas of each detail or
incident. These are not typical, neutral, but on the contrary they
suggest the unique: poignant, piquant, with an element of the
bizarre, they expreas the pathos of the moment actually
experienced in the life of a unique human being.

9. Persuing this masterful balance between the concrete detail
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and its symbolic status, I propose to examine the image of the
countryaide which is the most persistent and central image in the
text. Virtually all other themes and i1images in the novel are
defined acoording to their interplay with this the central image.

The conclusive key to Mikulad’ faecination and even obsession
vith the Czech countryside is, achronologically, presented at the
very end of the novel (pp. 217-220). Here ia related the child-
hood incident which henceforvard becomes the expression of the
hero’s most fundamental paychological reactions. As a very small
child Mikuld4d ig drawn up a hill in his pram by his parents;
reaching the brov of the hill his parents pause to admire the view
and forget sbout the pram inadvertently letting it roll back
downwards; Mikuld¥ senses only his parents reaction, for the view
is as yet out of his =ight, and thus prepared he climbes out of his
pram and walks up to join his parents. Having admired the view
from above the little child is introduced into the landecape by
vhat is described as a ritual initiation: his father turns him
upeide-down. The incident is concluded as followvs:

/2/ A byl jsem a jsem navidycky uréen a slalo se to na vrchu,
kterému se odv¥dycky ¥fk& Trojanka. Ndj otec mé pFeurétil
do krajiny a krajina se pFevrélila do mé, je to mij svét,
mij osud, moje historie, midj jazyk, moje my¥lenka, mij
projekt, ¥*fkejle si tomu, jak chcete; je to a ja jsem v tom
zanesen (p. 220)

The incident has the ring of authenticity: it teeters on the
border line between being ordinary to the point of banal and being
extraordinary, an earth-shattering experience. Outvardly very
little happens, but from the ineide the little child’s senses and
imagination are avoken. The incident combinees for him perception
and being; it is aesthetic and existential. It is the kind of
incident which occurs in every childhood and which becomes for the
sensitive child a psychological fixture, a point of no return.
For Wikulad this incident is a point of definition: it fashions
hies povers of perception and gives his life its existential direc-
tion. It is the source of his passion for vieving the landscape
from above, in contrast to his brother Béda’s passion for geology,
for wvhat 1lies buried beneath the landscape (see pp. 122 ff; 132
ff)., It is the source of the sensation of being turned upside-down
vith vhich he subsequently experiences strongly emotional situa-
tions (for example pp. 12, 64, 179). It is an incident which took
but a moment in time and occured at a gpecific place, and likewise
it is an incident which lends itself to universalieing:
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/3/ Nemysli si, Ze vdbec néjaké jméno vslupuje do tvého osudu
n&hodou. Bylo lo prece tak triviGlnf jako u zékladd ¥koly.
Tak ses naufil ¢&fst, psGl a poditat. A kdybys uZ nikdy
nezaznamenal 2Gdnou jinou dplnou {bsku, {ahle byla tlaky
trojjedinG jako n&¥ mily P4n Bdh; to byl pFece tvdj tatinek
a lo byla pFece tvoje maminka a to jsem ja. A tvdj Zivol
s&m? Jednak na zemi, z&roveil v pekie a jednak na nebesich.
(p. 219)

What ia interesting from the point of view of our discusesion is
that the concrete description of the incident vhich actually took
place 8ucceeds in the text reference to the symbolic significance
vhich it subsequently gained in Mikuld#' life, When the full inci-
dent is related in the closing pages of the novel, the permanent
significance of the real happening haa long since become an estab-
lisghed fact.

At the end of the novel the narrator specifically confirme that
for him the Czech countryside is a meane of self-definition. Thie
etatement justifies in retrospect the fact that every aspect of
hig life as exposed in the novel has in some senae been channelled
through the image of the landscape. Here I shall merely intimate
the way in which different aspects of the narrator’s life are
pitched against or linked together through the central image of
the landscape:

8) The narrator identifies himself with the landscape:

/47 Nikdy jsem nem¥l v krajiné pocit, %e jsem pozorovén, adkoli
Jjsem si jisl, %e se krajina taky div4; m& svoje oka. Je
bezbrannbé. Jeji pasivita mé vidycky dojimala. Kelikrat! jsem
se spolu s tvaFi krajiny choulil u siromu nebo sed¥l
prok¥ehl$ v dfevaFské boudé, zatimco ndmi olfbdsal witr,
boufka, vichfice se sn&hem. Kolikr&t mi krajina nastavila
nejen svdj reliéf, ale v ném i oko, abych se dival do nilra
krajiny, jeji¥ ¢Easové vrstvy nejsou jen geologické. Cetl
jsem v nich slova a chépal gesta a rozeznGval znaky profil-
trované pod povrch spolu = vodou z lidského osudu. (pp.
97-98)

b) The narrator defines his various relationships and above all
his love affairs through his relationship to the landscape:

/3/ Tak sedim taky v krajin&, opirdm se o strom a podivém se na
pahorky, pole a les, Jsem od maliéka pohlavni &lovék,
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dfvGm se na krajinu jako na %enu a vy jste pruni, Nilédko,
komu se za lo nemusim omlouvatl, (p. 161)

