ivan slamnig:
when m fed
up with
everything

(an interpretation)

PAVAO PAVLICIC

When I'm fed up with everything,
I swear, ‘I'll go back
to what I left down there.

By golly, no more shall T go on

doing things I, so far, couldn't quit,
under the old walnut tree I'll sit _
{much like under the one that's gone!),

the table Jaid white will shine,
and there I'll scat, and there I'll eat
bread with the cheese, fish with the wine.

Ivan Slamnlig’s poems are readily Ildentifiable
on the setting of Croatian postwar lyric poetry
by their basle attitude, by the distinetions of
thelr style and by the characteristic and in spe-
clal manner oriented layering of their poetical
contents, The baslc attitude of this poetry could
be deplcted as bearing a certain aloofness in
relation to the subject matter that the verse
celebrates and is most frequently manifested
through irony. Thls is apparent in the author's
choice of theme (which Is mot conventionally
lyrical), in the angle from which it is observed

(the unusual aspects of previouwsly celebrated
themes), the lyrical subject's position (barely
noticeable, polymorphous or Ironically accentu-
ated, and in other respects. Slamnig’s poetical
style complies with the aforementioned: it in-
tentionally disintegrates the pathos of poetical
speech, Introducing colloquial expressions, pe-
cullar coinages, forms and syntactle structures,
as well as words from foreign languages and
archaisms. The result of all this is that the
poetical meaning of this poetry must always be
read in several different directions and only
when taken together is the resultant of the po-
em obtalned. It 1s beyond doubt that one of the
unavoidable elements within thls complex is a
specifically new attitude towards literary and
cultural tradition.

In the poem When I'm Fed Up With Every-
thing, however, all these aspects seem to be
missing. At flrst sight It impresses us as being
very simple and seems not to insist on opening
a wide circle of assoclations at once. There is
no basically ironical attitude present: it would
in Tact be more appropirate to say it is nostal-
gic. Furthenmore it lacks the stylistic michness,
50 characteristic of Slamnlg: with the exception
of the somewhat colloquial utterance in the first
line, a8 well as the colloquial »by gollye in the
founth, while all the other lingulstic elements
of the poem are mainly experlenced as well fit-
ting in to the llguistic norm. Besldes, in the
semse of poetical content it seems that this po-
em Is quite unamblguous: It does not compel us,
as the other poems by this author do, to follow
various lines of interpretation. The conclusion
that nostalgia is the basic content of the poem
will, during the various phases of its compre-
henslon, certainly be to some extent rectified,
but will, let us stress right away, in essence be
maintalned to the end.

When we inquire, however, into the nostalgia
spoken of in the poem, our first conclusion re-
garding its simplicity may be brought into doubt.
Most readers comprehend this ipoem without am
awareness of the complexities of the operations
that brought them around to understanding fit.
Namely, the reader will quite spontaneously say
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that the homesickness involved is a yearning
for the Mediterranean, but will not be so quick
in explaining how he knows this. The first indi-
cation appears in the phrase down there in the
third Une. Although it s spaced out, thereby
immediately made clear that it refers to a spe-
cial notion of some kind, by ltself it is inade-
quate, Down there, as an Indlcation for the Me-
diterranean, and, more precisely, for Dalmatia,
when given wlthout additlonal detalled desig-
nations, does not function on the whole tenri-
tory of the language, but only in the speech
of folks from »dowm there¢, and only when they
are located on the continent. The fact that this
utterance in the context of this poem is also
understood by others, has to be attributed to
certain additional signals given in the closing
line of the poem, where foods that are charac-
teristic for Dalmatia and the Mediterranean are
mentioned. The poem’s beginning and end are
thereby already inseparably linked .on a level
of verbal interpretation of its contents, and this
is an indication that the contents are more ¢com-
plex than they might at first sight seem. The-
refore it 1s first of all mecessary to divide it
intoe jolnts. .

