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THE AIR had not yet calmed down from the reverberations of the
last explosions when Miroslav Krleia put his characteristically symp-
tomatic question:

»How shall we express in literature al! we have just experienced?«

The greater part of modern Croatian literature has been created
in the light of this question, particularly prose. It is difficult to answer
it unequivocally, so as tc bind writers and literature once and for
all, and simultaneously to satisfy the reading public and ideologists.
From the creative and, even more, social authority of Miroslav Krlesa
the contemporaires expected and desired an answer, something like a
recipe for social realism, or a legitimate variant of the so-called inter-
war »left literature«. But instead, this poet only enumerated something
of the bloody inventory of every war and drew the coordinates of the
reality in which our country had found itself.

»The indescribability of everything we have experienced is evident.
We saw death mowing, and while on one side conscience, cold as a dog’s
snout, dragged itseif on scaffolds, in his attitude to other men could
not be pettier, on the other side men had gone to gallows singing.«

In this grotesque antithesis of desperate naturalism devoid of all
illusions about man and the sublime romantic confidence in the Idea,
the greatest living Croatian writer has asked himself:

»Can this three-and-a-half-centuries-old clownish rhetoric console us
today? With the sublimity of their literary fashions, many are already
consoling themselves over the murdered muses, and for more than
three thousand years literature, has been oscillating on the verge of
madness and death as a lamp withoffwhich even Dante would not have
descended into hell.«

Under the load of the terrible facts of life and history, sometimes
intimately convinced, and very often publicly solicited to express their
impressions through the evidence of the events before, during, and after
the war, Croatian prose writers of the first postwar years very often
wrote war diaries, documentary or considerably fictionalized memoirs.

Rhetoric which divests words of their original meanings, the patina
of pathos which knew no limits conceals the truth, convincing, natural,
and a certain obedience to the desired ideological equalization of human
fate, did not promise much in the field of art.

Other writers were first of all interested in how to evoke all
experiences and events. The facts of life were dramatic encugh for
them, general enough by their broad tragedy, so that they automati-
cally, by analogy, also séemed to become artistically valuable. ‘

Inside this perimeter, determined by artistic and political desira-
bility, postwar Croatian prose was born. -

However, the lovers of paradox should be told at once that the
public life of this two-track prose production, the fruit of two different
conceptions of the function of writer and literature had already bqgu_n
in the thirties. In other words, soon as it was felt that the modernistic
impetus of the literature of the twenties had slowed down and when
literary experimentation was increasingly becoming an esoteric labo-
ratory experiment unaccustomed to, and incapable of, practical answers
to the increasingly more acute social problems social policy, answers
that in those years of world erisis the public expected and imperatively
demanded of literature.
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and of the first postwar years, seems to have developed in left writers paper at the firg; <ongress of Yugoslay WIIters, Aborut Gygp Literatyre
the consciousness of returning to as rudimentary prose forms as pos. s Osition and [ts Tasks T oday, after g detailed fhumeration of jte.
sible, to the structures in which the ambivalence of the message was rary achievements €mphasized also the Degative side of Dostwar Yygg.
mconceivabie. Hence the 50 frequent structure M which the pathos ! slav, and thys also Croatiap literature, , € are a nation whjck has had
Of everyday struggle and the struggle for social rights, stood m the fore- numerous Successes ang there is no need to brag about it, least of all
ground of the writer's nterest, and thus, indirectly byt affectively i 10 brag more than we deserve. Apg therefore we say: Our literature
dictated the WIHEr's relation to everything that might have been consi. | lags behind Our modern reality. It lags behing In the sense of time
ered only as ap useless play of Imagination | and Quantity, and ip ¢ € quality, of jts variety and pathgg It lags: it
Similarly to Emile Zola who at the end of the last century had : as not deteriorated or stagnated; rather j; has not Progressed and it jg
cried out Pathetically that imagination was absolutely unnecessary, the ?tos beogressing, it has nog cxpanded as quickly and as richly as life,
: : : . L ags behind the other activities of our nation, behind the cultura]
first postwar works of Croatian Prose writers did ROt depend on jma needs ang requests of the masses
gination as the chief source of berception, but habitually kept to the ¢ s of
: i i And in, similar? 5 But the ties with interwar Croatian brose were tog strong, concrete
facts of life strengthened and proved by experience, nd again, sim Y ; , 0 ] ' str
10 the realism of the seventies of the Jast century, the first postwar books, i and vital, to allow ap orderly Written list of ht_EFa_I'}’ Priority themes, 1o
jotted down in the way is the short intervals between fighting very often : ° Substituted for the cultural-historjc continuity, The novels, The
used the character sketch (Ivan Donéevi¢), or a grotesque paraboia : Childr, en of God and The Lonely by P etar _Segedgn. are the 05t conspi-
G 't . ibly authentic er t [ Clous witnesses of the non-pragmatic Orientation of Croatian prose.
{Joia Horvat), with the subject matter of a possj ¥ authentic even ! Mainy, i S % orie
In the first postwar years the writers of the thirtjes entered the du?l?s{i mé:ég dzrstt%o and ?d;{‘ir se[ty cn:g:lsed askexa_m;;h]e_sk of hmdm-
n . - Do it ; c, M bourgeouis Jitera ure, these works, Just like the two
orbit of literary life with their literary opinions already for_n::ed, with i - Qovels by Ivo Andrig, clearly show how good writers understood the
individual style with :heir_c_rea-tive Preoccupations more ambitious than I: .?.M,;f,on funkeion of literature, angd how by their creativity they op
to serve faitnfully the political doctrine of a party. It is not surprising ! Propagandistic misuse of the .

that, with certain oscillations, they remaind faithful 1o their path A

: a5 . 3 socialist cultura] medium develops here, aware of its rich past and of
sibilities, or rather the Impossibility to produce anything larger amidst its cultura] mission in to day’s European space and time. thes our Art
the fighting; also by the nature of Partizan publications whj

) . R \ will sure appear.«
ledged only ideological unequivocalness and €pigrammatijc narratives, \ Y app
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! C However, at the same beriod an extraordinarily subtle writer, Vije-
Not only did the war make normal literary life Impossible, but many . \ koslay Kaleb, broke the natural trend oytlined by the two books of
writers were alsp killed. Especially amongst the lefglst Prose writers the Stories he hag published on the eve of the war, and tried to put his
war swallowed many talented authors whose PIomise wag greated than " talent at the disposal of social literatyre. His attempt was ap artistic
they had succeeded in realizing in the course of their short lives. The failure, |
Most representative names among them were August Cesarec, Ivan Go- ] In the first years after the war several older gencrations were st
ran Kovaéi¢, Hasan Kiki¢, as welfas Ivo Kozar¢anin, who was killed in : active in Croatjan literature. Some of the authors who for years had
the last days before the war. Almost all these writers were linked by a been outside the main current, event outside the stream of lirera
certain poetic verism of social provenience, as wel] as by their leftist events, appeared with works which deserve much more attention than
view, though not necessarily dictated by the party. Their appearance on the critics and the Public had paid thepm at the moment of thej, publi-
the scene of interwar Croatian literature dig not, it is trye, represent i cation. This holds expecially for the novefizeq chronicle by Vikior Car
2Iso a penetration jntg some still unconquered i Z Emin ( 1870—1963), Danuncf;‘ada, a work which merges documents and
, S 1 -+ - imaginative literature, memoirs and literary prose, A short nove] by

