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Abstract

In the present study, the author deals with the literary-historical and poetological
circumstances of the notion of experimental poetry, noting this type of writing
mainly in Slovak and Czech literature but against the broader background of Polish
and Hungarian literature, i.e., in the Central European context. In particular, the
author reflects on the communicability of texts constructed in this way. He chooses
the 1960s as the initial period of his observations, but he also notes the experimen-
tal tendencies in poetry that preceded the 1960s, and at the same time, he moves
from the 1960s to the 1990s and the developments in (Slovak) literature after the
year 2000. From Slovak literature in the 1960s, he pays particular attention to the
experimental work of M. Adamciak, and from the most recent Slovak literature, he
reflects on the work of P Macsovszky and K. Zbruz. From a developmental point of
view, the author focuses primarily on the significant influence of Czech literature on
Slovak literature in the 1960s — especially the influence of the texts of L. Novak and
V. Havel. The author also creatively builds on the metatexts of some literary scholars
or creatively polemicises with their findings or further conjectures them (K. Ihrin-
gova, V. Kfivanek, J. §rank, M. Souckova and others).
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In the Central European cultural space, the 1960s are undoubtedly con-
sidered the golden era or the peak of experimental tendencies in literature
in the 20th century. In developing the idea of a Central European cultural
space, we have in mind the Slovak, Czech, Polish, and Hungarian contexts,
and the fact that we are more concerned with the Czech-Slovak sessions is
notaccidental or in any way irrationally subjective. The connection of Hun-
garian and Polish literature to European avant-garde movements naturally
existed here, but we should immediately add that literary currents such as
experimental/concrete poetry or experimental writing did not develop or were
not fully separated. In the field of Hungarian literature, we can mention
the poet, typographer, and graphic artist Lajos Kassak (1887-1967), who is
considered by literary history to be the most important personality of the
avant-garde movements in Hungary. In his work, one can find the practices
of Dadaism, Futurism, Surrealism and Expressionism. He became famous
as the author of the so-called “constructivist paintings” (“pictorial archi-
tecture”) and the poem A lo meghal a madarak kirepiilnek (“The horse dies,
the birds fly away”) from 1922, which many experts place in the context of
Apollinaire’s The Passage or the poetic composition The Waste Land from
T. S. Eliot. The writer, poet and literary critic Peter Macsovszky also draws
attention to Kassak’s “shorter, experimental texts, straddling the line be-
tween the short story and prose poems (Tragic figures, 1919)”!. However,
names such as Emil Szittya (1886-1964; his prose Das Kuriositaten-Kabinett.
Begegnungen mit seltsamen Begebenheiten, Landstreichern (“The Cabinet of
Curiosities. Encounters with strange occurrences, vagrants”) from 1923
has been preserved in Hungarian), Sdndor Barta (1897-1938), Erzsi f]ivéri
(1899-1940), Aladar Komjat (1891-1937) and Andor Németh (1891-1953)
also deserve attention. The latter two were close to surrealist poetry, while
Barta consistently wrote Dadaist poems. Not to be overlooked is the poet
Karoly Siraté6 Tamkd, better known by his artistic name Charles Sirat6
(1905-1980) — the aforementioned Macsovszky notes about him: “with his

! https://zurnal.pravda.sk/esej/clanok/362975-nebojme-sa-madarskej-literarnej-mo-
derny/ [Accessed 23.03.2022].
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visual poems — he wrote the first one in 1924 — he announced the advent
of postmodernism. However, he approached the creation of visual poetry
not through the typographic solutions of the typeface but the arrangement
of words in space, and his themes and lexis are also remarkable, taking
inspiration from science and, later, from certain spiritual tendencies?. The
appellation “Hungarian Joyce” or “Hungarian Musil” could undoubtedly
be applied to the novelist Miklos Szentkuthy (1908-1988) — his debut novel
Prae (1934) is a 1200-page eclectic collage prose that can form a unified po-
etological trajectory with J. Joyce’s Ulysses or R. Musil’s The Man Without
Qualities.

In Poland, the situation is quite different because the formal exper-
iments in 20th-century literature have been entirely, even exclusively,
applied in works for children. The literary scholar P. Winczer (2000) even
considers the relatively direct influence of the linguistic experiments of the
poet Julian Tuwim (1894-1953) on the work of Miroslav Valek (his trans-
lation of Tuwim’s Cuda i dziwy (,,Miracles and Wonders”) from 1961 is
considered congenial by translation critics) and Lubomir Feldek from the
mid-1960s onwards. Alongside Tuwim, Jan Brzechwa (1898-1966), later
two extremely talented “pupils” of Tuwim, developed various mutations
of linguistic experimentation in his work for children: Joanna Kulmowa
(1928-2018) and Wanda Chotomska (1929-2017), who develop a “nonsense-
fairy-tale type of writing that exploits the child’s joy in word-formation, in
puns, in ‘breaking the language’, in creating imaginative playful situations
in which the child’s perceiver is drawn into the game.”?

