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YBoaHa peu

Jemanaectu Opoj wacomnuca Krusicencmeo u3na3u Ha Kpajy Apyre TOJIWHE MaHIEMH]e,
TOJIMHE KOja HAC j& YMOpPHJIa OYEKHBAKHEM 3aBpIIIETKAa OBOT OOJIECHOT CTamba M MpEepaHuM
ojutaciuma. ,,HoBa HOpMaIHOCT® poApIa je y CBe Mope HALINX )KUBOTA.

Jla 11 HaM KEMXKEBHOCT KOjy IpPEACTaB/baMO TOBOPHU O OBAKBUM BpeMeHuma? U Te
kako! Ilokasyje Ham na je omyBek Ouio HE caMO mepuoaa Beh M JyroTpajHUX CTamba
YIPOKEHOCTH M CTpaxa, ¢ jeaHe, U OopOe 3a JOCTOjaHCTBEHM XXKHBOT, C Jpyre ctpane. O
TAKBUM JIEJIUMA j€ peu y JIeCET TEKCTOBa y OBOM Opojy, y pyopuru ,,)KeHcka KibHKEBHOCT U
kynrypa““. [lounmeMo u3 naneka, o KHHECKE KEbH)KEBHOCTH M IpumioBeaaka [lanr Aunusr o
MPUBAaTHUM >KHBOTHUMA y BPEME BEJIMKHUX MIPEOKPETa U KEHCKUM JHMKOBUMA KOjU MOKYIIABajy
Jla ce y TUM CyZlapriMa CTapor U HOBOT 0CJI000/1e maTpujapxaiHux crera. [lotoM ce yrno3Hajemo
c ayrobuorpadujama JaIUTCKUX KEHA KOje Cy MOTIaueHe U Of] CTpaHe KACTUHCKOT ypehema y
Wuauju, amu u ox matpujapxara koju oxapelyje ognoce mehy camum Jlanutuma.

Cneneha Tpu pajia HacTasia cy y OKBUPY ceMHHapa JKene y 6anKaHCKoj KrbUuicegHoCmu
u kyamypu onpxaHor onnajH TokoM 2020. ronune. CeMuHap opraHu3yjy u Bojae MuriieHa
JluxoBa MunanoBa ¢ YHuBep3urera y I'eHTy u Anennna AHrymeBa-TuxaHoB ¢ Y HUBEp3UTETa
y Manuectepy. OHe cy U ypeausie oBaj Majl TeMar, Ha YeMy UM 3axBajbyjemo. IIpBu pax y
Temarty, a Tpehu y pyopuiu ,, )KeHcka KiHKEBHOCT U KyATypa', TOBOPHU O TPUYKOj IECHUKUHU
Karepunn Anrenaku-Pyk u meHOM unTamky MuTa o [lenenonu. Hapennu Tekct ce 6aBu pagom
pymyHcKe kputuyapke Monuke JIOBUHECKY M HEHHUM MPHUCTYIOM KHHKEBHOCTU KOJH j€
C1ajao €TUYKO M €CTETUYKO. 3aBPIIIHU paJl y OBOM 0JIOKY 0aBU ce CyOBEp3MBHHUM CTpaTerujama
y JAenuMa ayTOpKH Koje Mpeokpehy TpaauIMOHANIHKM OJHOC YMETHHYKOT CTBapama u
WHCIIApAIFje TpecTaBbeHe JTUKoBUMa My3a. C 003MpoM Ha TO Jia je ped O ayTopKama U3
,»pETHOHa", 0Baj TEKCT CIaja TeMAT O KeHaMa y KyJITypHu bankaHna ¢ HapegHUM paioM, MIECTUM
y pyOpumu ,,KeHcka KHBM)KEBHOCT M KynTypa“, Koju ce 0aBH TpaHCHAI[MOHAIHOWINY Y
MIOCT)yrOCJIOBEHCKOM aHTHPATHOM KEHCKOM ecejy. TpaHCHalMOHAIHA KIM)KEBHOCT TeMa je U
cneneher Tekcra: oH je mocBehed pomany Ensupe Myjunh o je3uKy 1 UMUTPaHTCKOM UCKYCTBY
CTUIIaka HOBOT HjeHTuTeTa. TekcT o Memoapuma Teonope Kocmobcke KpajeBcke ymo3Haje
HAcC ¢ MMOJHCKOM JIEKapKOM Koja je y bocHu n XeprieroBuHu HacTojana Jja eMaHIHILyje KeHe Y
MoTJIely OAHOCA MpeMa 37ApaBjby M Teily, Aenehn ¢ mwuUMa IBOCTPYKY MOTIAYEHOCT —
HallMOHATHY U poAHY. [IpeTnocienmsy TEKCT y 0BOj pyOPHIIN jecTe pe3yiTaT UCTPAKUBakba O