== . Vladimjr Nagzor (1876—1949 Kurir Lodg, alsq belongs here, hijs diary
T 8 partizanimg {With the Partizans) ag well as Sabiggeti dvorcu (Ghosts
in the Castle) by Milan Begovig (1876—-1948), and the feuilleton-novel
by Vijekoslay Majer (1900}, v @trobi Zagrebask, gore (In the Boweis

:':o orient themselves :owardsa-socially purposeful conception of writing, of Zagreb Mountain), written on the €ve of the war, but published
This latent purposefulness found jn many works_ p_ublzshe_d by literary ! afterwards, N .
ideologistst ‘and followers of the doctrine of socialist realism affected : There were also numeroys authors em_ergmg.m the period between
the general climate, and the first echoes of these requests were audible : the two wars, and authgrg who appeared mmediately after the end of
in almost all the literary works that appeared up te 1950, ~% the war and even in the mjdst of it,




As with the 1914—1918 war, the Second World War deeply sh
net only European, but also na}ional, cultural traditions. Am;ijti};tsrf(:}:')olf

the right to condemn or defend which was offered to it. Literature felt
that Its meaning was in €ngagement, in its right, its aim, and its need
to begin to examine its ambience. '

Segedin's novels bear best witness to this, Krleza’s €ssays and pa-
pers and perhaps the not too numerous works which did not adhere to
batterns and recommended themes. Today all this appears as unusual
but then 1t was part of evervday practice. '
) pnl): in the fifties, after the Congress of the Yugoslav Writers'Union
in L}ub}_jana, in 1952, did many writers begin to return to their own field
to the field of literature, slowly abandoning their ivory towers or walls
of silence.

Ido not think I am wrong in saying that postwar Croatian prose
and in particular the novel, had its origins even before the war, Thié
Statemnent is corroborated by the appearance of a ‘whole series of wri-
ters who established themselves in this period. Moreover, numercus
authors who had already reached their creative zenith between the two
wars found themselves again in the literary field as unexpectedly as the
writers who grew up on the fiery soil of revolution.

f}r§t years, his papers and essays, articles and memoirs, as well as his
living presence as an arbiter, still gave Croatian literature, even in those
art-starved years, the necessary dignity as a champion of the truth
about man's position in 2 world oppressed by politics.

In his sccially engaged political satires, including the novels Na
rubu pameti {On the Edge of Reason, 1938) and Banket u Blirvi (Ban-

a social chronicle and a Ppsyhological analysis of the world of an intel-
!Fczual who dares to step into the hustle and bustle of everyday public
Life. If we use the first sentence of the exceptionally fine lyrical prose
of -D;erm_,rsn_zo u Agramu 1902-3 (Childhood in Agram 1902-3), »At the
very beginning, many images« as a motto for Krleza's total postwar
fictional work, we shall, perhaps, succeed in emphazing its most evident
characterlstlc._ His own experience provided the plot, his own fatex
became a sufficiently rich scene in which the social drama of the whole
epoch could develop.

The_ long, stili urfinished, novel Zaszave {Flags), which began to
appear in 1963, has become the focus of the different aspects that cha-
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racterize the prose of the writer. At the centre of this great novel, it
is not hard to notice the elements which, for instance, dominated in
Krleza's antiwar stories; the lyricism which permeate Povratak F ilipa
Latinovicza (The Return of Filip Latinovicz) is also present; the analysis
of human obfuseness and Limitation; as well as the quixotisti: of the
lost intellectual poisoned by meditation, from the novel On the Edge
of Reason and the Banguet at Blitva; the picturesqueness of the auto-
biographical Childhood in Agram; the clear political reasoning of Days
of Long Ago; the encyclopaedic quality of his war eassay and articles.

This novel, in fact, is a requiem for the Croatian bourgeois past. It
is baroque, rich, variegated, heterogeneous, nevertheless, it always fo-
cuses on the most urgent questions of the fate of a man subject to
politics. Almost as symbolically as an-emblem, it expresses the writer’s
desir to show that political time has not been lost: it may be found,
reached, and constructed with the subtlest nuances.

It is difficult today to say something about the structure of this
richly organized social novel, because it is still growing: following y
genetic law of its own its »cells« seem to be capable of division and
multiplication. In the work, it seems, one may discern a novelistic pro-
cedure similar to that of André Malraux. After a direct fight against
political fate and lyrical sickliness, there appears a work directed
aggainst fate itself. :

Let us return to Petar Segedin (1909), who under the pseudonym of
Petar KruZi¢ made his début in Krlefa's prewar periodical Peéat. Had
we followed a rigid rigorous chronologicat order, we would have been
required to speak first about the writers who appeared in Croatian lite-
rature much earlier, who in the first postwar years were still better
known than Segedin. However, Petar Segedin, in his novels Djeca boZja
(Children of God} and Osamijenici {The Lonely) created the first post-
war artistic novels which have retained a high place on the scale of

- walue of Croatian literature. The problem of phychological analysis pre-

: domirates in both works: the existence of a man who is on the very

“gdge of being a normal, conventional social being. Segedin has broken
almost completely with the tradition of the interwar Croatian novel.
He does not appear in the form of an omniscient narrator, but rather
as a closely involved analyst of the life that flows in front of him,
indefinite and hard-to-recognize. Segedin’s individualists, who like little
Stakan, are trying to save themselves from hell of their own existence,
which is presented in terms of a bizarre insular childhood, are troubled
by questions they cannot answer. In their illusory endeavour to reach
the Imaginary perfection of saintliness and purity, they live through
existential martyrdom. In a conversation Segedin stated: »It was my
intention to write The Children of God in the same way as the old Ro-
manesque masters made their sculptular illustrations. I was clumsy on
purpose, in order to bring my expression closer to those Romanesque
masters who themselves are close to a naturaljstic expression. This un-
fortunately has been ignored, although the theme itself is distictly Ro-
manesque.«