If the landacape takes the form of a woman, then too Mi-
kuld# experiences his abstract love for Dlga as love for, even
obsession with, the landscape:

/6/ Tak jsem (¥ ve suvjch pFedstavich miloval jako domovskou
krajinu., Byl jwem v nf pFitomen, i kdy% jsem se lou kra-
jinou zrovna neprochGzel a sed&l jsem u prkna a kreslil
garu za Farou, nekonedné mnoZslvi bodd. (pp. 29-30)

At the a=ame time he betrays his wife Jarmila when, in the act of
making love to her, he gazes over the vineyard wall into the empty
landscape beyond (pp. 116, 146-147):

/7/ “"Byla to kamenn& zed, Jarmiloe®, Fekl jsem, "a j& budu
upfimn$. Kameny v té =zdi byly je$t¥ teplé. A jG& jsem se
pFes tu zed nedfval nikam jinam ne¥ do krajiny. Podoba té
krajiny se mi spojuje s podobou jedné ur&ité Zeny, ale v
tom m&¥ pravdu, ¥e je to abstraktnf{., Toho se nemusf¥ b4t."
{p. 146)

c) The narrator’s profesgion of architect interacte in a dynamic
way vith his passion for the Czech countryside. Mikuld# gives
frequent expression to an avareness of ecology; his desire is for
a8 gociety where human beings live in symbiosis with nature, buil-
ding their 1lives, deaths and cultural manifeastations into the
countryside but not exploiting the same. Mikulds has written
articles on s8so-called "universal architecture” and in his youth
projected a housing estate according to his idealistic principles.
But when the raw and short-sighted state apparatus rejected his
project and demanded instead that he draw box after box of uneco-
logical housing projects, Mikuld& betrayed his former ideals and
prostituted his professional calling. Discuasing architecture
vith Jarmila he gays:

/8/ *PFibytek je umély) prostor. Ddm je tlechnick) v$raz pro
duchovnf, archaick$ pocit domova. Architek! se tedy
vyjadFuje technicky, ale jde o to, aby nezapominal na svoje
lidské povoléni. KaZd) prostor, klerp projektuje, by m&l
pojimat jako soulést pFirody a jako souddst! prostoru
vesmirného, universéiniho. Jeskyn& jim tenkrdt byla. Byl
jim dokonce je¥t& i baroknf koslel. Empirové kasGrna u¥
ne." (p. 80)
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The fact that Mikulds has failed as an architect is a permanent
grievance to him; it is this that has led to his social paseivity,
to hig feeling of apathy (nuda) and set in motion the conflict
vhich culminates in the emigration dilemma.

As a theme the passion for houses, for building (see for example
pp. 38, 126-127), has an interesting effect on the theme of the
countryside. It 1lifte the imege of countryside from the realm of
nostalgia, from a seeking of childhood roots, from an object for
perception and the gensea, and givees it a social and cultural
dimension.

d) For the narrator the Czech countryside is by implication the
repogitory of the national heritage. That which has existed in
time has of course existed also in apace. The historical past,
both political and cultural, in as far as it is available ig mani-
feat in the countryside. Not only the woods, but alec the village
graveyards, the railway lines and indeed Prague itself with its
magnificent display of statues and churchee is seen to be a part
of the space vhich is Bohemia, a part of the landscape. Time and
egain the narrator makes his way across Charles Bridge and
conveneg with the statues; time and again he viewa the church
tovers in the 0ld Town (cf. p. 193ff):

/9/ &li jsme pFes Karldv most., Uposiifed mosiu jsme se zastavi-
li. KXrom& nbs F¥{ a ¥palfru soch byl most liduprdzdn$.
Nékol ik okamZikd jsme se podobali sochém, taky jsme spolu
mideli. Taky jsme uv 90ob& m&li legendy o mukbeh, lbsce,
smrti a vykoupenf. Co bylo kdysi ¥ivé, u¥ »e gl4vd minulo-
sti, uZ to mé definitivn{ rysy a zkamendlé gesto a j& jsem
byl rdd, Ze ten né¥ posledni pohled, kter) ném byl urden k
zapamatovdni, je pFikry! sn¥hem. (p. 189)

/10/ Téla spu¥ténG do hrobu v krajin¥ s tradici nele¥f{ v nicot#.
LeZf v d&jinGch a sama jsou d& jinami. Kamenné zdi porostlé
$§pkovim, bezinkou a tavolnfky uvén&i i kosti t¥ch, pro
které u¥ nikdo ZXiv$ kytky netrhG. Jejich jména na
nbhrobcfch rozmyl dé%¥t, ale ja4 jsem s vami, pFélelé moji.
Nyni i na v&ky na¥e je krblovstvi krajiny, amen. A vid{s,
Olgo, budiZ némi opu¥téno. (p. 17)