Jlenm JlaBu4o W OH Hac cyodaBa C KpaTKOTpajHUM MamhemeM IpyliTBa Kaja je ped o



nocturayhuma sxena. Ha camom kpajy oBe pyOprKe TOHOBO OJIJIa3UMO JAJIEKO y TeorpadcKoM
moryiery — ped je o pagy o pomany Jlynce BaneHncyene, apreHTHHCKE ayTOpKe KOja CBOjY
JYHaKHBbY TIpUKazyje Ha (QOHY IPYIITBEHUX IMPEOKpeTa y APreHTHHH TOKOM IIE3JEeCeTHX
roAvHa mpounuior Beka. [lomyT mpumnoBenaka KMHECKE ayTOpKE, MPEICTaBbEHUX y MPBOM
TEKCTY, U OBJIC j€ MHTUMHHU CBET IOIPHUIITE CMEHE HJICOJIOTHja Y KOjUMa KEHE YBEK OCTajy
Opyeo Wi OMBajy jOIII CHAKHU]€ MaprUHATN30BaHe.

U ocranu pagoBu Koje JOHOCHMO y OBOM Opojy cBelode 0 HaropruMa Ja ce Jelia jKeHa
ONUIIY U ynamTe jaa OucMo MX MpeTBOpHiIM y TpajHo Hacnehe. [letnm neo Oubnumorpaduje
yacomnwuca JKencku ceem. aucm 0oopomeoprux 3aopyea Cpnxursa, Koju je uznasuo oz 1886.
no 1914, obyxBara dyeTupu ToauHe M3NIaxkema daconuca, of 1904. mo 1907, u neo je Tux
CBEJI0YaHCTAaBA.

Y oBom Opojy, y pyOopumm ,HHTEepBjY", ymo3Hajemo kpo3 pasroBop Cubenan
dopecrep, NMpeBOAUTEILKY U TIPO(ecopKy ciiaBUCTHKE ¢ YHuBep3utera y CBOpTMODY, Yy
[TencunBanuju.

[Tpuka3u u mo Opojy W MO TeMama IOKa3yjy Pa3sHOBPCHOCT MPOIYKIIHjE€ O >KEHCKO]
KyITypH U cTBapanamrtsy. [lounmemo of cjajae MmoHorpaduje nocsehene JKeHCKOM IpYIITBY;
Clleln KIhHra O paJHUIlaMa W akTUBUCTKHIbaMa y Ocujeky u3mel)y nBa para. Tpu HapenHe
KIbUTE KOj€ Hallle CapaJHMIIC TIPEICTaBIbajy jecy 300opHuu. [IpBu je caunmeH of] TEKCTOBA C
KoH(epeHIMje o HayuHuuama, oapxkane y CAHY y ¢debpyapy 2020, a npyru je 300pHUK
panoBa o monoxajy yaosuna y Cpbuju. Cnenu Kmura TekcroBa mocBeheHux cehamwy Ha
Mapuny bnarojesuh XjycoH koju roBope 0 l,eHOM paay M )KHUBOTY, WIH ce OaBe oOiacTuma
KOje je OHa oTBapajia MW ocBajasia. KmUKEBHOM CTBapajaliTBy >XKeHa MocBeheHe cy
nyOJIMIIUCTUYKA KIbUTA 3acCHOBaHa Ha Ouorpaduju n nucmuma Musene [lasnosuh Bapunw,
300pHHK KOjU HAc YIO3H3je ca CIOBEHCKUM KHbIDKEBHHIIAMa U TpojekToM Popyma
CIIOBEHCKHX KYNITypa, Ka0 W JUTHTAIHUA YIOCHUK O KEbMDKeBHUIIaMa. Ha camom kpajy oBe
pyOpHKe MmpeacTaBbaMo U jeHy OpoIrypy 0 H3yMUTEJbKama.