The agony of existence, which is so apparent and present on every
page of the novel The Lonely, did not fit in with the declared views
of official criticism which stressed the propagandistic function of lite-
rature, its didactic, mobilizing role. No matter how unusual it may scem,
Petar Segedin, the writer of a very introvert prose, almost became a
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rebel. At any rate, a rebel could only be a writer who did not want
to satisfy the demands to make literature actuel by a superficial social
rebellion against class an political contradictions. The ideal of Croatian
prose of the fifties was a social novel with a hypothetical public man,
a public problem in its centre. The publicity of every gesture of the
hypothetical hero’s introduced an oversimplified polarization into
Croatian literature — the positive and the negative, not a hero in a
dilemma. In neither of Segedin’s novels do we find such an oversimpli-
fication, not even in its rudimentary form, an oversimplification which
in works by less talented, less individual writers, began to appear as a
possibility to comprehend reality. The heroes of Segedin's novels are
encased in the frail shells of their own existences. The revolutionary qua-
lity of this essentially intimate, introvert fiction is not to be sought in an
ambitious depiction of great social movement. Not for a single moment
has Segedin tried to become a monumental sculptor. This is easy to under-
stand if we say that he has not desired to give a fictional accound of
space and social events, but rather, to present an analysis of the perso-
nality, a picture of human existence. This has led him down the dan-
gerous path of man's self-analysis in a world of reduced phenomena and
loosened social causality. The revolutionary quality of these novels is to
be sought in this primeval loaylty to experience and the problem of
man and life, in which we also participate. The analysis of the trembling
conscience of a boy troubled by fears, his thirst for deep, fascinating
perceptions, uncertainty that leads him even to flagellation, the chaocs
of perceptions whose proper meaning his small sensitive spirit cannot
discover — all these elements permeate The Children of God. The me-
ditativeness of Segedin’s narrative procedure. closely connected with
the analytical character of his novels, distinguishes him radically from
the majority other modern Croatian writers of fiction, in whom digres-
sive narrative procedures generally predominate. The simplicity of the
style of his, now intellectual, now almost irrational, approach to pro-
blems, the philosophical quality of the questions that trouble both him
and his characters have distanced him from those narrowly realistic
writers that preceded him under the sign of regional writers of from
the writers who entered literature only in the fifties, under the powerful
impression of the American empirical novel. A moralist, in fixing the
theses, on which his novels, stories and travelogues, are based, shying
away from technical fluorishes much more fascinating in detail than
comprehensible as a whole, more an essayist than a story-teller, more
an analyst than a visionary, Petar Segedin has, the first after the war,
tried by actual works to save the shaken dignity of literature. His novels
fascinate not by the richness of events they describe but rather by the
analytical consistence of trying to place every detail of hgman existence
into the very focus of exploration. Instead of the traditional narrative
defined by time and space, Segedin, makes the first radical attempt to
introduce into the Croatian novel elements of an essayistic-problematic
prose.

Already in these novelistic works we discern very clearly the at{iiud_e
which will become a principle with some later novelists. Namely, in his
creative opposition to the uninventive and dead, schematizg& apd dog-
matic pattern of the works of social realism, we can distmgmsh_two
esential parts: an interest in lhe simultaneous permeation of the ima-
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ginary and mimetic experience of the world, and a narrative comment
which has an essayistic quality.

However, the exceptional nature of Petar Segedin's achievement

cannot change the view that first postwar years showed few valuable
attempts at novel writing.

Only after the Ljubljana Congress of the Yugoslav Writers'Union
(19_52)_, },-.'here Miroslav Krlefa and Petar Segedin in their papers made
a significant contribution in the struggle against dogmatism, did a cli-
mate favourable to the creation of ambitious and more authentic works
began to emerge.

At the same time, a younger generation of writers began to appear,

centred around the literary periodical Krugevi {1952), including several
prose writers.

As with the writers of the preceding generation, they did not want
categerical answers to the question quoted at the beginning of our
essay. At time they even showed a seeming lack of interest in all the
sc-called actual and urgent themes. The limits of space and the scope
of questions their narrative analysis explored seem to have been condi-
ticned by their natural reaction to the great and ambitious demands
they were exposed to.

. The young however did not take over the literary relay baton of the
fifties take over. For several years it remained in the hands of the wri-

ters who had begun their literary activity in the period between the
two wars.

. _ I believe I am not mistaken or guilty of outrageous schematizations
if I place Ivan Goran Kovati¢ and Hasan Kikié among the still living
and still active writers, like Ivan Don&evi¢ and Novak Simic. Although
this division comprises writers killed in the war, as well as those who
are still »completing their workse«, as Goethe put it, the living and the
dead are much more firmly connected than one would assume by the
seeming or real differences, which are quite natural in the case of
mature creative personalities.

Croatian literature has never abounded in homogeneous literary

: schools and movements. However, in the period between the two wars,

or more precisely in the few years before the outbreak of the war, 2 new,
popular sense of collectivism began to dominate Croatian prose a sense
that was coloured by leftist sympathies but was artistically independent.
It was precisely these characteristics that appeared in vague outline in
the work of the interwar writers mentioned above. Regardless of
whether it is the matter of writers who survived the war and wrote
their best works in the fifties, or of those who tragically perished in
the war without having reached the peak of maturity, all of them are
linked by some dominant characteristics and intentions. This link is not
only external and declarative, and it is not only manifested in the wri-
ters’ connection with the doctrine of »left literature«, even though this
apsect is also visible. In their imaginative quest these writers show
little inclination to serve utilitarian political aims. The similarity of
their stylistic procedure is even more remarkable. They are conspicuous
by their objective manner which on the other hand has nothing to do
with ideological liberalism, the besetting sin of the bourgeois literature
of the thirties and the forties. All of them are connected by the similar,
perhaps even commen belief that every phenomenon of a psycholo-
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gical or social nature may be explained by social determinism. And
their second conspicuous characteristic is their emphasis on the con-
hection of man, as a social being, with nature. The roots of this. philc-

sophical view lie partly among the causes of other literary conventions:

— in the need of keeping sccially abreast. But we believe that the causes
of their objective manner of writing schould be also sought in the struc-
ture of their creative imagination or even in the structure of their
social origins.

Within the context of all these conditions, models, intentions, and
on the basis of some details, we may even consider them the legitimate
continuators of the psychological realism with an emphatically social
note; and thus we shall err much less than if we tried to find a direct
link with the modernistic tendencies of the Croatian prose of the
twenties.