e) The narrator’e atrong sense of identity with the heritage of
his country Bohemia, available to him through ite concrete mani-
festations in the countryside (and towns), is matched by e fear
for the future of his country:
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711/ N& Jjsem uZ na¥i krajinu kFi¥em kré¥em prochozenou,
promy¥lenou a preoXitou a tak jsem se j§ zastdval. Je hano-
bend. Chétré. Umir&. Je sprosi¥ a bez citu vykoFistovan4.
Posedlost produktivilou ji prom&Nuje v bezit&¥nou periferii
primyslovich mést. Krajina je ohro¥ena, a proto¥e je
ohroXena krajina, je ohro¥en i &lovék, kler$y v ni ¥ije.
Cechy jsou malé zem& uposiFed Evropy a jejich ocbyvatlel uZ
nemd, kam ustoupil, aby za¥al znowu. Jestli z&sadnd
nezménime zpdsob Zivota, na¥e zem¥ ziratlf tvé¥. Zni&it
krajinu, znamené zbavit se chleba, vody a vzduchu. A nebude
impor tovGno. Nebude odkud a nebude za co. (p. 109)

Fear for the future is both a political snd sn ecological fear,
gince the two aspects are intertwvined, but once again it ims the
countryside before him vhich in a concrete vay embodies the fear:
the housing projecte which are recently built and already delapi-
dated, the absence of the gigantic statue of Stalin vhich had once
adorned the city:

712/ Je¥tl¥ jsem se ohlédl k mistu, kde kdysi stéval pomnfk. Ted
uZ tam neslojt nic. Na tom prézdném misté tu¥im historii a
Jje to taky moje historie, Olgo. (p. 76)

To conclude: as a central image, the countryside is rich in poten-
tial. While descriptione of nature easily lend themselvea to lyri-
cal expression, the image of the countryside is, at the same time,
naturally linked to the fate of the country as a political and
cultural unit with its historical past, its present and its
future. In Kliment’s novel thias potential is exploited to the
full: the image of the Czech countryside gives to the novel with
ite fragmentary and achronological compoesition a strong sense of
unity; it provides a central core of relevance through vhich the
various aspects of MNikuldg’ 1life are succeedingly exposed.
Furthermore it connects the life of one man wvith the fate of his
country, it connects the present with the past, space with time,
nature with human culture. It expresseg the inter-relevance of the
various emotional, intellectual and social spheres of a single
human life as well as the inter-relevance of the various aspects
of the life of a nation.

6. To conclude this gection of my analysis let me repeat that
vhile the exposition of the book depends to a large extent on
concrete description (as opposed for example to philosaophical
conjecture), this never remains an end in iteelf. On the contrary
concrete description iz used with the utmost selectivity which
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ageureg the higher relevance of each detail chosen. First person
narration and achronology help to releage the detajils from an all
too realistic, time-orientated deecription. Ae wve gssv above, an
event from the past may be presented first as a significant
gymbol, and only subsequently as an incident which took place at a
certain moment in time,

Achronology of story presentation does not entail lack of deve-
lopment on the thematic level. There is a development vwithin the
narrator’s relationship to hie situation in Bohemia, notwithetan-
ding that the material used to express this relationship is to a
great extent identical at ite different stages. Time again the
same images, fragments, set remarks are repeated and yet their
combined significence slovly shifts. Ia the beginning of the novel
the image of the countryeide is closely associated with the
narrator’s feelinge for Olga: his abstract love for her is
expregssed ag a gensge of longing provoked by shifte of colour in
the landscape, the sound of a2 train vhistle through the landscape.
But once Olga has denied that Mikuld® has anything to leave behind
vhen he emigrates, then her significance, the Czech landscape as
realised in her being, gradually eubasides. Increagingly the narra-
tor reaches down to the deeper roote of an emotional and percep-
tive avarenese of life that began and must remain with his child-
hood experienceg of the countryside.

In Nuda v Cech4ch the endovwing of the metonymic details vith
symbolic value, the maeking timeless of eventa which took place in
time and space, is achieved vithin the text and leaves little room
for epeculetion on the part of the reader, native or foreign to
the Czech nation. The narrator, as he himgelf admite, suffera from
an incessant need to aestheticiee (of. p. 38); he lacks the abili-
ty to let his life pass with the flov of time, and inastead takes
it with him in the form of pictures and meaningful incidents cast
ag permanent fixtures.

Notvithstanding the fact that each picture is in itself realis-
tic ve cannot call the narrative method ’‘realism’. Neither ie this
‘symboliam’ where meaning is deliberately kept elugive and vhere
the concrete detail ie in itself merely a pretext, its task being
to refer to asnother and higher reality., In Kliment’e book we have
to do precisely with the symbolisation of the concrete detail as
concrete detail, with esymboliasation in the sense of raiasing the
temporary and fleeting to the level of the permanent, of giving
lasting significance to a human life, to a national existence,
vhich are each in themeselves composed of momente discrete in time
and place,
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7. In Nuda v Cechéch identity of narrator and protagonist assures
that first pereon reference dominates the text. Less conventional
is the activation of the first person counterpart, the second
person, a potential inherent to the narrative situation but seldom
exploited. The second part of this analyeis is devoted to the
extengive and multiple use of second person reference and address,
a speclfic narrative device vhich hae direct bearing on reader
participation in the text,