Y pybpunum ,,Jlorahaju* kpatko u3BemraBamMo o aBa norahaja kKoja cy ce oaurpaia
Y)KUBO, IITO IOCTaje MpaBa PETKOCT — KIbMKEBHO] Bedepw mnocseheHoj moesuju Mapuje
KuexeBuh u oTkpuBamy criomeH-1mioue Jenunu benosuh-bepHannkoBckoj.

Tonuko 0 TEmKMM BpEMEHHMA, O YHTamby W y4ermhy U3 NPONILIOCTH, 0 Oopbama u

namhemy.

bupana JlojunnoBuh, rmaBHa U OATOBOPHA YPEIHHIIA



Introduction

The eleventh number of the journal KnjiZenstvo is published at the end of the second
year of the COVID-19 pandemic, a year during which we have all grown tired waiting for this
abnormal state of affairs, marked by many premature deaths, to come to an end. “The new
normality” has become an integral part of our everyday lives.

Does the literature we present here tell us of such times? Of course it does! It shows us
that there have always been not only periods but also long-lasting states of danger and fear on
the one hand, and struggle for a decent life on the other. It is such works that we present in the
ten texts of this number, in the section “Women’s Literature and Culture”. We begin from afar,
with Chinese literature and the stories of Zhang Ailing which deal with private lives in a time
of great upheavals and with female characters who, in those clashes between the old and the
new, strive to free themselves from the shackles of patriarchy. Then we acquaint ourselves with
the autobiographies of Dalit women who are oppressed by the caste system of India, and also
by the patriarchy which determines relationships among the Dalits themselves.

The next three papers were written within the seminar Women in Balkan Literature and
Culture which was held online over the course of 2020. The seminar is organized and run by
Miglena Dikova-Milanova from the University of Ghent and Adelina Angusheva-Tihanov
from the University of Manchester. They edited this small thematic subsection, and for this we
are grateful to them. The first paper in this thematic subsection and the third in the section
“Women’s Literature and Culture” tells of the Greek woman poet Katerina Anghelaki-Rooke
and her reading of the myth of Penelope. The next text deals with the work of Romanian literary
critic Monica Lovinescu and her approach to literature which was a combination of the ethical
and the aesthetic. The last paper in this thematic subsection deals with subversive strategies in
the works of women authors who invert the traditional relationship between artistic creation
and inspiration as represented by the characters of muses. Given the fact that this paper pertains
to the authors from “the region”, and thus covers the theme of women in Balkan culture, it is
entirely proper for it to be followed by a paper that deals with transnationality in post-Yugoslav
anti-war women’s essays, which is the sixth paper in the section “Women’s Literature and
Culture”. Transnational literature is the topic of the seventh text as well: it is dedicated to a
novel by Elvira Mujci¢ about language and an immigrant’s experience of acquiring a new
identity. The text about the Memoirs of Teodora Kosmowska Krajewska introduces us to a

Polish female physician who strove to emancipate women in Bosnia and Herzegovina in terms



of their attitude toward health and toward their bodies while sharing with them the status of
someone who is doubly oppressed — on the grounds of national identity and on the grounds of
gender. The penultimate text in this section is a result of research into Lela Davi¢o’s work and
life, and it makes us aware of how ephemeral the society’s memory is when it comes to the
achievements of women. At the very end of this section, we again go far in geographical terms
— in other words, what we have is a paper on a novel by Luisa Valenzuela, an Argentinian
author who shows her heroine against the backdrop of social upheavals in Argentina during
the 1960s. As with the stories of the Chinese woman writer presented in the first paper, here
too the intimate world is a scene of ideological changes with women always remaining the
other or becoming even more strongly marginalized.