In the prose works of this group of writers, lyricism becomes the
essential characteristic of their experience of the world sometimes even
an essential category of their creative autonomy. This is generally an
unpolished poetry full of contrast and therefore mostly sentimental,
irrational. The lyrical objective dichotomy characteristic of the stories
by Ivan Goran Kovaci¢ and of the prose by Hasan Kiki¢, is also very
important for the creation of dramatic tension in the novels by Novak
Simi¢ and Ivan Dondevié, "

Critics had already noticed Novak Simié¢ (1906) on the eve of the
war as a writer with a great deal original talent who manifested more
or less equal creative powers in his work on fotklor or regional problems
and in his endeavours to deal with life in town, its inhabitants and
problems. This was apparent already in his novel Voénjak (Orchard),
published in 1938, rewritten in 1964. In his shorter novel Druga obala
{The Second Shore), Novak Simi¢ tried to offer an analysis of the fate
of an indecisive intellectual. However, in the spirit of the time, he
allowed schematic rather than imaginative solutions to dominate the
structure of his novel. In his novel Brothers and Idols this excellent
and original writer of irrepressible erotic interests achieved, in places,
the quality of his best anthological stories, broadening at the same time
the thematic horizons not only of his own opus, but alse of contem-
porary Croatian fiction in general. Having learned from the examples
of novelistic simultaneity and social determinism of the American Dos
Passos and from the social practice of Sinclair Lewis, he also made use
of the interior monclogue so characteristic of modern works, and boldly
combined objective narration and subjective participation in events.
On the pages of this essentially social novel which is crossed with the
poetry of fantasy and dream, Novak Simi¢ has attempted to offer a
sociological cross-section of two »typicale cases relevant to the creation
of capitalist plutocracy. Seen from the point of view of present day
tendencies the Croatian novel, this novel of Novak Simi¢ has been much
more of a shock to the traditional framework of the Croatian fiction

= pf the fifties than as a Fully homogeneous fictional work. As a whoie,

his work has remained toco hybrid to satisfy completely contemporary
criteria. However, by counterpointing several levels of meaning inside
two stories told according to the principle of a fugue, Simié has intro-
duced many technical innovations into his narrative. The focus of
attention centres on the propitions fates of the Tomasevi¢ brothers, as
well as on the rise of the second pair, the Tka¢ brothers, who in the
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Lzech town of Zlin, the capital of the shoe king, also climb towards
their always smiling Fortune. By counterpointing two milieus and two
pairs of different yet essentially similar, heroes, the author has succee-
.ded in creating a very dynamic novel. The mythic basis of this fictional

«construction is skilfully exploited. The skilful contrapuntal interplay

of two parallel actions developing over a wide area, a bold cocktail
of the lyrical and the fantastic, with the historical and the sccial, as
well as of the irration al and with what has become a common place
in political economics, give the work a broad spectrum of meanings
related to a variety of aspects of the social and individual life of a whole
generatioit.

Beginning as a critic of social events on the eve of the war, Ivan
Boné&evi¢ (1909} wrote and published three novels at that period. The
novels Horvatova kéi (Horvat's Daughter), which in 1948 was rewritten
as Zivotopis ber svretka (Biography Without an Ending), Propast
(Ruin} and Biser i svinje (Pear] and Swine} are of unequal value, but
in every one of them we meet the author's characteristic need for an
unequivocally engaged reaction to the social reality of the life in the
[North Croatian countryside between the two wars. Interested in repre-
senting facts, and making little use of rhetoric, in love with the descrip-
tion of what is everyday and trivial, of what, by some romantic logic,
shines like a curious star in the mud, Donevi¢ has produced novels
luff of powerful social engagement and of a distincly moral energy.
Resting on the firm and sufficiently established practice of postrealistic
prose in all its variants, from the urbany and cosmopolitan to the re-
gional and rural aspects of it, Ivan Donéevi¢ has already revealed in
his war sketches of the cycle Bezimeni (The Nameless), a sense for
lyric detail, which taken out of the epic space and time of war-time
events and emotionaily magnified, assumes the function of a symbol.

Without the artistic and formal doubts characteristic of the mo-
vements in Croatian fiction, but with a firm sense for the compositional
requirements for a realistic and grotesque, social and psychological story
of people and events in a small North Croatian provincial town, Doa-
fevi¢ in his novel Mirotvorci (Peacemakers) established a balance bet-
ween the generally known political facts about the time and the spe-
cific, individual characteristics of the protagonists of the political dra-
ma. The microcesm in which his heroes mave is similar to a closed area
inhabited by beetles and governed by a supreme intelligence. In the
novel, the fate of the of the political and dehumanized man is in the
centre of the author’s attention. Donlevi¢ is a master of description,
which he combines and enriches with short dramatic insertions. This
was especially evident in The Nameless, but similar narrative proce-
dures are also noticeable in his other novels.

Whiie in his Brothers and Idols Novak $imi¢ has made a serious
attempt at creating modern necrealistic fiction preoccupied with social
and individual problems, Donlevi¢ has tried 1o give a social synthesis,
but has destroyed the formal ties of the objective fiction of the realistic
type. In fact, here one may speak of a peculair, belated though artisti-
cally still actual, form of expressionism which has retained a close con-
nection with constructivism, without, however lacking a lyrical quality.
In The Peacemakers, however, the author’s interest in the details of the
objective world confirms his readiness to retain a balance between the
manifestations of social trivialities, invisible at the first glance, which
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something of a classicist. He is inclined to asceticism in his narratives,
discards decorativeness, although his sentences sometimes abound in
metaphor. This deviation from the dominant currents in modern Croa-
tian fiction makes Kaleb an event more distinct figure.

Intention and an active relationship toward formal problems are
the first characteristics of the modern novel. We do not encounter the
characteristics in Kaleb too often. However, the wealth of his narrative,
observed already in his first prewar stories, has lost nothing of its
fascinating power. The novel has only slightly lost that characteristic
simplicity of his narrative objectificantions in which his stories abound.

Let us stress that Kaleb's novels have not introduced any thematic
innovations into contemporary Croatian fiction. With regard to their
subject matter they stand mainly within the realms of convention but
the originality of his robust talent, which ignores the ease and elegance
of the nonchalant phrase, has imposed itself on younger prose writers
in particular who have acclaimed Kaleb's novels, although the young
are well-known to dislike to praise the conventional. By his narrative
restraint Kaleb has realized much more than some writers who have
tried to apprehend reality by a dil diluted kind of expressionism and
lyrical simultaneity.

The fiction of Viadan Desnica (1905—1967) began tc be known only
after the war, in the fifties. Formed in the realistic tradition of Simoc
Matavulj, and the Italians Verga and Pirandello, this very talented
writer suddenly appeared, in his mature years, with the novel Zimsko
tietovanje (Winter Vacations). Using an objective story-telling method,
the vriter represents two worlds brought into conflict during the war:
one world of town-dwellers and the other of peasants, in an exceptional
situation, when townspeople were looking for shelter in villages around
Zadar during Allied bombings. The following sentences contain one of
the essential characteristics of the clash of these so close, and yet
mutually so ignorant worlds: »This... for the majority of the Zadar
refugees was the first encounter with the country. They had lived their
whole lives in its immediate vicinity, buying its produce each day and
selling their services and discarded junk. Still they seemed to have been
separated from it by the Chinese wall, or by a belt of waste, thousands
of kilometres away! Their arrival at the village therefore, had to some
extent the charm of a journey to a far-off, exotic region.« This is a
matter-of-fact picture, yvet some of the seemingly cursory details give
it a stamp of liveliness and authenticity.