In a narretive situation any direct second person reference or
address amounte to a concretisation of the narratee. In ANuda v
CechGch second person references are frequent, but the real
exploitation of the narrative possibility results from the fact
that the identity of the narratee is not constant. Most frequently
the narrator addresses one or other of the novel’s characters in
the =econd person s8ingular; on other occasiona he addreases
himaelf and occasionally he appeals directly to the reader. Fre-
quently the use of the second person reference is veiled in ambi-
guity. In narrative fiction the pogition of narratee ig likely to
correspond in some sense vith the reader. However this ie far from
obligatory: in a novel of letters, a novel 1in diary form, the
recipient of the text i1s ostensibly not the reader. Of course the
reader ie ultimately the recipient of the text vhich includes ite
apparent or concretised narratee. In any case the implied reader
position and through that the position of the real reader is
necessarily sought and defined in interaction with the poaition of
narratee. A fundamental operation in narrative interpretation is
to ascertain the direction of the addrese, concrete aa well as
implied. If we correlate the given text vith the narrative scheme
on p. ve gee that it is characterised by an instability of iden-
tity in the different narrative positions. Mikulds, is narrator,
character and, on occasion, explicit narratee; the central charac-
terg, Olga, Jarmila etec., are both characters in the story and, on
occasion, recipients of the same. Accordingly the reader is alter-
nately invited to receive the narrative directly and to adopt the
position of an eaveadropper overhearing a private conversation.

In the following analysis I have categorised the second person
referencee and addresses according to =ix different usages.Z)
Frequently one ueage modulates to another within what appears to
be one and the same address. In investigating these ugages I am
concerned with whether they further a sense of intimacy between
reader and narrator, or vhether, on the contrary, they alinate the
reader from the text. Here it must be borne in mind that ambiguity
and uncertainty in the text will probably be experienced more
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strongly by the foreign reader, vhether or not he is reading the
text in the original or in translation.

7.1. The most conventional use of the second person singular
reference is the use epproximating to the generalised "one"; the
you is wuniversal and does not actually entail second person
address. This usage creates contact between speaker and listener
and stylistically vunderlines the familiarity and universality of
that vhich is articulated:

/13/ Ale ve EtyFiceli lelech, i kdyZ ti n¥kdo Fiké jen to, Z2e ¥
miluje, pFfed tvé jméno vZdycky je¥t¥ cosi vytHkb; a vidycky
je to uréeno ¥asem, ktery jsi uf proZil. (p. 131)

In Kliment’s novel this conventional use, occurring extensively,
ie infected by a2ll the other uses of second person reference and
address. Furthermore it frequently modulates to a more specific
second person address as in the folloving example:

/14/ N&¥ takovou my¥lenku a lakovou my¥lenku ly pfece mus=i¥ laky
znlt; dité ji tak je¥t& nedovedlo vyslovit: jestli jim
dneska ve&er nepFinesu meloun, umfu. A meloun je zelen) a
kulaty jako svél. Uvnit¥ je rudf.

Velmi silné citi¥, ¥e né&co chce¥, a hled&¥ a b&h4¥ a
namha¥ se, aZ konefné najde¥ stdnek, klerd je je¥té
nepFikryt plachtou a u kterého sedf melancholik a Fekne:

"Tak si vyber, NikulG¥i, jednu zelenou hlavu!"

Zaplati¥ a ani se nedivi¥, ¥e n&kdo nezném$ (& oslovil
Jjménem. Na 1o si wvzpomene¥ (teprve po mnoha letech a
pomysl§¥% si, ZXe by se to dalo n¥jak logicky vysvétlit, ale
nechce¥ se rozéiloval, a rad¥i jen vzpominé¥ a vzpominku
prijfmi¥ jako obraz a obraz, Olgo, nebyl malovén proto, aby
byl vysvétlovén, obraz byl malovén prolo, aby se stal obra-
zem. Dfvam se. (pp. 135-136)

The example comprises three paragraphs. The first sentence, in the
present tenae, (M&¥ lakovou my¥lenku), refers to a universal
gecond person gingular. Immediately the address modulates to a
specific but unidentified second person singular vho is in fact
addressed frequently throughout the text with precisely this
phrase (gee 7.6): a lakovou my¥lenku ty pFece musi¥ taky znal. It
ig the twvo particles pfece and (taky which conflict vwith the
conventional generalised use of the second person singular. At the
beginning of the folloving paragraph (Velmi silné citi¥...) the
generaliged second person singular ie reinstated and there follows
a description of how people in general go about procuring a vater

42



Crossing cultural borders

melon. As the description progresses however it becomes increa-
singly more sapeclific to the point vhere the universalisation
implied by the stylistic device is put under conaiderable strain.
With the reference to melancholik and his direct address to
Mikuld& (Tak si vyber, Nikulb¥i...) the description erupts its
generalised form and modulates to a specific reference to the
child Mikuld® as remembered by himself: the narrator addresses
hie child gelf. The actual shift from generalised to specific
"you" 18 elusive. In the followving paragraph yet another gshift
occurg: the narrator vho has been addressing hie child self
suddenly turne to his adult companion, Olga, and addreases her by
name.