The lyrical subject speaks here of something
he iniends to do, but Is not doing yet. It is not
obvious when this will occur, but it is under-
stood that his declsion to do what is further
described is very firnm: he even swears to do
50 (1 swear, I'll go back). He will go back to
something that has remalned down there, on
the Mediterranean: from this point it is most
logical to conclude that the subject in the mo-
ment of creating the poem was located some-
where »up theree, on the continent. After this
introductory statemenst, the poem returns to the
teller’s present state, but in such a way that
he continues speaking about what he will do
when he is fed up with everything. We must
pause shortly when we come to the formulation
doing things I, so far, couldn’t quit. The imper-
feet tense used is the only past tense In the
poem: all the other verbs are in the future.
Therefore it is as if this sentence implicates as
rollows: the subject so far had Lo do something,

and now he no longer has to, and from this we
may deduce that the time of his departure is
perhaps very near. And this somehow clashes
with the indefiniteness of the moment of de-
parture as previously emphasized. The second
half of the poem 1is wholly dedicated to what
the subject will do when he gets down there:
he will seat himself under a walnut tree which
is much 1like another one,.Here we come upon
the second spaced out word in the poem, and
immediately we are struck by the difference
of meaning In the graphical accentuations in
two places. In the beginning, where the word
down there is spaced out, it 1s expected of the
reader to understand what ‘the phrase means.
In the second case, the spaced ouf word does
not render attention to the content of the ex-
presslon, but rather to the form of its applica-
tion. The reader does not know that one (wal-
nut), mor will he get to know it from the poem,
For his undermstanding of the poem, however,
it 1s sufficlent to comprehend that this tree Is
of particular importance to the narrator; on
the contrary, it is sufficient for only that to
come to his knowledge, and nothing more than
that.

It is good to already note two things. The
first one Is the relationship between the begin-
ning and the end of the poem, between what
the beginning promises and what the ending
offers. Namely, the beginning is Intenslve: the
lyrical subject announces that he will be fed
up whit everything, and immediately swears
that this is so; It is accordingly concluded that
the state In which he is In, Is a condition that
seriously affects him. It is therefore mormal to
expect that what will further be sald in oppo-
sitlon to this (namely, the things down there),
will be of an equal intensity and emotional
thrust; but this does not happen, because in
opposition to that everything from the first line
we have a serles of simple things: a tree, sitting
under it, some foods. This elrcumstance is al-
ready experienced on the first reading of the
poem, The second thing worth noting refers to
the comprehensibility of the achievement: pro-
blems in understanding this arise only on a



lexeme level, and mot on a syntactic, morpho-
logic or any other; s¢ that already now it may
be sald how to a great extent this precisely sup-
ports the illusion about the poem’s simplicity.

The poem When I'm Fed Up With Everything
1s made up of only two sentences; the first being
contained in the first iriplet, while all the other
verses are included in the second sentence. How-
ever it is easy to note that this second sentence
Is composed of several sentences with indepen-
dent meanings. The first of them Includes the
first two lines of the four-line stanza, the sec-
ond — the remaining two, while the last triplet
may be interpreted either as a single sentence,
or azain as two, wherein the first line would
be one sentence, and the other two the second
one. The question that now emerges Is why,
precisely, does the poem have this kind of ar-
rangement of sentences, even though It would,
In light of Its metrical symmetry, which is Im-
mediately evident, be logical to expect a diffe-
rent kind of arrangement. In order to answer
this question, it 1s necessary to observe the con-
tents of the utterances made In the two sen-
tences. In the first sentence the narrator states
his intentiomn, when everything becomes weari-
some, to go down there; In the second sentence
on the other hand he enumerates what he will
then do. This gives the impression as if the
narrator suddenly came upon the ldea to go,
and he iliked it, and now he hurries to have his
say to the end. In the first lines of continuation
he still touches on what surrounds him, stating
that he will quit doing what he previeously had
to do, and thereafter he enumerates the pleasu-
Tes he can look forward to. Thereby an impres-
sion of acceleration is achleved, as If the nar-
rator is increasingly enraptured by the idea of
departure, s0 he no longer needs sentences but
only short syntagms uttered in one breath.

According to the verse arrangement it seems
as If the four-line stanza is the central part of
the poem, while the triplets represent the intro-
duction and conclusion respectively. A closer In-
spection, however, reveals that the most active
content is actually to be found in the triplets:
in the first one the subjlect decides to go to
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Dalmatia, in the second, it is about what
intends to do when he gets there. From ti
it Is simple to conclude that the impression ca
sed by the stylistic and metrleal aspects of t
poem branches into two directions: on the o
hand, they allow looking Into the rational cor
ponent which influenced the symmetaric ari
gement of the formal elements. For all th
the two do not stand in any irreconcllable ec
trariety: thelr meanings converge on some ol
level.