His next novel, Proljeca Ivana Galeba {The Springs of Ivan Galeb)
represents one of the best achievements in the postwar Croatian novel.
This novel, an essayistic analysis of man'’s position in the world, a bleak
sonata on the theme of art and death, restrained and wise in the manner
of Thomas Mann, technically beyond reproach intellectual and refined,
takes us back to the kind of novel represented by Krle#a's The Return
of Filip Latinovicz. The work indicates a certain cyclical connection
existing in the Croatian literature of the last fifty years, continually
modified but als defined by some constant coordinates.

Ranko Marinkovié (1913} began to build the structure of his novel
Kiklop (Cyciops) on the already established tradition of modern Euro-
pean and Croatian fiction. Viewed from that angle, this novel appears
a successful hybrid between the domestic Krleiian tradition (for in-
stance, Cvréak pod vodopadom — Cricket under the Waterfall — The
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Return of Filip Latinovicz) and Joyce's Ulysses. In Lis attemt to create
a modern epic, a Paraphrase of the myth though not necessarily in epic
form, he myth which, because of the ambiguity of its contexf has be.

represents the latest instance of this remarkable and fruitfui line in the
Croqt’lan novel, which derives perhaps from such novels as, Janko Bori-
slavi¢ by Ksaver Sandor Balski, Bijeg (Escape) by Milutin Cihlar Ne-
hajev, The Return of Filip Latinovicz by Miroslav Krleza, The Loneiv
by Petar Segedin. ' ’

While the traditional novel only assessed things, the modern novel
as the Cyciops by Ranko Marinkovié, multiplies, intensifies, integrates.
The Cyciops convinces us of this in different, always more or less
peculair ways. The arguments may be very different, and sometimes
even contradictory, but they are always well rooted in the structure
of the novel and so complex that they deserve as much attention as do
the ideas which the novel implies.

. Ivanka Vuj¢i¢-Laszowski ( 1907) has published three novels Vrg-
hjara, Cahure (Cocoons) and Sjene {Shadows). The novel Vranjara has
introduced into Croatian literature the strange world of Slavonian
gypsies and rich peasants using a somewhat sentimental folk manner
which has nevertheless been impressive. The second novel, The Cocoons
is calmer in its composition, more limited from the point of view of
the spectrum of social interests, more intimate in its structure. It pre-
sents a model of good realistic psychological fiction. Her third novej
T}'z_e Shadows, represents a logical sequence to the earlier trend. The
writer’s interest in outside events is more and more subdued she
focuses her attention, more and more intensively, on the examination
of human experience.

The above novels symbolize by their structure and their formal
maturity not only the author's approach to her favourite theme — the
psychological analysis of characters — but also an unequivocal accep-
tance of the psychological novel as the most adequate means for this
purpose.

. Ivanka Vujéié-Laszowski does not show especially powerful or cons-
picuous, nor even particularly essential , structures of thought. Unlike
Petar Segedin’s fiction for instance, this author's fiction is not philo-
sophical: she is faithful to the experienced thing and therefore concen-
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trates on objectifying what exists as an intimation as the embryo of
a symbol. This and the economy of effect, the narrowness of her hori-
zons and her interpretation of the visible, give to her works an auto-
nomous place on the list of the works and authors of coniemporary
Croatian fiction.

Mirko Bozi¢ {1919) is the author of two noted novels, of which the
first, Kurtani donji i gornji (Lower and Upper Kurlani) was a real
literary surprise in 1952, Using the old theme about the rise of two
families as the basic pattern, Bozi¢ succeeded in creating a fictional
structure of extraordinary richness, full of linguistic innovations. Bozi¢
is one of the rare original writers in the conventional meaning of the
word. As a writer he is carried away by the rich rescurces of popular
speech. This novel, as well as its sequence, Neisplakani (The Unmorned),
is entirely composed of lively parts, for which reason the narrative line
is not straight forward but broken up. More moralist than a socio-
logist, BoZi¢ has created a great gallery of characters in these novels.
Some of them are depicted in detail in, one can almost say, a frompe
l'oeil technique; others are only sketched in two or three words, and
their entire appearance is recorded only in a few gesture. Bozid is a
writer with an extraordinarily expressive language, a verist, whose qua-
lity is particular obvious great, collective scenes.

The novel Svilene papuce (Silk Slippers) deals with the problems
of life in a town. Quite naturally, there is no rustic energy in it, charac-
teristic of BoZi¢’s first novels, but the author continues to play the role
of an omniscient being. He holds the threads of past and future events
in his hands. Also moral problems continue to be in the very centre of
his attention.

Even in much greater literatures there exist writers who follow the
middle line. Regardiess of current literarry trends or the dominant
influences of any genuinely modern literary school, they create works
wkich are both more or less equally traditional and new, obsolete or
modern. The number of writers who belong to this group is, in fact,
much greater than their contemporaries usually suppose. All these
authors are characterized among other things, by a reluctance to engage
in formal experiments and a tendency to operate within the limits of an
accepted sensibility. The manner of their presentation is not genetic,
but traditional, does not represent growth but is imitative. But their
very concreteness the readability of their conceptions and of their ideo-
logical positions makes their presence strongly felt and a powerful
influence in the current literary situation. They represent the articulate
mass without which a national literature would resemble a group of
soloists, and not a full symphony orchestra. Take, for instance, the
French writer Mauriac, an extraordinary literary personality, who even
at the peak of his creative powers was more turned towards the
ninetcenth century than could have been expected from a writer of
his calibre and in a literature like tre Frech. Nevertheless, the urgency
of the dilemmas that drove his imagination to action has made him a
writer who in spite of his years, can still be felt as living and
contemporary.

In modern Croatian literature there are a number of writers who
can be defined in the above terms, although some of their works have
also signified attempts to tackle more contemporary problems. Augustin
Stiplevié¢ (1912}, the author of the novel — chronicles Glad na ledini
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{Hunger on the Lawn), Cesta neia granica {(Road Has no Boundaries),
and Vrude ljeto (Hot Summer), has tried, in the form of fictionalized
chronicles whose chief hero is Ludar Kikero, to give the picture of
people and events in Zadar and its surroundings during the Italian
occupation. At the moment when the writer’s attention has increasingly
been preoccupied with the pure data of consciousness or the phenome-
nological description of the world of objects, Augustin Stipcevié tries to
offer a psychological and social analysis, through the action of individual
heroes, as well as to present the moral problem charachteristic of the
world and the time in which the chronicles take place.