Whereaa a straight use of the generalised second person singular
could be understood to enforce the reader’s femiliarity with the
content of the narration, 1in the present case the normal usage
guffers interference from the serles of shifte in the identity of
the agecond person aingular. As a result the reader is likely to
experience a sense of insecurity and disorientation.

7.2. The narrator frequently addreeses himself in the second
person asingular. The referential pronoun "I®" 1ia replaced by "you®".
Self-address may be directed to the narrator’'s past or present
self. The use of firet and second person pronouns is inatable:

/15/ A tou krajinou jede vlak. V dé&lce je je¥t¥ malp. WNezdslane
hrafka navidycky soufaslf tvého pFedm¥iného nazfréni? A
nejyi ty sém jako jeden bod hralky =z déalky nazirén
silrojvedoucim, kler$ (& pozoruje z kourFici, prijiZd&jict
ma¥inky? Musfte se protnout. SjiXdfte se. Kdo a co projede
d¥*fv? On a vlG&ek? JG& a nbkladbtek? (p. 18)

The device of self-address is disorieantating for the reader. In
the first place the genre of fictional narrative iz undermined and
the narrative contract put under strain. The narrator usurps the
position of the narratee, causing a s8hift and necessitating a
readjustment on the part of the reader. Instead of being the
apparent recipient of the text the reader is put into the position
of an eaveadropper who has chanced upon the private thoughts of an
individual communing with himeelf. Even though the privatisation
is but & narrative device, it challeages the narrative situation
vhich by definition assumes a public act of communication. By
turning the communication invards the narrator pretends to deny
ite significance for the reader.

In the sgecond place self-address frequently gives rise to a
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genge of ambiguity (cf./14/). It is not always clear vhether the
narrator 1is referring to a generalised second person singular or
vhether he is addreasing himeelf (cf. 7.1). This is due to the
fact that the narrator’s self-addresses usually occur in the pre-
sent tense, ostensibly in diecourse time, even vhen they refer to
incidents from the the past (cf. /15/). The transition to
self-address may be confused as in the following example vhere the
second person eingular in the first sentence refers to Jarmila,
vhile the second sentence only makes sense thematically i1f we
understand the eecond person pronoun to refer to the narrator
himgelf:

/16/ Dokonce i svoje ofi jsem zauvFel poslu¥né, jak sis pFala a
jak velf bdh lésky pFi polibcich., A presto, pFesto, pies to
vidf¥ v tahu barev noci s modrim odstuplovénim krajinu,
kter& m& v jazyce tvé malky Zensk$ rod. {(p. 146)

In the followving example the second person reference comes abrupt-
1y in the middle of a reflection about the phenomenon of Stalin
and those vwho flocked to his funeral demonstrations. Apparently
the eecond person reference is ambiguoue but it seems to make the
best sense if we interpret it as self-address:

/17/ Zem¥el génius moci, kter) rozhodoval také o tobé, atl jsi
chtél, nebo necht&l, at jsi o tom v&d¥l, nebo nevéd¥l, al
jsi s nim souhlasil, nebo nesouhlasil. PFimo &i nepFimo,
ale podstatnym zpdesobem ovlivnil také tvdj Zivol a také
tvdj projekt! Zivota, a nikdo se lomu nevyhnul od Tichého
ocelnu a¥ sem na bFeh Labe, a byl to laky jen Elovék, %&dnj
bdh. (p. 108)

7.3. The most extensive use of second person reference and
address is incurred by the narrator’s frequent appeale to the
novel’s characters, individuals central to hies 1life story. Of
these the most frequently addressed ise Olga (cf. /14/ above).
Others addressed personally are for example Jarmila (cf. /16&/},
Milddka, Béda, Kormund, Stepan and on one occasion even pan
Bedrich Smetana (p. 72)! These personal addresses frequently
involve address by name, but not always; they can be directed to
the addressee either in the past or in the present, in story or in
diascourse time.

As in the case of self-address, the personal addresses turn the
narrative away from the reader into the narrator’s private
life-sphere. For a narratee vho approximates in some sense to the
reader they subatitute a narratee vho ig one of the characters,
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part of the story. They enforce & temporary exclueion of the rea-
der from the discourse. Thia "exclusion' is at odds with the
narrative contract itself and forces the reader to readjust his
position.

Furthermore, as in the case of self-address, the ldentity of the
gecond person addressee is not always immediately obvious from the
text. This gives rise to a sense of uncertainty and alienation on
the part of the reader as in the following example:

/187 Jarmila byla cti¥&dostivé i za m§. Nikdy se mi nepodaFilo
ji pFesvédéil, %e je to jejf chyba a nikoli moje. NG¥ sv¥l
je v GZasném pohybu, v GZasné proméné. Nezdd se ti, %e¢ je
to kodound epocha? Co na tom, %e jeden Nikuld¥ Svoboda nic
nepostavi. AspoX si ¥ta¥tn& promysl{ jednu svoji my¥lenku.
Jsem o lto méné& lidskf, %e nic neprodukuju? 2Ze o své véci
jen pFemP¥l im?