We shall come to a similar conclusion If
observe the relationship between the conte:
and the structure of the poem, namely, i
manner or, respectively, the Intensity of i
utterances, and meanings placed upon th
within the whole poem. It immediately hecon
evident that a certain symmetry exists here
well. The {irst part of the poem, namely 1
first triplet and half of the first quatrain, s
ak of the subject’s declsion, wrliten from |
viewpolnt of a person who is not yet down i
re, who s still far from that down there, a
for this reason his decision does not sound v:
confident: thus the need to take an oath ocet
The second part of the poem is wholly dedlca
to the things left down there: it here seems
#f the lyrical subject has completely freed hi
self from what presently afflicts him where
is, thus the utterance is calmer and mote co
posed. On the other hand, however, this sy
metry is also brought into doubt by that sa
emotional impulse that breaks the poem up
two sentences only. In the first part, in wh
the subject is still under the command of i
present situation, a stronger emphasls on
emotional Is felt, while In the second part,
wards which the entire contents are orlent
a slowing down of the rhythin takes place,
if the aim has =adreardy been reached.

As can be.seen from everything we have ex
merated, there Is a multi-layered relations.
between different elements in the poem wh
are — as we have noticed — grouped arounc
pele of rhythm (emotionality) and a pole
symmetry (rationality). The question that n
arises is what is the meaning of this dual



Our analysis of the poem showed the existence
of a confrontation of two different worlds and
it is on this confrontation that the poem is
based. It is now necessary to establish what the-
se worlds are like and what Is the result of their
confrontation.

On a somewhat more specific level of obser-
vation It may be established that we here have
a confrontation of the environment in which
the lyrical subject resides during the moment
of crealing his poem (and this residence has
the distinction of permanence, durability) with
some other dearer and closer environment in
the south. As an illustration and at ihe same
time an instrument of this confrontation we no-
te the use of two manners of speech which we

have already mentioned, and which are already’

apparent in the first two lines: on one side the
urbanie, somewhat stereotyped speech, and on
the other an utterance that bears the distineti-
ons of the provincial idiom, thus deslgnating
something that is closer to the subject, and at
the same time more lifelike, diverse and expres-
sive. This implicates a conflict between two cul-
turad traditions from which the utterances ori-
nate.

These environments, howaver, are not inde-
pendent, for each of them — for both the lyri-
cal subject and the poem — bears within itself
certain symbolical meanings that are metony-
mically linked. Therefore, on a more general
level we observe the confrontation between com-
pulsion and freedom. There at the time of cre-
aling the poem, the lyrical subject has to do
something (or more exactly, so far, he had to
do something), while down in the south he will
be able to do as he likes. For all that, it is

interesting how the confrontation further pro-
" gresses: while explicit mention is made of the
compulsion, and it is the real motive for the
decision to depart, the freedom that will be ac-
quired through such a departure is not mentio-
ned so directly, but instead the marrator simply
enumerates what he will do when he goes down
south. The more precisely emphasized, directly
stated, thus more real compulsion is only con-

fronted with the narrator’s wish, At tinst It
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seems as if he is sure of its coming true; never-
Lheless, the very fact that he will only satisfy
a wish, and not achieve freedom, makes the
reach towards the assumed lack of restraing
much lessear than the reach of the concretely
outlined compulsion. But, that is not all. On
ancther level, the situation is just the opposite
in regard to the circumstance of a clearly stres-
sed compulsion and a bharely designated freed-
om: namely, it is not completely clear what the
subject is suddenly fed up with, what is oppres-
s5ing him, whereas it is thoroughly explicit, on
the contrary, it designates what he wishes to
confront this situation of his with. The situ-
ation in the south is described, yet the subject’s
situation in the place where the poem origina-
tes s not described, and it is precisely that si-
tuation that has provoked the desire to go so-
mewhere. Firom this point it is possible to bring
conclusions in two main directions: either the
motivation for the dcparture s totally irrele-
vant for the poem, and its prinelple content
is the wish to go south In general, or else the
absence of precise determination of the com-
pulsion to which the subject is submitted em-
phasizes even more strongly the differences bet-
ween the two environments: one of a coercive
nature that cannot be clearly defined, the other,
in which there is no compulsion, rather the sub-
Ject’s life is consisted of satisfying ones simple
needs.