Jure Franidevi¢ Plocar (1918} has published four novels so [ar:
Glitha zvona (Deaf Bells), Raspukiine (Crevasses), Zvoni na nebo (It
Rings for Heaven), and Lanac (Chain). Unlike Stipgevié¢ and Nikola
Disopra, who has also remained restricted by the chronicle technique
in his only published novel, Koreknuti (To Step forward), Franievié
Plocar is a writer of much subtler imagination, trying to justify his
narrative theses through concrete situations. His interest moves in the
areas of what is visible and experienced, though still sufficiently meta-
phoric. This is why, all of Plotar’s work impress one as a mosaic: a
muititude of episodic events connected with the lives of a number of
individuals — it all provides us with a vision of history which is at
the same history of individual heroes, of a small insular world, but also
a moment in the general history of society. Ploar is an uneven writer,
without the right feeling for a convincing fictional »whole«; but he is a
master in finding the heart of a detail. In a slight sign or premonition
he tends to discover the roots of an important event which will be
decisive for the general course of the novel,

Although not of the same Mediterranean origins Josip Barkovié
(1918) and JoZa Horvat (1915) manifest similarities with the writers we
have just discussed. So far Barkovi¢ has written several novels of
unequal value. However, since the publication of Sinovi slobode (Sons
of Liberty) the chronicle Dolina djetinjstva I i II (Valley of Childhood
I and II}, Podimo éasak umrijeti (Let Us Go and Die for a Moment),
and Alma one discerns the author's progress from a declarative manner
to a more complex psychological and social treatment of the problems
of human life and behaviour. Barkovié began to write in the manner
of social realism, though he has abandoned it since, however certain
extraliterary elements can still be encountered in his works. It seems
he has been more convincing in his short stories, Nusret Idrizovié is
laso the author of several novels, Ne zaboravi sviralu, baco {Don't
Forget the Pipe, Brother), Smrt nije kraj (Death is Not the End),
Divin, in which he has tried to combine the elements of a chrenicle
with the romantic conception of engagement with an essentially senti-
mental or poetic thesis. The self-taught Mate Beretin, the author of
several prose works, and the novels Posljednji mar§ (Last March), Li-
stopad {October}, Kuéa na ugiu {House on the Corner) has not suc-
ceeded in rising above the reality of unimportant, trivial facts and a
somewhat romantic sense of engagement; nevertheless in his works we
discover many details which confirm his original narrative talent. We
meet all this also in the works of Rasim Filipovié, the author of the
novel Nidifa (Nobody's), the storv of the fate of a prostitute, and in

Dovidenja, smrti (So Long, Death) and ambitious chronicle about the
fight of man against death.

0

We have already mentioned Joia Horvat, a writer who was among
the first after the war to enter the literary scene. Although some or
his works show a tendency towards social criticism, he is best known
as a writer of novels such as the humoristic novel Maéak pod §ljemom
(Tomcat Under the Helmet), a rustic Zagorje variant of the good
soldier Svejk, and Ni san ni java (Neither Dream nor Reality) a tale
of hunting life.

After this rare example of a contemporary writer who was bold
enough to write a humorous novel, without spoiling the overall effect
of his narrative, we might as well mention the work of Stjepan Mihalié
(1901), Teledi odresci (Veal Steaks). In this work the author succeeded
in combining several heterogeneous elements into a firm whole. This
good writer, who first appeared in literature between the two wars, has
managed to amalgamate the elements of the social, psychological, and
humorous novels. The action of the novel is no longer chronological;
the author operates with several temporal sequences which characte-
ristize the fate of the hero Zimka; his formation is not defined by
realistic narration, but by numerous illustrative episodes. His hero is
an odd fish who like a magic lantern, projects the reflections of his
being on the events and the milieu that surrounds him. In comparison
with Horvats' humorous novel, The Veal Steaks is a more complex,
perhaps less funny, but therefore more truly humorous novel. Mihalic’s
novel Elegifa has a very peculiar structure. In the novel the present is
the past, the plot takes place on a January day at the end of the first
decade of our century; but the events resemble a film shot in a relatively
distant future: they will one day become part of the fate of the heroes.
The novel is much more interesting and valuable than the critics and
the reading public have been prepared to admit.

DusSanka Popovi¢ Dorofejeva (1910) has written only one nove}
Nocne ptice (Night Birds), which deals with the everyday life of café
musicians. This work, based on facts from real life, has fascinated some
critics by its sentimental neorealism. This novel resembles the no_vel,
Crni snijeg {Black Snow)} by another woman writer, Vlénjq Stahul;_ak.
The latter work, however, contains more data on the bizarre imagination
of the author and on her endeavour to create a grotesque bizarre
fictional world, rather than to make truly authentic social observations.

Zivko Jeli¢ié¢ (1920} has published four novels: almost two thousand
pages of dense novelistic prose. Unfortunately, his novels are not po-
pular, even though the critics have generally been favourable. Jeli€ic
has a mimetic gift. Almost like a spy, he gives the closest attention to
each expression on a face, and creates them exclusively throug_h speech,
the only area of their fictional ixistence. As a phenomenologist of the
elements of speech, wholly devoted to the phenomenal facts of the world,
which cannot be understood and cannot exist unless successfully
embodied in speech, Zivko Jeli¢i¢ has relentlessly and without a back-
ward glance on the secure feotholds offered by the traditional realistic
narrative methods, plunged into the amorphous world of perceptions,
voices, images, evidence of individual experience of his characters who
are real, living embodiments of speech. This very preoccupation with
triviality, this caustic and bitter dictatorship of an anlytical and objec-
tive intellect, gives his fiction of a sense of impersonality and a sense
of disunity, Thus in the novel Ljetnih vederi {(In Summer Eyenmgs)
we are not warned of the presence of the old grandmother, for instance,
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through visual and descriptive means; her character exists only as the
evidence of an individual speech which we know is hers. The mimetic
recording of her speech idiom is the only way by which the writer, in
fact, the observer, or let us even call him, the objective ear, leads us
to the world of our perceptions. This neglect of the objective world,
this idiesyncracy of [eligic’s narrative art speaks about the writer's
unconventional! approach to the problems and materials of modern
fiction. Although he has not yet found his critic, I firmly believe that
Zivko Jeli€i¢, in spite of the originality of his talent, which is not really
narrative in the classical sense, belongs to the great family of modern
writers whe are much more often, and with a much greater enthusiasm,
read by critics and literary connoisseurs than by the ordinary reading
public. Here is a writer who, in the creation of a new form, has gone
farthest towards those regions which have been outside the interest of
most contemporary Croatian writers.

Vojin Jeli¢ (1921) has attracted attention with his novel Andeli
lifepo pjevaju (Angels Sing Beautifully). In this novel he has skilfully
succeeded in linking the elements of a war chronicle with the night-
marish details of his heroes’ sensitive consciousness. Through pictures
of war confusion Jeli¢ has succeeded in cheating his specific lyric style.
A similar problem is also worked out in the novel Nebo nema obala
{Skv Has No Shores), while the novel Tré&i mali Zivot (Little Life Is
Running) is, in fact, the chronicle of a childhoed on the stony ground
of Dalmatinska Zagora. Trka slijepih konja (Race of Blind Horses) is
an atlempt to create a satirical novel about the life of snobs who
pretend to be film experts.