*Nam pro tebe jediné slovo®, Fekla Jarmila. "Jsi fléka¥",
(p. 80)

In this example Jarmila 4is the third person (psychological)
subject of the firat tvo sentencea, in vhich the author discusses
her from =& detached point of view. Here the narratee is clearly
the reader who is given an insight into the sort of person vwho
Jarmila was, a8 seen from the point of view of the narrator. The
fourth sentence turns unexpectedly into a direct interrogative
addrese to a s&econd person singular: Nezd4 se i, Zfe... A con-
sistent interpretation assumes that the gecond person here
addressed 18 the reader himself, but the context soon enforces a
readjustment: it ie Jarmila hereelf who is being addressed by the
narrator, either in veiled quotation of the actual conversation
which took place between them in the etory tiwme (free indirect
gtyle), or within the discourse time by way of a continuation of
the dispute. In retrospect the third sentence too (N4¥ sv&l je v
t¥asném pohybu...) must also be understood to comprise part of the
direct addrese to Jarmila, and not as it at first appeared part of
a general appralsal directed tovards the reader. The direct quota-
tion from Jarmila’'s speech puts an end both to the narrator’s
muginge and to the reader’s sense of disorientation. It confirms
the fact that the second person address vas veiled quotation, that
ia free indirect style.

7.4. Very occasionally the narrator addresses several people
directly in the second person plural. Excluding here the simul-
taneous address of tvo or more individuale (e.g. Olga and Jarmils,

gee p. 194), there are tvo addresses to pFtelé moji:
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/19/ T&la spu¥ténbd do hrobu v krajin¥ s tradici neleZf v nicoté.
Le¥f{ v d¥jinGch a sama jsou d&jinami. Kamenné zdi porostlé
$i{pkovim, bezinkou a tavolnfky v&n&f i kosti t&ch, pro
které uZ nikdo Ziv) kylky netrhG. Jejich  jména na
ndhrobcich rozmyl dé¥t, ale j& jsem s vémi, prételé moji.
Nyni i na v¥ky nade je krdlovstvi krajiny, amen. A vidi¥,
Olgo, budiZ némi opu¥téno. (p. 17) -

/20/ Chodil jsem do projekce o hodinu d¥fv a odchbzel jsem, kdy¥
Jjsem u¥ v prstech neudrfel! nésadku. Tady moje oko nezdvisle
na jakémkoliv citu bystFe sledovalo divadélko &erného na
bilém: nekonelnou Fadu bodd za nekoneénou Fadou bodd a o
je prFimka, Prbtelé moji, nikdy jsem za {&milo pFimkami
nevid¥l n¥jaky zvlb¥tni obsah. Kreslil jsem vice wméné bez
zG jmu... (p. 57)

In /19/ the narrator addresses his anonymous countrymen who are
dead and buried 1in his native aso0ll of Bohemia. In /20/ he
addresses those of his contemporaries who would accuse him of
being unvorthy of his vocation as an architect. Since these
addreases are both vaguer and wider, they do not ‘exclude’ the
reader, usurp his poeition as narratee, in the same way as to the
directly personal references to Olga and Jarmila etc. The plural
addresses are experienced as rhetorical rather than actual and as
such they pose no threat to reader orientation.

7.5. A more interesting device is the addrese of an unnamed
gecond person plural vhich muast be understood to refer to the
proper recipients of the narrative in narrative time, the readers:

121/ Je¥t& jsem se zastavil na dvoie kostela Panny Narie pod
Fet&zem., Golick$ chrém shoFel v husitskfich vbalkbch. Jako
v¥echny oslatni shoFel zbyleln&é. Zisilaly tu jen dvé hranalé
kamenné v&Xe a goticky portél. KXostel obnovili v baroku s
pskngym a vzdu¥nim odslupem dvora, Jd¥tle dovnil¥! Na dvoFe
vysoko ohranifeném budovami  Naltézskch rytiFd rostou
zGhony hortlengif. (p. 10)

/22/ Tak si to tak laky né&kdy zkusle s pocitem, jako by vas
vG¥ uZ nevidilelny oltec mél vzft (¥sn& nad koiniky, a
rozkrofmo se podfvejle po hlavé vzhiru tam do krajiny z
kteréhokoli pFedélu na kterPkoli horizont; uvidite.

Kkrdtce se vém pFevrGtf pohled a u¥ jsme navidycky jinf.
Tak vzniké laska. (pp. 219-220)
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These addresses to the reader occur infrequently. On each occasion
they come as a surprisge, as a disruption of the othervise unex-
pressed relation to the reader. They constitute curioeities
thrown in for fun rather than part of a sustained narrative mode.
Paradoxically, instead of enforcing intimacy and familiarity
between reader and narrator, the device of direct reader addreas
underlines the artificiality of the narrative situation by drawing
attention to the fact that narrator and reader are not in fact in
actual direct contact with one another. The narrator pretende
that the reader can just drop into a particular church in Prague
(721/), but how many actual readers can obey the summons? Particu-
larly in the given text vhere the device of direct second person
address 18 80 videly and diversely used, the effect of direct
reader address caugea confugion and uncertainty.