The other pieces that we present to you in this volume are testimonies to efforts towards
describing women’s works and saving them from oblivion so that we would be able to turn
them into a lasting heritage. The fifth part of the bibliography of the journal Women’s World:
The Journal of the Charity Associations of Serbian Women, which was published from 1886
to 1914, covers four years of the journal’s publication — from 1904 to 1907 — and is part of
those testimonies.

In this volume’s section “Interview”, through a conversation, we meet Sibelan
Forrester, a woman translator and professor of Slavic languages and literatures from the
University of Swarthmore in Pennsylvania.

In terms of both their number and topics, our reviews show a diversity of production
on the topic of women’s culture and creativity. We begin with a splendid monograph devoted
to the Women’s Association; and what comes next is a book about women workers and activists
in Osijek between the two world wars. The next three books presented by our associates are
books of proceedings. The first one is made up of texts from a conference about women
scientists, held at the Serbian Academy of Sciences and Arts in February 2020, and the second
one is a book of proceedings on the position of widows in Serbia. The third one is a book of
texts dedicated to Marina Blagojevi¢ Hughson which tell about her work and life or deal with
the fields of study that she opened up and conquered. Three of the reviewed books are dedicated
to the literary works of women — a journalistic book based on the biography and letters of
Milena Pavlovi¢ Barili, a book of proceedings which acquaints us with Slavic literary figures
and with a project of the Forum of Slavic Cultures, and a digital textbook about women writers.
At the very end of this section, we also present a brochure about women inventors.

In the section “Events”, we briefly report on two events that happened alive, which is

now becoming a true rarity — a literary evening devoted to the poetry of Marija KneZevi¢ and



a ceremony on the occasion of unveiling a memorial plaque dedicated to Jelica Belovi¢-
Bernadzikowska.
So much for these hard times, for reading and learning from the past, for struggles and

memory.

Biljana Doj¢inovi¢, Editor-in-Chief

(Translated by Goran Petrovic)
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Yuusep3urer y beorpany OpurvHaJIHi HAYYHH YJIaHAK
®dusonomku GhaKyaTeT

HepoManTHYHE jyHAKHILE Y POMAHTHYHUM npuyama [lanr Auaunr!