In an endeavour to declide on one of these
two solutions, a more precise looking back into
those very elements that are cited in the poem
as characteristics of the south, of the down the-
re that the narrator has retained. The situation
Is simple: there one can eat at a table with a
white tablecloth in the shade of a treetop. The
single molifs are also simple: bread, fish, chee~
se, wine. Two things regarding these motifs
should here be observed: the function that they
acquire in the entirety of the poem, and their
meanings otherwise, outside of the poetical con-
text. In light of the position that these motifs
hold within the entirety of the poem, these sim-
ple edibles are obviously, from the .subject’s
viewpoint, are quite sufficlent to confront to



that vague everything from the first verse and
slightly tip the balance over it; and thls is un-
derstandable: these are common and everyday
things, and simplicity is what the poem craves
for, what the narrator yearns. On the other
hand, bread and cheese, fish and wine are not,
just tralts of a simple and Idylic 1ife, but other-
wise, beyond poetical use, are linked to the Me-
diterranean and its way of life. These motifs,
therefore, only by appearing invite a wide circle
of assoclations, and in this way confront every-
thing else with their Mediterranean, southern
features. This is done especlally by the motifs
within the poem we are analyzing, because they
are explicitly linked to the idea of the Mediter-
ranean. Their role is, therefore, dual: on the
one hand they symbolize the simple and idyllic
life, on the other hand, such a life on the Me-
diterranean and everything else that the Medi-
terranean represents. The confrontation of two
worids Is thus all the more emphasized: on one
side of the pole stands something whose rteal
outlines cannot be deseribed even under coer-
cion, while on the other end even the most com-

. mon, everyday things bear a symbolical mean-

Ing and role. °*

Only in this light do we more clearly see the
previously mentioned characteristics of the po-
em When I'm Fed Up With Everything: its sty-
listic simplicity and the rigidity of Its metrical
structure. Namely, since the contents of the
poem strive towards simplicity, towards common
and eternal things as an Ideal, it Is logical that
this striving be expressed In such an elemen-
tary form, that the narrator’s utterances he
subjected to such a striving. Namely, he wishes
to show himself as a man from the botiom, in
other words, a product of that same simplicity
that he strives for; as such, he has elementary
desires and expresses them in a simple fashion,
Thus we arrive to the emergence of semantics
in all the elements of the poem: since every-
thing Is submitted to a single polnt of departu-
re which is the product of the narrator’'s view-
point, and theme, and style, 1t is logical that
Its diviston inteo sentences, Its metaphorie con-
tent and all the other elements which we have
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enumerated so far, become functional and that
each of them contains the same relationship
fowards the basic source -— the strive for sim-
plicity as given In the conclusive picture.

The situation with the metrical structure is
similar. Symmetry 1s, in other words, the high-
est expression of clarity: it makes things easy
to survey and easy to remember. The truth of
this can be established by a simple experiment.:
at first sight it is clear that the poem would
not have the effect that it has If the stanzas
within it were not lald out the way they are;
IT it were, for exampie, organized versificatorily,
yet retainlng all its other elements {number of
syliables, thymes ete.), a great deal of the im-
pression of harmony with the basic ideal would
forever be lost. Since the narrator strives for
8 balance, It is logical that the balance appears
between the elements in the poem, and the su-
Preme expression of such a balance is this sSym-
metry itself.

. This symmetry, however, is mot complete if

we leave out of conslderation lits completeness
on a formal and slructural level, viewing it on
the level of content and meaning. Beyond the
lmits of our analysis there remains stili one
more meaningful element of unsual importance
which at first appears as one of the characte-
ristics of the south for which the subject cra-
ves, but on more careful observance we discover
that it is somewhat more complex than the
others, and thus its position is differemt. The
point In guestion Is, of course, the motlf of the
walnut tree that appears in the third Hne of
the quatrain in the middle, as well as In the
line that directly follows.