In Czech literature, these are mainly representatives of concrete and
phonic poetry: Ladislav Novak (prepared texts and constellations in
the collection Pocta Facksonu Pollockovi (,,A tribute to Jackson Pollock®)
from 1966), Vaclav Havel (collection Antikody (“Anticodes”) from 1963),
resp. poets such as Emil Julis, Jifi Kolar, Josef Hirsal, Zden€k Barborka,
Vladimir Burda and others, whose varied texts form the anthology I’k ko-
stek: Ceskd experimentdlni poezie (,,Litter of Cubes: Czech Experimental Po-
etry“), which was compiled in the 1960s, but published by Torst up in the

2 https://zurnal.pravda.sk/esej/clanok/362975-nebojme-sa-madarskej-literarnej-moder-
ny/ [Accessed 23.03.2022].

3 P. Winczer, Suvislosti v ¢ase a priestore. Bdsnickd avantgarda, jej prekondvanie a dedicstvo
(éechy, Slovensko, Polsko), Bratislava: VEDA — Vydavatelstvo slovenskej akadémie vied
2000, pp. 270.
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1993. From the terminological aspect, the general term experimental poetry
is here “fragmented” into precisely nuanced categories and subcategories
such as processual texts (Z. Barborka), typograms, grotesque poems and binary
poetry (L. Nebesky), structural poems and kinetic poetic formations (J. Prochaz-
ka), constellations, annihilations, prepared texts, associative macromolecules or
detective texts (L. Novak), contentless poems, illiterate poems (J. Kolar) or verbal
permutations or stochastic texts (J. Hirsal and B. Grogerova). An attempt to
define a substantial categorial hierarchy, built from the tribal concept of
experimental poetry, is offered in her study by K. Ihringova, for example,
when she writes:

Often the term “experimental poetry” is used for a variety of literary and ar-
tistic expressions whose common denominator is precisely the experiment in
the plane of form, i.e. in the plane of language. Therefore, under this common
denomination we can include visual poetry, working with visual means of ex-
pression; phonetic poetry, in which the phonetic (sound) side dominates over
the semantic side; conceptual poetry, built from complex language games and
tautologies; cybernetic poetry, working with computer programs generating new
texts; and object-based poetry, in which the words of a poem are rendered in the
form of a visual object. However, classification was inevitably preceded by a new
(experimental) way of writing such a previously unconventional poem. The
poem abandoned its strong attachment to semantics, freed itself from the shack-
les of traditional signification, and turned toward purity of language, toward
and sonority. In Max Bense’s words, a new variant of poetry emerged, the so-
called artificial poetry, which renounced philosophical, psychological or personal
statements and, under the influence of the proliferating semiotics and the theory
of the sign, became an impersonal, non-subjective work, without any signs of
individuation and subjectification.*

The considerations of V. Ktivanek, who, despite his initial “reluctance”
to categorise anything (“There is considerable terminological freedom in
the labelling of individual types of experimental poetry”), nevertheless
proceeds to a strict distinction:

4 K. Ihringova, Experimentdlna poézia a jej podoby v slovenskom vizudlnom umeni [In:]
»Slovenska literatira®, 58, Nr. 4. 2011, pp. 317-318.

5 V. Ktivanek, Pét podob experimentu v Ceské poezit dvacdtého stoleti [In:] ,Bohemica Olo-
mucensia“ 1. Olomouc: Univerzita Palackého v Olomouci 2010, pp. 22.
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According to the material it works with and what it addresses in the perceiver,
experimental poetry can be divided into concrete poetry (it works with language
as a material, analyses it and creates various unusual compositions according
to certain rules), phonic poetry (it is based on the arrangement of phonemes
and other sounds into new phonorhythmic series, which it records — related to
modern music), visual poetry (it uses graphic forms of recording, combining
word and image — related to visual art).®

Among the fundamental views that shaped the Czechoslovak cur-
rent of experimental poetry and new theoretical approaches to language
from the 1960s onwards (Josef Hirsal and Bohumila Grogerova) were the
theoretical concepts of A. A. Moles’ (Manifesto of Permutational Art) and
E. Gomringer® (From Verse to Constellation).

Constellation, permutation, realisation, variation or demonstration become the
new artistic methods of constructing a poem for them. Abraham A. Moles says
in his manifesto that we are entering a permutational art in which permutation
is understood as a combination of simple elements with limited discriminative
power. This artistic principle opens up new possibilities of perception. We can
only truly grasp the full meaning of permutational art in the machine age. Eugen
Gomringer, in his manifesto From Verse to Constellation, argues that each age
speaks its own language. Today’s man differs from those of the past in that he
wants to understand very quickly, hence the formal simplification of language.
Such simplification has become the essence of the new poetry, and poetry has
been placed in a parallel position with the visual arts, which, also thanks to
Kandinsky, Klee and Mondrian, have sought to uncover their original materials
and means of expression. Constellation is defined as a group of words that are
chained together or side by side, it is both unique and untranslatable. In this

¢ Ibidem.