7.6, We come finally to the most tantalising of all the second
person addresses, namely the address of a gecond peraon singular
vho appeare to be in intimate relationship with the narrator, but
vho i8 simply not identifiable from the text itaself:

/23/ A j& jsem (&sn& pFed rozpadem, ale je¥t¥& ne tak na zhrou-
cenf byl zrouna dost! ne¥tastny, afkoli jsem na malé zasibv-
ce jedl 3vestky s vlastni ¥enou, a nem¥lo by bt omylu.
V¥iml sis? Svestka chulnd stejn&, al je ti dob¥e nebo zle.
Je to tak netené., Je to proloc mén¥é kr4sné? (p. 129)

/24/ Ndj prib&h je jin$ a snad lo ani nenf pFibé&h, je to jen
jeden pohled. Nysi§¥, ¥e f¥Feknu pohled pFes zed na lah
barev noci s modrym odstupfiovénim? Jisté. Taky. Ale... (p.
217)

Attention is drawvn to this mysterious second person through the
repetition of a specific phrase and its slight variations: fo
pFece mus{¥ taky znft.3) The phrase occurs as a sort of aside on
numerous occagions and 1in various contexts. It functions as an
appeal for confirmation of the authenticity of the narrator’s most
intimate experiences, aa in the folloving example:

725/ Sel jsem chuvfli zamy¥len¥ bokem spolu s koly, kler& rzila
moji krajinu, potom v C&ele & koXmi @ polom jako dft¥ v
nékladu volgvého  sena; to prfece musi¥ taky znat,
nachd¥ hlavu spadnoul! naznak, =zelen$ horizon! se obrati
vzhdru nohama a po cest¥, kler& vede mod¥{ nemodr{, se nad
tebou, se pod lebou houpe, lucerna a bilg oblak s kulovilfm
b¥ichem. Vemena jeFabin ti pohladf tvd¥. A nevid, jestli z
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vé8¥ného bd&éni koneln& po prvé usiné¥, nebo jestli jsi ze
sna konen& po prvé a mo¥né naposled opravdu bdéld a
dosp¥l{ jako sirylek Boleslav. (pp. 160-161)

Through its repetition the phrase becomee more and more insistent,
and gince the identity of the second person remains a mystery,
more and more tantalisingly eignificant. It is interesting to note
that the phrase occurs only sparingly in the beginning of the
book, while in the the final tvo chapters it occurs exteneively.
The phrase occurs for the firet time on p. 20, in a context close-
ly associated with Olga:

/26/ Nékdy se mi zdlo, %e srdstém s krdsnou lhoste jnostf archi-
tekiury stromd a trav. A netefnozl snéhu, kler§ ¥elesif,
kdyZ husté padb, to pFece laky musi¥ znbil. (p. 20)

Twoe paragraphs before the narrator has directly addressed Olga in
his thoughte by name, and the paragraph wvhich follows the quoted
example begins: Olga se na mé usmbla. A first reading naturally
yields the interpretation that the remark {o pfece (laky mus{¥
znét is addressed to Olga. But as the narrative continues and the
remark occurs with greater frequency it comes to exceed each of
the single occaaions on vhich it occurs and to express an intimacy
and vitality more significant than that warranted by any of the
individual relationshipe related. So that reading the narrative
for a second time, the Interpretation that the second person
singular in /26/ is O0Olga must be rejected. At the end of the
narrative, when the phrase is used most persistently, the re-
lationship to Olga has been superceded by the narrator’s
fully-avowed love for his countryside and his intent to remain in
Bohemia and not fulfil the plan to emigrate with Olga.

The remark to pFfece musf{¥ laky zn&t! and its variations occurs in
a8 number of different contexts as for example: the water melon
incident /14/ (p. 135); the meeting with with the civilian in
Kormund's flat (p. 172); 1in connection with a blasphemous
rendering of Lord’s Prayer (p. 174); the description of Kvetudka
getting down her begonias in the rain (p. 175); the erotic scene
vith Olga and Jarmila (pp. 198, 202), The situations which prompt
the remark are extremely varied and neither is there any one
character wvho geeme to be their ianspiration. Nevertheless a
certain pattern in ita usage does finally emerge. On several occa-
sionse the remark ie associated with a memory from childhood (cf.
/25/):
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/27/ Poklek! jsem k jejich nohGm. Tma byla %iv4é a dfchala, lo
pFece mugf¥ laky znbl. Tetka je nemocné a wtri¥ek Boleslav

t¥ po¥le pfes krbtkou pFedsi{X do dlouhé komory pro ¥esnek.
(p. 196)

It is connected with feelings and perceptions which are deeply
lodged in the narrator’s psyche, sensations which have become
engrained in him during childhood and now determine his adult
emotional and perceptive patternse. On eeveral occasione the remark
accompanies situatione vhich give expression to the narrator’e
senge of vulnerability:

/28/ Tak zase vznik& léska.