This motif differs from the others (the table
daid white and the edibles on 1t) firstly by the
fact that more mentlon of it s made than of
the other elements. Its other features could he
described as follows: it is, first of all, old; sec-
ond, it {s simllar to some other walnut to which
the subject is emotlonally dinked (the word one
Is graphically emphasized), yet we do not know
whether it stood in that same place, or some-
where else, and which is also Intimate and dear
to the narrator. Thereby we have stili one more



confrontation, which no longer takes place on
a regional level, such as the confrontation bef-
ween he Mediterranean and the continent (the
homeland and forelgn territory), but rather on
the level of time, and in two senses. First, the
age of the walnut indicates the oldness of the
world for which the subject of the poem yearns,
whereas the simlilarity of the present tree to
some former one bears witness to the continui-
ty and indestruetibility of that world in the eyes
of the subject. It need be remembered, in other
wonrds, that the world in which 1he subject lives
at the time of creating of the poem has no dis-
tinetions of permanency; admittedly, the im-
perfect couldn’t quit indicates a certain state of
duration, but this duration is only within the
limits of a lifetime, the narrator’s lifetime, but
has no universal distinctions like the one that
is linked to the permanence of the tree. Second,
the similarity between the present walnut with
the former one bears witness to some kind of
the subject’s knowledge of the past and a rela-
tionship that he has towards it, a kind of pre-
history connected to the environment for which
he yearns and a continuity of that same envir-
onment, All this, of course, again in opposition
to the timelessness of the space of the subject's
abiding when the poem was created, a space In
which he himsell, as well as that space, have
no relationship with the past.

However, thls is the very place where we
have (o pause, The fact that we here mention
a walnut tree that had previously existed, and
that is gone, in the context of meaning that
we have so far described, requires an explana-
tlon. It c¢annot be that the former walnut is
being mentioned only for the sake of empha-
sizing continuity, for the age of the exlsting
walnut itself points to this continuity quite
adequately. Therefore we should call attention
to what is sald about the present walnut tree,
namely, that it is much like the former one.
Lf we here wished only 1o stress the continuity
and the oldness of the surroundings, it wouild
be more logical to stress the sameness between
the former and the present walnut, the self-
-sameness of 1ts substance and meaning both
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for the surroundings and for the narrator. This,
however, is not done, hut the point In question
Insteaad is only a matter of similarity, on top
of which the mentioning of the former walnut
is graphically emphasized. This points {0 a so-
lution: namely, that only the former walnut
tree is the real one for the narrator, the one
to which he ls emotionally tied, while this pre-
sent one is but a recollection of it, its substitute,
its replacement. We could go as far as to say:
the former walnut was the original, and the
present one its copy, from which it quite logically
comes out that the present one can never coms-
pletely replace the one that once existed, but
can only serve — to use Slamnig’s formulation
in his poem Vita nivelatriz — as »a surrogates.

Thus the poem’'s content now suddenly ap-
pears before us in a completely new light., In
other words 1t is obvious that the tree of the
walnut ls the skeleton of the world for which
the narrator yearns, for it is both a symbol of
protection and security that the homeland of-
fers, and a symbol of the entire region and its
way of 1life. However, If the tree is in question
(if it is but a substitute), then everything else
under it is in guestion; it is no logner a certainty
that the region for which the narrator yearns
really exlsts. In that case the poem is no longer
making reference to the confrontation between
two worlds that really exist, but is rather a con-
frontation between something that exists (and
which yhe narrator is fed up with) and someth-
ing that no more exists in its original form, but
exlsts only as a desire, as a remeniscence or
perhaps as a hope; the future tense is used,
not the conditional. In that case the entire
poem wouwld have to be interpreted in a new
way, with all its stylistic and other distinetions:
no longer as a striving to confront two worlds,
alter they had adeguately expressed themselves,
but as an endeavour to make one of them (the
one down there) a recreation. The dualities,
which we have preoccupled ourselves with in
the analysis so far, vould then turn out to be
very functional indeed. Thus the fact that com-
pulsion is evoked in one manner, and freedom
in another would be explained by concluding