V Bpeme kaza je BehrHa MOIEPHUX KHHECKHX IHcana Ouiia 3a0KyIJbeHa BEJIMKUM TeMaMa Kao
IITO Cy PeBOJYIHMja, MyT HALMOHAIHOT Cllaca ¥ OTIOp jamaHckoj arpecuju, [lanr Ammunr (7K %%,
1921-1995) ce GaBu Hau3IIIeA TPUBH)jATHUM, TIPEe CBETa MHTUMHUM AnineMama Kunesa Tokom Jlpyror
CBETCKOT pata. Y CpeAnIITY HeHE MaKhe Hasla3e ce poMaHTH4Ha ocehama n3mel)y Mymikapara u xxeHa,
Kao W CIIOKCHH OJHOCH YHyTap MaTpHjapxairHe KHHeCKe opoauiie. thene jynakume, pa3amnete usmehy
TpaJUIMOHATHAX MOPAIHUX CTEra U CONCTBEHHX KeJba, IOTpeda, ald M HaroHa 3a CaMOOAPIKABEM Y
naTpujapXxajiHOM JPYIITBY CYOYeHOM C OypHHM HMCTOpPHjCKMM Joralajuma, mpelcTaBibeHe cy 0e3
HMajio yIlelllaBama. 3a pa3jiMKy OJf yoOHdYajeHe IpeICTaBe >KEHE KOjOM CE€ y OHOBPEMEHO]
KIbIDKEBHOCTH MCTHIIA0 HEH €MaHIMIIATOPCKH MOTEHLUjal y OCBajamy KEHCKUX ciio0ona, jeaHa of
Haj3HAuajHUjUX KUHECKUX KibIKeBHHLA 20. BeKa MpYXKWia je CIMKY MOJEpHE JKE€HE KOoja je CBecHa
COTICTBEHHUX OTpaHWuYeha W Koja TMOKyIlIaBa Ja TOCTHrHe Oanmanc u3Mel)y ouyBama BIACTHUTOT
WHTETPUTETa M KUBOTHUX KOMIIPOMHCA. Y OBOM pajly MokyiraheMmo Jia aHalu30M YHYTaper CBeTa
MOJEPHUX U ypOaHHUX KEHCKHX JIMKOBa y npunoseTkama Llanr Awnunr ,,Jby6as 300r koje je mao jexan
rpan® (32 %) u ,,3nathe knane” (4:41iC) ykakeMo Ha Heke O] HAYMHA HA KOju cy Kuneckume
MOKYIIaBajie /1a CKHHY OKOBE MaTpHjapXaJHOT APYILITBAa YCpeA ApaMaTHYHOI CycpeTa TpaauLuje U
MOJEPHOCTH.

KibyuHe peun: poMaHTUYHE TIpUYE, TPAHIIN]A, MOJICPHOCT, dKEHCKHU JINKOBH, KOMITPOMHC

MoaepHoCT YeKa CBOj TPEHYTaK

Llprexx Ha mpenmoj KOPHIM JONYHEHOT H3Jama 30upke npumnoBenaka Heobuune
pomanmuune npuye (1£77)? Llanr Anmuanr (5K % ¥, 1921-1995), o6jaisenor 1946. roaune,®
KOjU je HalpTana chucaTebMuuHa Onucka mpujaressuna Jen Junr (48 #%, 1920-1997),
TpecTaBsba Oy0apcKy ClieHy U3 IepHoa ¢ kpaja nunactuje hunr (I 5, 1644-1912) y ko0joj
TPaIUIIMOHAIHO O/IEBEHA JKE€HA CEJH 3a CTOJIOM YAyOJbeHa y cllarame JJOMUHA JIOK IO CTPaHU
cenu naguiba ¢ gereroM y Hapydjy (Bumu Ciumky 1). [Jletasb Koju ypyliaBa CIOKO] U
CaMOJIOBOJEHOCT Ha CIIHIIM jecTe HeCPa3MEpPHO BEIIMK TOP30 0COOE MPEKPUBEHOT JIMIIA KOja Ce,
npeMa CIUCaTeJbUIMHOM ONHUCY Y TPEATOBOPY KEHU3H, ,,IIOMYT ayXa“ YHOCH KPO3 TpO30p H
,»PaZ03HANI0 U MOMHO TBUpH yHyTpa“ (Zhang 1946). Ta cabnacHa npuinka, Koja IO CBOM
o0pucy, pekiaum OUCMO, JMYM Ha XKEHy, ,jecTe MojepHa HHAuBHAya™ (Zhang 1946).

JbyOGonuTIBHB MOTJe] MOACPHOCTH KOja YJIa3u Kpo3 MPOo30p U AWHAMHYAH KOHTPACT LIPBEHE U
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cBeTiio3eneHe 0oje yHoce y30ymJbMB TOH, anu W ocehame Hemupa y CiuKy, mMTO je

»aTMocdepa‘“ kojy je [lanr AwmuHr kenena ,,Jja IOCTUTHE y cBOjuM npryama’ (Zhang 1946).