7 Abraham André Moles (1920 — 1992) was a technical engineer, doctor of physics in
acoustics, philosopher and communication theorist. In his research, he was the first to at-
tempt to find relations between aesthetics and information theory, or between aesthetics and
the language of science. He tried to apply the strictly scientific definition of language and its
communicative functions to the language of art.

8 Eugen Gomringer (1925) is a German poet of Bolivian origin who is considered by
literary critics as the spiritual father of concrete poetry in Germanophone countries. In
theoretical articles, studies and manifestos, he strives to find correspondences between the
language of concrete poetry and the language of concrete art. Until recently, he was director
of the Institut fiir Konstruktive Kunst und Konkrete Poesie (IKKP) in Rehau, Germany.
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new game, Gomringer once again involves the reader as a fellow player in a game
whose rules have been determined by the poet himself.’

The situation of experimental artistic (especially literary) production
in Slovakia in the 1960s was somewhat more complicated compared to oth-
er Central European countries since the only information channel through
which any information from Western countries could reach Slovakia was
the Czech art scene. However, the Slovak specificity, also in comparison
with the Czech context, was that while in other European countries, ex-
perimental poetry was overwhelmingly dealt with by poets and literary
aestheticians, in the Slovak environment, it was the artists and composers
who first responded to it. Admittedly, in Slovak literature of this period,
we can also encounter attempts at visual poetic experimentation (e.g.,
Stefan Morav¢ik’s poem Rec pdleného or Vojtech Mihalik’s poem Tehotna).
However, these initiatives never grew beyond the horizon of an individual,
solitary experiment. Hence they did not form into a collective output or
perhaps a theoretically compact, manifestational programme, as was the
case with visual artists. That was probably also related to the emergence
and growing popularity of Lettrism, which emerged in France in 1949.
The first artists who simultaneously responded to the creative impulses
of Lettrism and the literary experiment that was just taking shape were
Eduard Ovc¢acek and Milos Urbasek. E. Ovcacek’s activity in Slovak cul-
ture can be delimited by the years 1957-1965, i.e. from his student years
at the Academy of Fine Arts in Bratislava to his definitive return to the
Czech artistic area. His role models were mainly the visual poetry of the
Russian avant-garde (the cubofuturist formation led by V. Mayakovsky and
V. Chlebnikov), the Dadaist concept of pasted collages (the work of Kurt
Schwitters) and structural painting and graphics based on the model of
Jean Dubuffet. The history of Slovak experimental poetry was primarily
influenced by Ovcacek’s poetic cycle Kruhy (1962-1963), which is com-
posed entirely of typewritten typograms.

The work of the versatile intermedia artist, poet, composer, performer,
and musicologist Milan Adamciak (1946-2017), who in the early 1960s was

v v

deeply influenced by the work of E. Ovcacek. If above we talked about

° K. Ihringova, Experimentdlna poézia a jej podoby v slovenskom vizudlnom umeni [In:]
»Slovenska literatira®, 58, Nr. 4. 2011, pp. 320.
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a specific genre, resp. Adamciak’s work is a good example to explicate the
breadth and diversity of the creative “scope” of this type of work!’: ty-
pographic experiments with Dadaist and pseudo-advertising treatments
(Hravopisy, Lavopisy, Praepisy, Reclamarie — 1964), poems parodying ur-
ban street folklore (yvoldvanky, Vyvo- and vivoldvky, Psievanky — 1964);
in 1966-1967, typewritten visual poetry (the cycles Konsteldcie, Selektivne
texty, Preparované texty, Montdzne a Mixdsne texty, Patexty a Bipoemy); until
1971, when the creative enthusiasm of M. Adamciak and his colleagues (A.
Mlynarcik, R. Cyprich, M. Urbasek and others) was stopped by standard-
isation, the cycles Tlacivd, Typorastre, Typoemy, Intenciogramy and Invencio-
gramy were created. One of the last public declarations of experimental art
in Slovakia, which the emerging normalisation had not yet stopped !}, was
the publication of the Ensemble Comp. in the pages of the magazine “Mlada
tvorba” (1969). The manifesto, signed by Adamciak, was published in one
issue with the script of the action Cas slnka by Robert Cyprich (1951-1996).
The remarkable contributions of both authors responded to the current
impulses of experimental poetry, aleatoric music and action art. In his