that complusion Is a prart of reality, and freedom
Is a part of the narrator’s consciousness, its own
fabrication which came to bhe because of the
very need to confront such a reality. The dua-
lity of the emotional and rational would also
acquire a new meaning: the emotional Is the
product of the subject’s present condition, ang
the rational instrument is the one with which
he confronts this condition, his creation of the
Mediterranean wornld. Thereby another essen-
tial opposition opens up, the duality, in other
words, the real and the imaginary, of the real
world of compulsion and the free world of the
imagination. With this, however, the process
does not come to an end, for a poem understood
In this way disintegrates into a string of new
meanings or, more exactly, new questions. We
shall enumerate some of them: what Is the re-
lationship between the two worlds in light of
the fact that finally both of them are conjured
from the viewpoint of one mind only; if the
present south is the fruit of imagination, was
the former one real, or was it also but an illu-
slon; to what extent can the narrator’s expres-
sive passion be interpreted as the fruit of self-
-irony? However, one showld not iry to reply
to these questions: to the extent of 1t itself
being aware of them, the poem counts on keep-
ing them outstanding.

Thereby thls poem becomes much more akin
to the rest of Siamnig’s opus than was at first
thought. The understanding of the poem will
not be complete if we fail to include the ele-
ments of a broader context of experience, those
elements that for an understanding of a poem
do not directly enter it through 1ts contents and
structure, but rather through what its contents
and other components of experiencing it link
us. The reader, namely, on encountering a work
of art, performs a series of operations that also
differ from the ones which have thus far been
described, and which with equal decisiveness
determine his experience. Some of them precede
the understanding of a text, some of them ocecur
parallelly with the understanding of the text,
and some again emerge subsequently as the
text’s logical continuation. On this occasion we
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can desribe them precisely as putting the poem
Inte a certain context in three basice gsenses:
Tirst, as putting it into the context of modern
poetry in general, which happens because we
know which period the poem belongs to and that
the poet is a contemporary of ours; second, by
putting it into the context of Croatian Iyries,
or more exactly, into that moment when the
poem came to be, regardless of whether we shall
comprehend that moment as something that
exists today as weil, or as something that we
have definitely left behind us; and third, by
putting it into the context of the author’s poe-
tical opus, in other words, by determining the
position of the poem within the scope of slmilar
works by the author.

1. That the poem When I'm Fed Up With
Everylhing differs from the poetics of modern
poetry — from those most general determinants
that are already presupposed even in the expe-
rlence of the average reader — is clearly Indi-
cated even by a comparison with Slamnig’s other
poems in the book The Lane After Festivities
{Aleja poslije svetanostl) /1956/ in which it was
published. In the other poems 1t is easier, nam-
ely, to recognize the connection with these
basic lines which modern European poetry has
established by the fiftles of this century. Qur
poem, however, differs from these determinants
in those three aspects about which we have, in
deseribing the distinetions of Slamnlig’s poetry,
spoken at the start, namely, in the basic atti-
tude towards the object being celebrated In the
verse, in the style and type of meaning that
the poem evokes. In other words, two traditionail
experiences are of utmost importance for the
moment in which the poem takes place: on
the one side, the expressionistie and surrealistic,
the European, on the other side the Eliptistic
and Poundistic experience, the Anglo-Amercian,
to which we should, perhaps, add the Soviet
experience, which was highly appreciated in our
country at that time.!

! One should always bear in mind that Slamnig
belongs to the line of poets which, in lack of a more
Proper expression, we can call the fearned poets,
the ones for whom a knowledge of European poetry



As tegarnds theme selection, this poem does
not fit into the poetics of modern verse, but
rather in its relationship to it. The motif of
yearning for a simple life in contrast to modern
life, furthermore, the longing for the space and
time in which such a life existed in its purest
form, may often occur in the poems of modern
poets, however, such a motif would then regu-
larly have the characteristics of a program-
matic attitude, which can by no means be said
of Slamnig’s. Such a programmatic attitude also
then includes poetry as a part of the things
that should be restituted to simpleness; modern
poetry in most cases commits itself to the term
of reference called simpleness, thus the men-
tioned restitution to plainness is actually a re-
tum to the classic, and in such poetry we then
have the appearance of classical reminiscences
(Pound, Eliot). In Slamnig’s case (in this poem)
the situation is different: here, first of all, there
is no apparent attitude towards poetry or any
need to restitute it to simpleness; second, his
poem is not written from a programmatic stand-
point, but is seemingly a spontaneous utterance.
In this lies the poem’s complexity: namely, the
poem may be interpreted on a certain level as
the confession of a southerner who wants to go
back home, without giving thought to the real
meaning of the opposition thereby established,
but only in reference to what this confrontation
means 1o him; only from the second level is it
indicated that this opposition has far broader
implications, precisely because of the fact that
its point of departure is a seemingly spontaneous
attitude.