N o

Cmuka 1. HacnoBHa xopuua Apyror NOIYEHEHOT W3/amkba HeoOuuHux pomaHmuuHux
npuua, xojy je 1946. ronune y lllanrajy o6jaBuna n3napauka kyha [llanxe Tymnry ryHrcu
(L A1 A5 A 7)), Iuzaju je ypaauna Jen Junr.

H3zeop: Tlpeyseto ca cajra https://zhuanlan.zhihu.com/p/61598255. Tlpuctynsseno 1.
10. 2021.

Ta ciuka mpyxa Ham, 3ampaBo, YBUJ Yy JBE INEPCICKTUBE, JBa TOTJIEAa Ha CBET,

OJHOCHO, Jtoyapajia HaM je ,,CycpeT ABe pasnuuute BpcTe nckycrBa™ (Meng 2003: 106). C



jeIHe CTpaHe, MOCMaTPaHO U3 yriia TPaAuIije, MOJEPHOCT Aelyje HEOOUYHO, HEJJOKYUYHNBO U
JUYM Ha JIyXa, Mako ocobe y cobu jomr HUCY CBecHE HeHor npucyctBa. C apyre crpane,
IJIeIaHO U3 BU3Ype MOAECPHOCTH, YOOHUYajeHH TPaJWIMOHAIHU MPU30p, HAIPOTUB, 32 Y je
HECBAaKHUIAIIkHU, TOTOBO H3MEILITEH U3 Cajlalllber MPOCTOpa U BpeMeHa. Mako cy CBU JINKOBH,
ca jacHO neuHUCAHUM yjoramMa y KOH(YIHMjaHCKO] APYIITBEHO] XHjEepapXuju, HA CIHUIN
MPEJICTaBJbEHU Ka0 CKJIaTHA M KOMITAKTHA [IEJIMHA, CTUYE CE YTHCAK JIa Ce MPIIINKa Ha ITPO30py
IUTa y KOJIMKO] MEpPH Cy pell, CIIOKOj U OJaKeHCTBO KOjuMa Tpeba Ja OJuIle CIIeHa Y coOu
CTBapHH, a KOJMKO NPUBUAHM. Jep, AOK Jaauba MOTJEeIOM MpaTH JAeTe KOje MOKYyIIaBa Ja
JTOIUPpHE JNOMUHY WM MajudHy PYKy, MajKa, MOTHYHO yayOJheHa y CBOj€ MHCIH, JCIyje
HE3aMHTEPECOBAHO 3a CBET OKO cede, Ma y TOM CMHUCITY YMHHU ce Ja Mel)y JIMKOBUMa Biiaga
onpehenu creneH oryheHoctH, kao M 3auyhyjyha qucraHimpaHocT, HAPOUUTO HA peraLUju
Majka M JeTe. YIpaBo je Taj ogHoc u3Mely oOMuHOr U HEOOMYHOT, MPUBHUIHOT U CTBApHOT,
TPATUIIMOHATHOT M MOJEPHOT y (DOKYCYy CIHCATeJbHYMHOT MPOMUIIJbaFkha CBETA W HEHE
€CTETCKE BHU3H]e.