10Tn an interview of M. Murin with M. Adamciak from 2011, Adamciak recalls the
beginnings of his first «touches» with alternative artistic currents and his beginnings as an
author as follows: «It so happened that around 1964, when DADA, Futurism — both Rus-
sian and Italian, experimental poetry, op-art, pop-art, constructivism and concrete art, New
Music, experimental theatre, hapening appeared in several magazines, Fluxus (The Fluxus
movement is an international movement bringing together experimental artists, especially
visual artists, designers and musicians, based on the work of Marcel Duchamp, as a result
of which it is very often referred to as Neo-Dadaism. It was founded in 1960 in New York. —
M.M.), events, action art, I was fascinated by the events, by my ignorance and by the extent
to which I was fascinated by these unknown terrains. I dug up, and still occasionally find in
my memory and writings, my early “serious games~ with letters, notes, lines, gestures and
actions. I learned that my Sigyfovské roboty were actually events, Chodecké kusy and Naku-
py were confrontable with Flux activities, Zdclony, Koberce, Vysivky embroidery had their
equivalents in the then current experimental poetry. I decided to continue this and tried to
confront it with current events.» (Murin, M., Milan Adamciak zndmy aj neznamy: rozhovory
Michala Murina s Milanom Adamciakom o jeho experimentdlnej poézii a inych literarnych a dra-
matickych textoch [In:] Adamciak, M.- Murin, M. (eds.): Archiv I. [EXPO]. Experimentalna
poézia 1964-1972. Kosice: Dive buki 2011, pp. 12-13).

11 On the contrary, the project of M. Adam¢iak and literary scientist V. Sabik (at that
time editor-in-chief of the Review of World Literature) to publish the magazine Experiment
0 in Slovakia had already encountered to hard ideological limits — its publication was stop-
ped and the zero issue was scrapped...
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manifesto, M. Adamciak accentuated the interconnection of the three
spheres of poetry, music, and event, which ultimately remained a notable
aspect of his life’s work. Here he emphasises the realising potential of the
performer, the reader, and the spectator. Poetry, in his view, represents the
active — performative — activity of the reader in completing the variations
of textual units. In music, this is followed by a principled involvement of
the performer of the composition and the audience — the musical work is
not meant to be precisely determined but becomes an instruction for the
performer’s self-realisation. The event is understood as a fusion of the two
categories mentioned above:

The involvement of the audience in the creative activity fully blurs the distinc-
tion between creator and consumer, levels the differentiation between artist
and audience [...], allows the subject to activate his human creative abilities, to
participate permanently and to manifest his real relation to the events of life and
society.!?

At this point, we would like to stress a fundamental fact — namely, we
are convinced that a relevant part of M. Adamciak’s experimental textual
production is analysable (interpretable) by the methods of literary science
or literary criticism, ergo it does not fall under the reception “curatorship”
of the theory of visual or musical art. We take the liberty to emphasise this
perhaps banal fact because not only the name of M. Adamciak but also
that of his other colleagues — creators (see above) repeatedly, even chron-
ically, drops out of the dictionaries of Slovak writers and the history of
Slovak literature!®. We, therefore, share the opinion of the art historian

2D. Gran, Performativna poézia Milana Adamciaka [In:] M. Adamciak, — Murin, M.
(eds.), Archiv I. (EXPO). Experimentalna poézia 1964-1972. Kosice: Dive buki 2011, pp.
325.

13 The entry «Milan Adamciak» is not to be found, for example, in the otherwise well-
-founded Dictionary of Slovak Writers (1999, 2005) edited by V. Mikula or the Encyclopedia of
Slovak Writers (here, given the year of publication [1984], for more understandable reasons)
edited by K. Rosenbaum, not to mention other popularization guides such as J. Reznik’s
Journeys into literature (2001), etc. What is more alarming, however, it does not appear in
any context in the History of Slovak Literature I1. (2009) compiled by I. Sedlak (1918 — about
a year after its publication) or in the no less representative History of Slovak Literature I11.
(2006), written by a team of authors led by the literary scholar V. Marcok and whose impor-
tant, if only subconscious, mission (since they are devoted to Slovak literature of the second
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and theoretician Daniel Gran, who, in his introduction to the selection of
M. Adamciak’s works from 1964-1972, somewhat sadly remarks:

Adamciak remained an unrecognised solitary in the context of Czechoslovak
experimental poetry — his work has not been included in any of the existing
anthologies, and thus remains unnoticed by literary scholarship. If Adamciak
is reflected by art history, it is rather in the categories of action art, intermedia
art and unconventional music, but not in the categories of the literary canon.*

To illustrate, let us quote part of the opening poem, Zvol'me si urcity
prook (“Let’s choose a certain element”) from Adamciak’s cycle Matem-
atické texty (“Mathematical texts”, 1968):

zvolme si urcity prook. nazvime ho / prook. prook prook bude patrit do | urcitej mnoginy.
nazvime ju mnogina. | prook prook je teda prokom prokom | mnoziny mnoziny. prook
prook mnoginy | mnoginy je za urcitych okolnosti | tvorcom urcitej situdcie. okolnosti /
nazvime okolnosti. situdciu nazvime / situdcia. prook prook mnoziny mnoginy / je za
okolnosti okolnosti tvorcom | situdcie situdcie. situdcia situdcia | smeruje k urcitému
vysledku. vysledok | nazvime vysledok. teda prook prook | mnoziny mnoziny za okol-
nosti okolnosti | smeruje k vysledku vysledku situdcie / situdcie...”