Ivan Raos (1921) is also a writer born in the rocky region of Dal-
matinska Zagora, and has been one of the most productive writers in
postwar Croatian literature. He has also been known as a story-teller
and as a playwright. But his greatest achievement has been the nove-

listic trilogy “Vjedno Zalosni smijeh {Eternelly Sad Laughter). This

voluminous work reminds one of classical realistic novels. It is a suc-
cessful attemp of a contemporary writer to follow the tradition of
Dalski; the teleological and naive naturalism of a, I should almost say,
boulevard writer; the lucid disorder of a Kovati¢; Begovi¢'s somewhat
bourgeois sentimental social analysis; Kozarac’s romanticism and spleen;
the social criticism of the leftist literature between the two wars, as
will as his own rich experience of life. This is a work, which within
the framework of an individualistic type of social criticism, represents
one of the rare, and noteworthy attempts to revive interest in social
novel. How succesful Raos has been is hard to answer. But we are
sure that the novel is one of those hybrid works which are rare in
Croatian literature, it represent the middie ground between dramatic,
though conventional kind of narrative about interesting, event thriiling,
events, relating to imaginary, possible, or real heroesm, and the project-
ion of their fates through the prism of an ironic and cvnical writer,
who has attemped to pose from a social standpoint some essential
questions about man’s fate and his position in the world, a world in
which the achievement of pure saintliness and moral purity is impos-
sible. Writing this autobiographical chronicle, Ivan Raos has dealt with
a peried of about twenty vears, the years which were tucked away
between the two wars. The plot develops in the relatively confined region
of Dalmatinska Zagora, among boarders of the Split Catholic Seminary,
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and in the old sections of Split among merchants, prostitutes, rascals,
failed or ruined people. But the novelist's interest in phenomena and
people overcomes all these narrow, geographical limitations. At times
moments it even becomes a powerful artistic and social document of
a time, the history of the maturation and »life apprenticeship« of an
interesting personality.

We have to do here with an apocryphal autobiography, with an
attempt to write a novel based on facts of life and on imaginative
freedom, a biography and an autobiography at the same time with a
history and a story. In short, we deal here with an autobicgraphical
novel which has for carious structural reasonis, outgrown itself, and
thus transcended all the privacies of an autobiography. All these de-
mands are neither negligible, nor easy to achieve. In the past one could
let the chief character roam around the world, supplying him for his
Odyssey only with imagination, and as many adversities and surprises
as possible. This procedure gave rise to the traditional picaresque heto;
Raos’s hero in the trilogy is his distant relative.

By their distinctly linear presentation of events, Raos's novels have
sometimes and old-fashioned effect. A character's fate is at their centre.
The enumeration of events in which the hero participates has no defi-
nite intention, which means that the narrator is mainly interested in
objectifying exterior relations and in offering a heap of anecdotal matter
and episodes. Nevertheless, Raos — who is a story-teller, and not ‘}
constructor of fictional structures, — possesses the magic wand o
Prospero. His secret is simple: by altering some of the inherent charac-
teristics of objects he makes them sometimes speak with the language
of poetry, This wand is in a skilful, talented hand, which on different
occasions knows how to write in corresponding styles: today, when
uniform styles dominate modern prose, some may call this very special
skill; but we prefer to interpret it as a happy assimilation of the expe-
rience of different traditions.

Ivan Katugié¢ {1923), in his novel Kontinenti se sasra!’u (Contlnf:nlt(si
Meet) has fused intc a small fictional whole, th_e per_:ula!r small_ \f.rorl
of a little Dalmatian town, with all its characteristic intriques, ridicule,
sentimental intermezzos. In his narrative manner he resembles the tech-
nique of Raos's prose works.

The progressive liberalization in the field of imaginative literature
is accomganiged by the growing tendency of writers began to confé‘lbute
their fiction to literary periodicals. This is a period of rich, all;l ldve;y
lively literary activity, characterized by formal experiments, bol 'srrf
opposing the tradition which had mainly rested on social determlmt_ !
Some of the storv-tellers have remained faithful to the smaller narrg 1;
genres. The flowering of the short story has again been followed by
the novel. In short, almost all, particularly the most remarkable ll;?pre-
sentative writers of fiction have been greatly interested in the problems
of cxpression. Yesterday's language of art cannet deal with today’s 111'(:}-
blems. What they tried to create first of all was a new narrative syntax.

i t interest-

Slobodan Novak {1924) is one of the most talented, mos
ing writers of an informa! group which is, yet quite distinct from othe;
writers. Although he has not yet published a novel in the true sen?
of the word, — only two long short stories, (his first novel has only
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been appearing in fragments in our periodicals), we may already acclaim
him as a writer in whose work insight into life and modern sensibility
have fused to an extraordinar degree. Izgubljeni zavidaj (Lost Home)
is still connected with the interwar fictional techniques. It does, ho-
wever, very successfully manage to outgrow the sharp confines of
realistic narration, and diffuses into sounds, smells, and images of past
time, arrested and recreated through the lively memories of a perceptive
boy and the sentimental evocations of an adult. In the manner of Tonio
Kroger, The Lost Home is the view of a home swallowed up by the five
of oblivion. This fully rendered dream of an insular childhood, overflow-
ing with local colour and mells of the sea, vineyards, old wardrobes and
chestst, full of the deifies of a peculiar local mythology, in which the
intoxicated imagination of the boy and disappeintements of the old
skeptic mix together, possesses many elements which are characteristic
of a fine moralist. Composed of five parts, this Iyrie fugue on the theme
of time tells about the spring, summer, antumn, and winter of a child-
hood that has forever gone. It does not describe: it speaks, but it does
not chatter, it draws concludions, but does not indulge in banalities,

His shorter novel, Dolutali metak (Stray Bullet) is a stream of
consciousness, a torrent of painful thoughts and pictures which, like
meteorites, revolve in the welter of narrative master. Unconnected,
dispersed, these elements fuse throughout the narrative into wholes
and link themselves with events. However, the novel on which the
writer is working at present (judging from the fragments we have seen
in literary periodicals), reveals Novak under a new light. Not unlike
his stories which are always focused on some seemingly bizarre idea
or perspective, this growing fictional work assembles the data of every-
day life, not in order to imitate it, but, to transcend it. Slobodan Novak
is a firstclass satirical writer of the trivial, automatized, stereotyped life.

Some writers, such as Branke Belan, Bogdan Stopar, Krsto $poljar,
Cedo Prica, lvan Kusan, although very different from the point of view
of their preoccupations, are nevertheless characterized by their common
interest in the analyses of the psychoses from which their characters
suffer.