The stylistie component is closely linked to
the mentioned. Its stylistic plainness, a sem-
blance of everyday speech, is also something
that was not unknown at the time of the poem’s
appearance: such strivings appear, for example,
in the poetry of Lorca who had an extraordinary
influcnce on the pocts of Slamnig’s generation?,
Lorca, however, like the other poets of expres-
sively plain utterance (Apollinaire, Prevert, Ye-
senin) confront the unsophisticated style of
their works with another component: the the-
mes of their poems are in most cases motifs
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with strong meanings: love, death, ecountry,
struggle, time ete. In Slamnig’s case thls is
doubly different: first of all, the stylistic plain-
ness 1s not counterpointed by the theme; second,
the theme turns out to be complex and »diffi-
cult¢« only after a detailled analyzing and this
is precisely the outcome because of the style
in which it is presented.

For all that has been sald, the poetical mea-
nings of the poem When I'm Fed Up With
Everything are reinstated in a somewhat diffe-
rent manner than is usual in modern poetry.
They are attained by different means and a dif-
ferent relationship towards reality. Thus the
poem makes use of those speclfic possibllities
of the language (more exactly, one of its syn-
chronous sections) that permit the creating of
symbols from the most seemingly ordinary every-
day words (down there, walnut tree, edibles).
On the other hand, the poem is without any
doubts understood and experienced through a
certain relationship towards the reader’'s know-
ledge about our specific situation in which a
multitude of the population from down there
moves to the continent in search of employment
or for schooling and resume living there while
they continue yearning for the south. On the
contrary, without fthis knowledge the poem
would not be comprehensible; and counting on
it 1s something that is entirely original.

2. [nteresting stimulations for an understan-
ding of this poem may further be found in
realizing its relationship towards Croatian ver-
se-making at the time of its appearance. It was
written in the very bheginning of the fifties
(1952), a tlme when modern poetry, the way
we see it today, was just starting to make head-
way. The poesy that had till then been appea-
ring was of a completely different trend: under

Is not only an inevitable part of the development
of their skill, but often an inspiration; he is, after
all, one of our most prolific translators. Thus all
the poetical experiences we have enumerated are
indeed of rclevance in his opus.

2 Tt would suffice to simply look through the first
numbers of the magazine »Krugovi¢ (Circles) —
Slamnig was one of ils editors — where an out-
standing place waus dedicated to the translation of
the mentioned poets.
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the influence of the soclal developments that

it was dependent of, it regularly engaged itself.

in somewhat more generalized themes — predo-
minantly of a far-reaching social, or directly
political topicatity — and in a manner that had
the traits of the oracular, the pathetic, and n
any case, of the generally valid and acceptanble
stance, The poem When I'm Fed Up With Every-
thing, on the contrary, epitomizes the stand-
point of the individuat and in a very pronouced
manner; 1t manifests a content which, in its
first layer at least, has no general importance,
and does s0 in a manner shorn of pathos and
the other stylistic requisites that had been in
use up to that time. Emanating, therefore, wli-
hin the framework of modern verse In a supra-
national sense as something that perceptibly
from it, In the framework of national poetry it
steps forward (tozcther with Siamnig’'s other
works and the works of other modern poets
of that time) precisely as the bearer and mes-
senger of that modern verse.?