half of the 20th century) was certainly also to fill in all the so-called white spots, which arose
as products of ideological pressures and politically purposeful fumigating of authors and
works from the literary map of Slovakia. On the other hand, one should highlight those, al-
beit partial, literary-historical projects of the (youngest) generation of literary scholars who
are slowly trying to eliminate the aforementioned factual deficits. M. Adamciak is mentio-
ned, for example, in the publication of the editors R. Passia and I. Taranenkova’s Hladanie
sucasnosti. Slovenskd literatira zaciatku 21. storocia (2014), where we read: «The possibilities
of linking the pictorial component with experimental poetry were introduced into the co-
ordinates of Slovak literature by Milan Adamciak... in the 1960s (the book Archiv I (EXPO)
| Experimentdlna poézia 1964 — 1972 was published only in 2011). This line seems to be the
most radical, it shows innovative attempts to move the written text more into a performative
position, which is made possible for authors by multimedia...» (Passia, R. — Taranenkova,
L. [eds.], Hladanie sucasnosti. Slovenskd literatira zaciatku 21. Storocia, Bratislava: Literarne
informacné centrum 2014, pp. 117).

¥ D. Gran, Performativna poezia Milana Adamciaka [In:] Adamciak, M. — Murin,
M. (eds.), Archiv I. (EXPO). Experimentalna poézia 1964-1972. Kosice: Dive buki 2011,
pp. 326.

5 M. Adamciak, — Murin, M. (eds.), Archiv I. (EXPO). Experimentdina poézia 1964 —
1972. Kosice: Dive buki 2011, pp. 139.
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Considering that this text was published in 1968, looking at some poet-
ic compositions of Slovak postmodernists, namely, for example, represent-
atives of the so-called text generation'®, we cannot help feeling the return
of certain poetological lines which, in the context of the second half of the
1990s and the noughties of the 21st century, according to several critics,
seemed provocative, or rather innovative and peculiar.

In Macsovszky’s collection of poems Sumracnd re¢ (“The Twilight
Speech”) from 1999, for example, we find similar repetitive stylistic proce-
dures, formal experiments with the preparation of the text (omitting lines, or
the creation of “white” [paraphrased] spaces in the text, the so-called parallel
columns, underlining of verses, underlining of autocommentary). In the se-
quence entitled 6.b: we read: “telo je vrece strasti’/ — (a to sa prave malo dokdzar):
/ telo je vrece strasti | — (a to sa prave malo tematizovar): | bremeno ktoré ta vldci
/- (a to sa prave malo popisar): / telo je vrece strasti | — (a to sa prave malo dokdzar):
/ a v tom vreci mysel”". Staying with the text generation poets, in 2013, a col-
lective authorial book, Generator x_2 Nove kodexy, was published, a follow-up
to the project Generator X: Hmlovina (“Generator X: Nebula”) from 1999.
In the continuation of the third millennium, which was made possible by
the “founding fathers Michal Habaj & Peter Macsovszky & Peter gulej and
Andrej Hablak a.h.” (quoted from the bookplate), we can find XXXVII and
XXXVIII codexes, which are as if an explicit allusion to the experimental
poems of Czech-Slovak literary provenance from the 1960s, respectively per-
haps also to some specific compositions — texts by M. Adamciak:

a to si pyta komentdr (téza) / a to si pyta komentar (antitéza) | a to si pyta komentdr
(synteza) (Codex XXX VII)

nechcel | nechcel som [ nechcel som byt | nechcel som byt generator [ nechcel som byt gen-
erator x [ nechcel som byt generator x_2 | nechcel som byt generator x_2_8 | nechcel som
byt generator x_2_8_alfa | nechcel som byt generator x_2_8 | nechcel som byt generator
x_2 [ nechcel som byt generator x [ nechcel som byt generator | nechcel som byt | nechcel
som [ nechcel (Codex XXXVIII)!®

16 See: J. Srank, Hladania bdsnikov prichddzajiicich na sklonku tisicrocia [In:] Marcok,
V. (eds.): Dejiny slovenske;j literatary III. Bratislava: Literarne informacné centrum 2006,
pp. 146-154.

17 P Macsovszky, Sumracnd re¢, Banska Bystrica: Drewo a srd 1999, pp. 32.

18 Generator x_2. NOVE KODEXY. Bratislava: Ob&ianske zdruzenie VIna / Drewo a srd
2013, pp. 106-107.
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The quoted texts are quite objectively identifiable as textual “manifes-
tations” of experimental poetry (especially the last poem even implies the
genre of object-visual poetry). However, we add in one breath that we do
not consider the work of M. Habaj, P. Macsovzsky, P gulei, A. Hablak and
others as a whole'. That is more about the occasional tendentiousness or
fiddling with the experimental text-making techniques described above.
We are not quite sure whether it is possible to think of experimental poetry
in the 1990s in Slovakia as a platform that can be unambiguously delimited
in terms of personality and time, as the literary scholar J. Srank attempts to
do when he identifies it as one of the key typological lines from the second
half of the 1990s to the present.