Branko Belan {1912}, in his novel Kutija od ebanovine (Box Made
of Ebony), writes the biography of a man who is unable to participate
in the flux of ordinary, everyday life. In fact, his only authentic expe-
rience belongs to a phantasmagorical heraldic world of cbsessive Sym-
bols. This novel is full of apparently unrelated data, since the principal
hero, Karlo, experiences life on two tracks, even though his memories
remain the only real life for him. In his novels, Dnevnik utopljenice
(Diary of a Drowned Woman) and Obrasci mrinje (Patterns of Hate)
Belan has not managed to free himseif from the willingly accepted
limits of the deductive detective novel. Consequently his achievement
has remained exclusively within the realm of light literature.

Bogdan Stopar (1921} in his nove! Piloti viastitih snova (Pilots of
Their Cwn Dreams), has tried to give a psychological analyses of the
postwar transformations of a bourgeois family.

Krsto $poijar (1930) is the author of novels of uneven value: Brod
Ceka do sutra (Ship is Wating Until Tomorrow), Mirio podnebije
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(Quite Climate}, and Gvoide i lovor {Iron and Laurel}. In the first two,
Spoljar has attempted to write a novel of action dealing with urban
life. The writer is especially interested in ruined pecple and exceptional
situations, which provide good opportunities for action plots. However,
he does not always succeed in overcomming the prosaic facts which
determine the world of his heroes. The novel fron and Laurel is the
writer's most waluable piece of fiction. In this work Spoljar skilfully
weaves pictures of an objective reality with wisions of wartime expe-
rienced in a small provincial town. The author’s aim to write a novel
which would be both a social document and a free, almost unrestrained
play of imagination, has been skilfully achieved.

Ivan Kusan (1933), much better known as an excellent writer for
children, has also published two serious novels. In Razapet izmedu
(Crucified Between) and Zidom zazidani (‘the Walled In}), he offers
a subtle analysis of a bourgeois family during the war and afterwards.
Focusing his attention on the analysis of obsessive psychological states
in which his characters live, Kuan has accepted the techniques ol the
modern psychological novel and has applied the extreme methods of
introvert prose construction which shows a considerable fictional talent.

Cedo Prica (1931) has tried to give his contribution to the engaged
novel, mainly in the form of chronicie. He has simultaneously manifested
his affinity with lyricism, and his sense for the constructivism of the
fiction dealing moral dilemmas. He has published the following novels:
Nekoga moras voljeti {You Must Love Somebody), Svijet viden na kraju
(World Seen at the End), Izlaz na ista vrata (Exit Through the Same
Door), and Dnevnik sumraka {Diary of Twilight). The author of all these
novels is much more convincing when he enumerates the memoires
from his childhood than when he assumes the role of a prompter, and
speaks instead of his heroes. This writer too focuses his attention on
wartime and its consequences, and the traumatic affects these had on
the consciousness of the protagonists.

Antun Soljan (1932) belongs to those few contemporary Croatian
novelists in whose novels we discern emphatic ideological structures.
His novels, /zdajice (Traitors) and Kratki izlet (Short Trip), although
written in the lively idiom of an eloguent and objective narrator are,
in fact, fictional emblems of a philosophical view of the world and
man’s position in it. These have cbviously grown on the fertile marginal
soil of existentialism. However, it is equally obvious that they do not
serve as platforms from which the beredom and futility of existence
are propagated; they are rather signs of the narrator’s discovery of
structures which confirm the existence of such a tired world. The sense
of both Soljan’s novels is visible in each gesture, in each single,
mosaically constructed relation of characters and situations. In these
novels Soljan has tried to express his heroes' »adventure of existence.
In a very impressive manner they attempt tc give a fictional view of the
essential situations in which the modern man is tested, with all his
dilemmas, illusions, and bold unconventional solutions. From the philo-
sophical point of view The Short Trip is a novel of existential adventure,
the chronicle of a vain quest for an authentic from of existence. In his
novels Antun Soljan has not satisfied himself with the attractive cynical
role of the traditional novelist to act as the secretary of a club and in
this or that manner participate in events. The Short Trip, as well as
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chrystals of meaning are formed as if around an emotional chrystalline
axle.

The literature of realism particularly fiction, always speaks in the
language of pictures. The rhetoric of these pictures, however, is depen-
dent on the Literal meaning of the presented, in other words on the pat-
tern of nature outside literature. The writer’'s intention directed towards
phenomena and problems outside language and literature is in advance
subordinated to political, religious, or hardly visible simple and bread
humanistic ideas.

This literature is satisfied with reading and comparing the com-
mon qualities of the various phenomena, people and things. [t contents
itself with recognizing. What is phenomenal is seen as the only existing
and possible reality. Facts, as well as experiences, are simply added
up or subtracted from the model of the reality. Verism manifests itself
through the similarity and mutuality of what it indicates and by what
it is indicated. The image, even the poetic cne, corresponds to the
reflection in a locking glass — under the hypothesis that we have seen
a similar picture in life and that we know what a lockig glass is.

The terror of analogy and the dictatorship of the visible and of
the provable, the confidence in only one reality — in the reality of the
seen and the experienced, the denotative language of the prose which
exhausts the reason for its cwn existence by referring to the identical
facts of social provenience — these are the most conspicuous characte-
ristics of the verism, based on analysis.

However, from the need to imitate the world seen in all its spatial
and temporal details: from the landscape, the representation of a person,
from the relationship between phenomena and events in a given society,
from ail these the modern story-telier's and nowelist’s interests have
evolved, from the seen to the visible world. Instead of referring to
analogy, these writers begin to create a visible world which has grown
in the dark chamber of their imagination. This visible world is no
longer limited by its connection to the conventional forms which rely
on usage and well-known meanings, as was the case with realistic fiction.
Today a writer introduces his intention into a constructed world in
which the visible, i.e. something related to vision, is transformed into

an imago, into the space in which new superempirical meanings are
born.

And thus, instead of a string of pictures, only for the sake of creat-
ing the illusion of a panorama which would comprise time and space
and man in mutual social relationship between the existing with the
possible, we get fictional works in which intentional meanings of a po-
werful intellectual impression predominate and a precise directicn to-
wards problems which do not exist as measurable and visible facts, but
exclusively as an aleatory possibility of a still insufficiently articulated
and objectified world of an uncertain ideclogy and powerful emotional
arguments.

The artist invents or constructs his objects, relations and situations.
He distributes them among the spaces of his fiction. All these writers,
by referring to images, try to transcend nothing, they all trv to express
the full volume of emptiness, the whele surface of the loneliness of man
and time in question.
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. Every plot and every relation become problematic, because all is
in question. The meaning is born only out of the relations of our per-
ception, the author’s alibi has passed into the hands of others, he has

tried to experience the world more deeply, so that others might under-
stand it better.

Translated by Branko Brusar
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