YerpaeceTux roguHa Mpouwior Beka kaja je [lanr AunuHr kao Bpiio miana JeBojKa
3arouena KiM)KEBHY KapHjepy W TOTOBO TPEHYTHO IMOCTaja KyJITypHa MKOHA OKYIHPAaHOT
Illanraja,* MOIEPHOCT je CHTYpHMM KOpaIiMa YBEIHKO YIIIa Kpo3 MPO30pPe U BpaTa KMHECKHX
kyha, Memajyhu He caMO eKCTepHjep BUXOBOT APYIITBA, Beh W CBECT W TOTJIE]] Ha KUBOT. 3a
pa3nuKy oj BehnHe KMHECKUX MHcala Koju ¢y ycpel KOBUTJIAIA MOIUTUIKHX U UCTOPH]CKUX
norahama y npBoj moysoBuHH 20. Beka OWIM 3a0KYIUbCHHM BEIMKUM TeMaMa Kao HITO Cy
peBoyliHja, MyT HAIIMOHAJTHOT CHlaca W OTIOp jamaHCKoj arpecuju, [lanr AunmuHr ce GaBu
HauW3rJje] TPUBHjaTHUM, MPE CBera MHTHUMHUM amiemama KuHe3a 3axBaheHHWX BUXOpOM
rpahanckor u [Ipyror cBerckor pata. Y cpenuiiTy HheHE MaXmke Cy poMaHTHYHA ocehama
u3Mely Mymikapana M JKeHa, Kao W CJIOXEHM OJHOCH YHYTap IaTpujapXajlHe KHHECKe
nopoxute. Iox yrumnajem ®pojna v 3amanHe KibIKEBHOCTH, 1]1aHT AMIHHT® 1y60KO TIOHHPE y
TaHaHE HHUjaHCE IICUXOJIOIIKE CTPYKType TOjeAHMHIIa, HAPOUYUTO KCHCKHUX JIMKOBAa. IbeHe
JYHaKHb€, pa3anere u3Mel)y TpaAuIHOHATHIX MOPAIHUX CTEra M CONCTBEHUX KeJba, moTpeoda,
aJli ¥ HaroHa 3a CaMOOJPXKambeM Y MaTpUjapXaJHOM JPYIITBY, IPEJCTaBJbeHE Cy O6e3 umalo
yIleniaBama, Kao mpopavyHaTe, HEPOMAaHTUYHE U TPE CBETa MparMaTHyHe KeHe.

Kako cy xene y Kunu nokymasaie aa uzal)y u3 3aTBOPEHOT Kpyra naTpujapXaHOT
MopaJia ¥ Ha KOjH HAau4MH Ce HBUXOB CTATyC, CBECT U MJICHTHTET MEHA0 yCpea ApaMaTUYHOT

cycpeTra TpaJMilMje U MOJEPHOCTH MUTama Cy Ha Koja hemMo HacrojaTw Na Aamo OJTrOBOP



aHAJIM30M XEHCKHX JIMKOBA y JBe npumnoBeTke [lanr Awmmnr: ,,Jby6aB 300r Koje je mao jegan

rpan* (W32 78) u ,,3narne knane (E8110).

Y crerama Tpaaunuje

Te nBe mpuye npyxajy HaMm yBUJ Y JIBE ,,alTepHATHBE " KOje ce, mpeMa [lanr AwuHr,
nyne Kuneckumu MogiepHor 100a, a To ¢y MOHOBHA yaaja win tyauio. C jenne crpaue, Jlnycy,
[IMHUYHA pa3Be/ieHa MJaja *KeHa, y MpHIoBenH ,,JbydaB 300r koje je 1mao jemaH rpam’, Hako
OKpYy’K€Ha MHOTOOpPOjHOM poadmHOM, oceha (MHAHCHU]CKY HECUTYPHOCT M €T3UCTEHII]jaTHY
yCaMJbEHOCT, T€ CIac MOKYyIIaBa Ja npoHahe y MOHOBHO] y/AajH, 10 MOTyhcTBY 3a HEKOTa KO
Ou, mopes MaTepujaJiHe, MOTA0 Ja joj MPYKU U €MOTHBHY curypHoct. C zmpyre crpane, y
,»3JaTHUM Kiagama“, huhujao, jeman on HajyneyaTJbUBUJUX KEHCKHUX JIMKOBA y MOEPHO]
KHMHECKO] KHIMDKEBHOCTH YOMINTE, (PpycTpHpaHa je >KeHa CKPOMHOI TIOpeKJa, yjaara 3a
000TaJheHOT CHHA U3 YIJICHE YHHOBHHYKE MTOPOIUIIE, KOja TOKOM TOJIMHA CBOT IIPOMAIICHOT
KHMBOTA, MOKyIIaBajyhu aa ce u300pH 3a cBoje ,,MEeCTO MO/ CYHLIEM™, IOCTENEHO TYOu pasym
Y YHUIITaBa cBe OKO cebe, ykibyuyjyhu u poleny aeiy.