The first stage or the first cycle in the transformations of the experimental-de-
constructive tendency can be (roughly) defined by 1994 and the first third of
the noughties of the 20th century. This period saw the publication of a series of
decisive books that established poetic utterance as an intellectual game denying
the productivity of evocative and confessional lyricism that directly referred to
subjective experience.?

¥ The authors of the collective monograph Hladanie sicasnosti. Slovenskd literatiira
zaciatku 21. storocia define the Generator X project as «a group of poets participating in
a collective poetic experiment» (Passia, R. — Taranenkova, I. [eds.] 2014, pp. 159), when
they «identified a virtual cyborg, a humanoid» (ibid.) as the author of their first joint book
Generator X: Hmlovina (1999), while they consider the work of the incriminated quartet of
poets (Habaj, Hablak, Macsovszky, gulei) in the subsection Mystifikdcie a postkonceptuali-
zmus. They later inspiringly add about the second book — Generdtor x_2: Nové kodexy (2013):
«Thus, the poetic generation x does not imagine the creation of poems as a romantic musical
act, in which inspiration and intuition play a crucial role in the outcome, but imagines
poetic creation as the production of a text, with the poet functioning as a kind of machine
for the production of poems and (poetic) language as a mechanism for the generation of
utterances (verses).” The method used is particularly interesting, unique in the Slovak con-
text. Computers, especially electronic mail (emails), were used in the creation of the texts.
Thus, the texts were indeed created with the abundant use of the machine and its program,
by collective transcription, i.e. by the palimpsest method. The Generator X project is thus
related to the phenomenon called flarf poetry, which is created on the Internet by a group
of poets collaborating through a common discussion portal, electronic mail, or on social
networks.» (ibid., pp. 159-160).

27, grank, Individualizovand literatira. Slovenskd poéezia konca 20. a zaciatku 21. Storocia,
Bratislava: Cathedra 2013, pp. 382.
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However, even the further “refinement” and poetological anchoring
of this line in Srank’s book does not, in our opinion, provide reliable dif-
ferentiation “markers” by which experimental creative practices could be
reliably identified:

As for the relationship of experimental initiatives from the second half of the
1990s to other varieties, during the first differentiation cycle it was character-
ised by distance, aversion and controversy, an attempt at a clear, ostentatiously
polemical, ironic, negative definition. The cause was the rejection of subjectivity
as the main fetish of other varieties of contemporary poetry.?!

And elsewhere:

For deconstructive authors, the strongest restraint was in relation to the do-
mestic tradition [...], they were mainly inspired by foreign literary, visual and
musical (post)avant-gardes (futurism, dadaism, minimalism, conceptualism,
experimental poetry, action art, process art, pop-art, etc.), as well as numerous
distinctive individuals of modern literature who, for whatever reasons, resonat-
ed in the postmodern situation (G. Apollinaire, F. Pessoa, T. S. Eliot, E. Pound,
etc.). They were also connected to local representatives of artistic experiment
(M. Adamciak, J. Juhasz, M. Murin, J. Fujak and others). Unlike authors of oth-
er tendencies?, they had a more intimate relationship with popular culture, so
they creatively responded to its various forms (cyberpunk, science fiction, com-
ics, various, especially television, film and music products of the entertainment
industry, advertising, computer games).?

2l Ibidem, pp. 385.

21n Slovak poetry after 1989, J. Srank (ibid., pp. 53-58) distinguishes four basic
«processual-typological tendencies» — the poetry of non-conformist individualism, the poetry of
privacy, spiritual poetry and experimental-deconstructive poetry, which he also tries to define
on the basis of four basic morphological types. To the first typological tendency he assigns,
for example, the poetry of Jozef Urban, Ivan Koleni¢, Viliam Klimacek (A2 po usi [1988],
Karamelky [1992]), V. Puchala, M. Grupag, P. Bily, M. Bancej, A. Turan, J. Litvak and others;
to the second (poetry of privacy) he ranks e.g. the poetic work of K. Chmel, M. Briick,
L. Bendzak, R. Tomas, M. Hatala, P Hudak, B. Mihalkovi¢ and others; as the third pro-
cessual-typological tendency (spiritual poetry) he identifies the poetry of E. J. Groch,
M. Reisel, M. Milcak, R. Jurolek, D. Pastircak or J. Gavura, while the fourth — experimental-
-deconstructive group of poets includes e.g. P Macsovszky, P Sulej, M. Solotruk, A. Hablék,
M. Habaj, N. Ruzickova and others.