Dostane¥ %aj, &aj vypije¥ a co nad lo? Jsi lady a nemiZe¥
jinak; to pFece musi¥ taky znét. Dlouze se ti pfevraci
pohled, a% se li ustblf, a kone&n¥ jsi svdj. Nemb¥ co opu-
gtit, mG¥ jen sebe a tak sebe p¥ind¥i¥. (pp. 176-179)

The implication of the appeal is the need to establish a modicum
of commonness of these the narrator’s most intimate, or perhaps
non-communicable experiences. The epecificnesa of the gsecond
pergon addreseee iz implied in the emphatic particle pfece; while
his otherneas to the narrator is expressed by taky.4) The intimacy
and the specificness of the second person excludes the possibility
that this is an address to the reader. Furthermore on twvo occa-
gions the remark is complemented by a specific reference to a
shared past:

/29/ Zdstala stGt v de¥ti. Potom poklekla i s kvélin&¥i nejdFiv
na jedno a pak na druhé koleno. To pFece musi{¥ taky zn&t;

taky ses jednou modlil na posteli, aby lo nikdo nevidé&l.
(p. 1735}

Tak se je¥t& krdice podiud§ do zlatého kruhu, kter$ jako by
t& oslfioval a tim pohlcoval, na to si pfece taky vzpomin&¥;
kolikr4dt jsme se tak nerozumn& podfvali do slunce. (p. 158)

Again the past referred to suggests a time of immaturity and
impressionability and it carries us beyond the involvement with
Olga and Jarmila, to a time more basic to the narrator‘e persona-
lity and identity. 1In other worde the reference is exclusive, it
excludes the reader and the main characters of the narrative,
vhile at the game time it 412 an attempt to be inclusive, to
include one person at least in the most intimate experiences of
the narrator.
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8. Conclueions

In my reading of Kliment’s Nuda v Cechdch, the identification of
the mysterious second person addressee has been a major problem of -
interpretation. Unable to identify this persietent addressee I
felt unable to identify the implied reader position and ultimately
my own position &8 reader of the text. Certainly this kind of
narrative dilemma is particularly pertinent for a reader unfami-
liar with the language, style and genres of a foreign literature
gince neither ambiguity nor uncertainty lends itself to adequate
translation. By admitting to a narrative dilemma I do not mean to
imply that the novel, or even my reading of the s=same, 1is 1inade-
quate, or that narrative communicetion, within or acroes cultural
borders, should be plain sailing. On the contrary: 1in thie
instance provocation on the level of narrative address is particu-
larly effective since it provokes the reader to participate more
actively in the narrative process. In Nuda v Cechfich, the narra-
tive dilemma (vho is being addressed?) mekes tangible the thematic
dilemma (what would I leave behind if I emigrated?).

Both aspecte of the novel here analysed, the image of the
vriter’s native countryside and the narrative device of direct
gecond person address, may be subsumed under a general polarisa-
tion betwveen inclusivity and exclusivity, between belonging and
not belonging. An inherent aspect of any communication act, this
question becomes accute when, as in the present case, a work of
fiction crosses cultural borders. 1In fact the closing vords of
Kliment’e novel focus on thie very question:

/30/ Samozie jmé, Z2e to mohla bft krajina n¥kde pod Noskvou, u
Heidelberku nebo na Utahu, ale sitalo se lo na Trojankach.
Tak jsem teda tady. (p. 220)

These words maintain rather than @olve the tension betweea inclu-
sivity and exclusivity: it might have happened somevhere else, but
it didn’t; this might have happened to you, but it didn‘’t etc. 5)

The theme of national identity is of course a universal theme
and ag such it invites the reader to identify with the sender
position. In itself <then the theme of Nuda v Cechdch could have
led to a sense of inclusivity on the part of the reader. What
happens though is that this theme, revolving as it does around
notions such as national and cultural identity and 1ita reverse,
elienation, is implemented by a narrative device vhich in itself
gives rise to a sense of ingecurity and accordingly alienation.
The device of 8second person addreegs is ostenaibly a device to
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achieve familiarisation on the part of the reader, who is thereby
acknovledged and securely included in the communication act. When,
ag in the preaent case, doubt arises aa to who is actually wmeant
by the second person addressee, then the device achieves not fami-
liarisation but insecurity and confusion. In the present novel the
exploitation of the various 1I/YOU relationships vwhich may be
incurred within the narrative situation implemente the theme in an
ingenious vay: the reader, uncertain ae to vhether or not he is
included as receiver of the narrative ie made to experience di-
rectly, the dilemma of being excluded from a beloved native land,
of haaarding an attempt at inclusion 4in a foreign country, an
unknown culture.

NOTES

1. For the distinction betveen storytime and discourse time see
Chatman.

2. Interrogative forms, including rhetorical questione, vhich do
not actually express second person addreses are not considered here
notvithatanding the fact that they occur frequntly in the text and
are not without relevance. They should be considered in a more
detailed analyeis. In the last resort of course all verbal addreas
implies a second person addressee.

3. Cf. other repeated phrases such aa: ale co bych se rozéiloval
/1/; tah barev noci s modrym odstupfovénim /16/,cf./22/

4, Is the author telking himself? Such an interpretation would
solve the question of intimacy but not the pathoe of an appeal for
verification beyond hia own experiencea.

5. It is worth noting Kliment's dedication: Josefovi a Zdené za

mofem , Gnor 1978,
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