Within the framework of Croatian verse, ho-
wever, this poem, from its thematic aspect, can-
not be looked upon as something very new. On
the contrary, the longing for a far-off, one-time
abandoned world of one's nativity, in which
everything is closer, simpler and deeper, is an
oft Tepeated theme of Croat poesy of both the
19th and 20th centuries. It would suffice to
recall Kranjcevié, Matos, Ujevié, Nazor or Ta-
dijanovi¢, all of whom have dedicated some of
their most significant poems to this theme. Bug
this stance and this theme had never before
emanated in poetry as contemporaneously as In
this poem, at least not In any relevant way —
and in any case — not in such a way. Therefore,
the poem we are dealing with achieves two things
at the same time. First, it establishes certain
connections with tradition whieh, in licht of
the appearance of new themes and new poetics
immediately after the war, were almost broken.
Second, this link-up is shown at the moment
of the poem's appearance (from our present-
-day point of view as well) as an introduction
of something new, a turning point in the rela-
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tlonship towards traditlon and a blazing of new
trails in Croatian poetry.

From the older works that appeal to this
theme, the poem When I'm Fed Up With Every-
thing is diverse in as much (30 we have seen)
as it brings into question the very existence of
a lost idyllic homeland; it, therefore, does not
persist on a return to the traditional theme,
instead it brings into doubt both homeland and
tradition. It thereby enters upon a specific re-
lationship towards poelry contemporary to it-
self: distancing itself from it both by linking
with some other tradition and deviating from
that traditlon, both by throwing doubt upon
the existence of traditional poetie vaules and
by a new faith In the power of poetry which,
if it does not create new worlds, at least revives
old ones. .

3. Before we put forth question of the rela-
tedness of this poem to Slamnig’s entire opus.
we must first resclve a fundamental dilemma:
should this poem be compared only with what
appeared before it, or with the rest of the poet's
achievements; for we gave the characterization
of his lyries on basis of the entire opus which,
at our point of departure served as our foot-
hold. In other words, atthough the poem When
I'm Fed Up With Everything was written when
Blamnlg was only some twenty-odd years old,
the poetry he had by then created already shows
to a sufficient extent the characteristics enume-
rated in the bezinning (it will do to look at
his collectlon Analecta® containing his earlest
works), while everything the poet did thereaf-
ter, to this day, Is subjected to the same basic
principle that can be found in his earliest peems.

3 The plainness of this poem is incomparable to
the type of plainness which one encounters in pre-
vious Croatian verse, such as for example, in the
verse of Tadijanowvié, Namely, Tadijanovié, precisely
through the use of simpleness strives to express
scdifficult« contents, whereas Slamnig, with a slight
dose of artificiality, seemingly evokes quite common
themes that are not decreed by fate.

4 Zagreb, 1971. In this collection there are poems
from various periods, from the earliest to the most
recent, buf nevertheless most of them are from the
poet's early period when he was under twenty.



The position of the poem we ponder on as
over something exeeptional, can, thercfore, al-
ready be defined on that basis itself. If we ab-
sorb deeper into the characteristics of Slamnig’s
verse, it becomes clear that its major denomi-
nator and mainstay is its straightforwardness.
Slamnig is a poet who has no other program
but poetry iiself, and so he strives to try out
all of its possibilities, with a maximum aware-
ness of the artificiality of its nature; snugly
fitting into the irony he expresses towards the
pathos of the traditional poetic stance. Such a
relationship towards poetry tlherefore includes
not only the very complex poems, but also the
very plain ones, such as When I'm Fed Up With
Everything is. And indeed, Slamnig has other
poems like it, especially in his later periods:
(We Are Black, On the Loading Platform, Brid-
ge, A Roma alla romana, etc’), and all of them,
the same as this one, fit very well into his
poetical program.

The instance we realize that the analyzing
of this poem together with the rest of Slamnig’s
entire opus is the only real method to take,
we shall also then realize that this poem is a
completely logical part within that opus, and
by separating it from the opus {s an illusion.
In other words, Slamnig's poetry, in some spe-
cific way, accomplishes Eliot’s ideal on the pa-
rallel existence of all works, regardless of the
time of their appearance, wherefrom the ema-
nation of a new work influences the order and
meaning of all other works. In light of his
earlier mentioned consistency, this is just the
thing that is happening in Slamnig’s poetical
opus. Furthermore, in his case the appearance
of every new poem arouses a feeling that it
would be worthwhile to establish once again
the truth of this order.

5 Poems, selected by Slobodan Novak, Zagreb 1973;
some of these poems bear a simpleness of style, some
a simipleness in their relationship to the object ce-
lebrated in the poem, while some are characlerized
by a plainness in both respects.

*

Translated into English by Slobodan Drenovac
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