2 Ibidem, pp. 387.
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In principle, we do not have the slightest reservations against Srank’s
enumerated text-forming procedures of this poetic line (although here, we
can already speak without any doubts about an autonomous zone of crea-
tive methods and procedures, which are equally immanent to postmodern
prose creation):

Collage, bricolage, assemblage, installation or ready-made have become the main
text-forming practices, bringing to the fore the intertextual dimension of the
statement, working with explicit, transparent and hidden intertextual references
in the whole range from quotation through allusion or paraphrase to persiflage,
pastiche and travesty. Bricoleur no longer aimed to bring art and life as close
as possible, but to point out the enclosure of literature in fiction. Intertextual
continuity allowed authors to come to terms with the tradition in a commen-
tary-especially ironic-parodic way, and to creatively transcend its limits through
extra-literary borrowings and interludes.?*

It is important to note that the announced deconstructive practices in
Slovak post-revolutionary literature (as identified by J. Srank) may not yet
correlate with or confirm a belonging to experimental poetry —at least in the
methodological and personal context in which it has been considered since
the beginning of this chapter. Therefore, ultimately, we do not consider
Srank’s assertion that “the experimental-deconstructive tendency repre-
sented the only processual-typological tendency of our poetry that was an
intrinsic product of the post-embargo period”® to be literary-historically
consistent or correct. On the other hand, we agree with J. Srank when he
considers the more authentic manifestations of experimental tendencies
in Slovak literature to be the work of a few “non-conformist individual-
ists”?, who were “rather on the borderline between second-avant-garde
and postmodern approaches to the text (K. Zbruz, M. Kubica)”?. Kamil
Zbruz (1964), poet, prose writer, mystifier, publicist and member of the
so-called barbarian generation of writers, is probably a much more explic-
it (genre-pure) experimenter in the history of Slovak literature than any
poet from the experimental-deconstructive line (P, gulei, K. Kucbelova,

2+ Ibidem, pp. 389.
% Ibidm, pp. 393.
2 Ibidem, pp. 386.
2 Ibidem.
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M. Solotruk, N. Ruzickova, A. Hablak, P. Macsovszky, M. Habaj and oth-
ers). That has been already evidenced by his 1993 publication Spity imidz:
Magazin pre dolnych 10.000 (Drunk image: Magazine for the lower 10.000),
which is very difficult to classify, artistically very awkward and rejected by
literary critics, and which shows the parameters of a formal experiment.
The diction, such as the one in Dejiny slovenskej literatury II1. (2006), cho-
sen by J. Srank in the relevant chapter (Searches for poets arriving at the
end of the millennium), says it all:

Kamil Zbruz’s book-length outputs [...] are the most radical, but also the most
problematic reactions to the unmanageability of life through the poem. He first
attempted to astonish the reader with the dadaistically recessive provocation
Spity imids (Magazin pre dolnych 10. 000) (1993), which he mystifyingly called
a “smiling novel’. In this “magazine’ texts range from fictional journalistic
formations through persiflages of classical and popular literary genres to the
aforementioned Manifesto of a barbarian generation.?

However, Zbruz’s book (with its appearance giving the impression of
a workbook or an improvised samizdat in A4 format) fits the year of its
publication into the contemporary context of the turbulent and desperate-
ly searching 1990s, or rather their beginning®. However, Zbruz is credit-
ed with another first in Slovak literature in the 1990s, which is again the
product of a desire for radical experimentation, although (again) perceived
by many critics as an unprecedented anachronism: the publication of an
“excerpt” of a poetic (although, given the textual “surroundings” of the

B, grank, Hladania bdsnikov prichddzajucich na sklonku tisicrocia [In:] V. Marcok, (eds):
Dejiny slovenskej literatiry III. Bratislava: Literarne informacné centrum 2006, pp. 149.

» The developmental value of Zbruz’s book outputs in the context of this decade is not
denied even by the literary scholar M. Souckova, who has systematically published theoreti-
cal studies and critiques devoted specifically to the poetics and axiology of Slovak literature
after 1989, or after 2000: «An interesting experiment in terms of development was the one
in 1989. 1993, especially Kamil ZbruZz’s recessively created and graphically striking debut —
a ‘composite’ created as a kind of installation of journalistic and artistic genres — Spity imidz
(Magazin pre dolnych 10.000), which foreshadowed various lines of desemanticized writing
in Slovak prose (from Koloman Kocur’s experiments to Macsovszky’s ‘sterils’). A similarly
extreme, but not original gesture in the context of world literature, was Ticho (excerpt), or
more than twenty blank pages, which Zbru? published in his book BARBAR(u)SKA RU-
LETA (1998).» (Souckova 2011, pp. 282).
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source publication, one might as well say prose) composition, Ticho (“Si-
lence”), consisting of 22 completely blank pages. Zbruz published his Ticho
in a collective (together with J. Litvak, R. Bielik and A. Turan), manifestly
stylised publication BARBAR(u) SKA RULETA (“Barbarian Roulette”)®
from 1998, which, as we announced above, once again encountered the
so-called broad-spectrum objections of literary critics. These, in turn, were
directed not only at the nature and substance of Zbruz’s authorial achieve-
ment but at the character of the book as a whole:

This book is a bastard child of all kinds, but above all of the dissident times. In
its composition (pele-mele) and authorial attitudes — here vengeful (A. Turan),
here pleasantly all-forgiving (K. Zbruz), here stupidly complacent (R. Bielik),
here pleasantly unreal (J. Litvak) — it is almost a typical samizdat. [...] Our four
orphaned (by Koleni¢) ‘brothers’, proclaiming Indian love, had to publish it on
their knees, in a modest edition for the quiet pleasure of themselves and their
loved ones — and all this at least ten years ago. For today, along with the artistic,
it is already the moral kitsch that all proclamation is — whether proclamation of
Love, Art or Silence.™!

Returning to ZbruZz’s Ticho, i.e., to the twenty-two unsigned sheets of
paper, to publish them in 1998 after the Dadaists, the Beatniks, the neo-
avant-garde, or the minimalist and prepared texts of the 1960s, is to con-
sciously subscribe to a kind of institution or perhaps to a stylised ignorance
of things. It is as if someone, a few decades after John Cage, were to re-com-
pose a piece like 433" for piano, only to call it, for example, 522", but in
principle, it would be an application of an identical structural or, indeed,
destructive method of composition®. That is why, even in Zbruz’s rather

3 The title can also be read as a pun: Barbar-russian Roulette.

31'V. Mikula, 5X5 a iné kritiky. Levice: L.C.A. Publishers group 2000, pp. 120.

32 The American composer of aleatoric and other experimental music, writer and cre-
ator of audiovisual art John Cage (1912 — 1992) published his composition 433" for solo
piano in 1952. Its essence lies in the fact that it is de facto 4 minutes and 33 seconds of silen-
ce for piano: in a concert performance, the performer sits on stage behind the piano grand
piano and, with a stopwatch in his hands, counts out the exact duration of each of the three
movements of this composition. When the prescribed time has elapsed, the pianist bows and
leaves the stage. This is undoubtedly one of the most ground-breaking, yet controversial
recitals for piano in the history of 20th century music.
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extensive instructions on how to approach the “reading” of his Ticho, we
read incredulously:

The reader remains in constant confrontation with himself while reading (leaf-
ing through). One cannot be disturbed by the author’s reasoning, but for the
author this kind of literature is no fun either. They are, after all, working on
a common work. So we think of silence, so that it can come to us as everything
we think about for longer comes to us. John Cage found in silence an alternative
to sounds and tones, he discovered music in silence. Since, according to his idea,
everything is music (even the sound of coffee stirring), the listeners of silence
also create their own “music”, even if by expressions of impatience...>

If we “look around” for poetologically similar book projects in the
Central European cultural space at the turn of the millennium, the name of
the Hungarian experimental poet, critic, translator, and conceptual artist
Marton Koppany (1953), the author of the only collection of poetry to date,
Bevezetes ugyanebbe (“Introduction to the same”) from 1993, cannot fall out
of our reception folio. Koppany would probably not have been mentioned,
however, if a selection of his poetic, prose, essayistic or other works, which
are rather difficult to classify in terms of genre, had not been published in
a Slovak translation by P Macsovszky under the conceptual title Ndhoda
nie je metoda (“Random is not a method”) from 2000. After a cursory glance
through it, the whole author’s project looks more like a mystifying con-
cept of its translator (excerpts from the author’s familiarly tuned corre-
spondence with the translator are interspersed among the author’s texts).
However, an unmissable fact is the republication (in the context of the
Slovak post-embassy literature, a highly symptomatic one) of blank pages.
In Koppany’s selected work, these are the parts Trochu ¢asu (“A little bit of
time”) and Viny (“Waves”). Two years after the publication of Zbruz’s man-
ifestation controversies, few would have expected to see similar “works” on
paper. What is certain is that this act of translation by P. Macsovszky has,
metaphorically speaking, put a symbolic end to the reflection on the pro-
ductivity of specific experimental techniques in literature** and especially

3 K. Zbruz, Srdce vidy hovor{ dno. In: kol.: Barbar(u)skd ruleta, Bratislava: Vydava-
telstvo Spolku slovenskych spisovatelov 1998, pp. 38.

3 Other sequences in M. Koppany’s book also arouse embarrassed reactions, even if
they are textual — e.g. the self-referentially conceived epilogue entitled TERAZ: CO MAM
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in poetry, and we dare to say that the meaningfulness and viability of the
label “experimental poetry” in our latitudes seems to end at the dead end
of that publication of “silence”.
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