O06e xeHe maTpujapXajlHO JAPYIITBO OCYJETHJIO jé Ha HEKOJMKO paBHU. Ha mpBom
MECTY, ¥ JeJTHO] ¥ Apyroj yckpaheHa je MoryhHocT aa ce mkoiyje. C 003upom Ha TO Aa ce O]
KEHE U3 YIIEAHUX KOHQYLMjaHCKUX MOpOJHIIa HHUje OueKHBajio jaa Oyne oOpa3oBaHa U
camocranHa, Beh BepHa, ofMepeHa y TOBOPY, CKDOMHA U BelliTa y pydHoM pany,® Jluycy je,
MaKo MOTHUYe U3 Oorare u IeHeHe MOPOIUIIe, ,,0/1 IKOJIE jeaBa cactaBuia ase roguue’ (Llanr
2014: 16). huhujao mak, kao khepka mpojaBlia CycaMOBOT yJha, HUKaJa HHje HU Owia y
NPUJIMIHK J1a ce oOpasyje. Y ToM Morieay, jelnHa pa3iuka u3Mely aBe jKeHe jecTe TO IITO je
IpBa OTMEHA U JIETIO BaclMTaHa, a Apyra U3pa3uTo MpocTa U HempucrojHa. [pyro, ympaso
HeJoCcTaTak 00pa3oBamka OBUM JIBEMa )KeHaMa YKUHYO je MOTYNHOCT M MpaBo Ha paj 300r uera
ce oHe y (puHaHCHjcKOM cmucity ocehajy Bpio HecurypHo. JInycy, 4uju je HoBall nmpohepaao
OpaTt crekynarjama Ha 0ep3u, 3aBUCH 0] 100pe BoJbe CBOje mopoauiie. huhujao je, momayie,
CYKOOHMBIIH ce ¢ pol)anuma, ycriena J1a u3/1ejCTBYj€e HacIeCTBO MOCIe CMPTH MY>Ka U CBEKpPBE,
QM je Taj HOBAIl M JeIMHHM YBPCT OCJIOHAIl Y F/hbeHOM JKUBOTY, KOjeT C€ OHA TOJUKO TPUYCBUTO
npxku 1a he je Ha kpajy yaumtutd. Haj3an, Ha tpehem Mecty, 06 jkeHe, HaKo JKHUBE 3ajeTHO
ca mupoM (paMHIIIjOM, Y EMOTHBHOM U TYXOBHOM CMHUCITY U30JI0BaHE Cy OJ1 OCTAJINX YJIAHOBA
nopoautie. JInycy pohauu noxuBibaBajy kao (PMHAHCHJCKU TepeT KOjU MM maja Ha ruieha u

KOJH TIOKYIIIaBajy Ja pellie Tako mTo je yoehyjy a mpey3Me ylory ylBebeHe YI0BHUIE OUBIIIET



MYyXa, OJ KOjer ce pa3Belia 4aK celaM-0caM roJIiHa Tpe HBEeroBe CMPTH, HE O JIM Of] FherOBe
nmyhHe mopoauiie 06e30eamia cebu usapxkapame. He o6azupyhu ce Ha leHa muuHa ocehama
u He yBuhajyhu OeCMHCICHOCT CONCTBEHOI IpeIora, lieja MOpOJHIla ce MOHAIIa Kpajibhe
ceOuuno. 3aro ce Jluycy oceha ombadueHOM 4ak M O CBOje MajKe y KOjOj HE Haja3H HHU
OUYEKMBAHO pa3yMeBame HU caocehame, Te 101a3u 10 3aK/bydKa J1a Cy ,,MajKa K0joj c€ MOJInja
Y BbEeHA CTBapHA Majka Omsie motiyHo paziuuute ocode™ (Ilanr 2014: 16). huhujao je Takohe
oryheHa 1 u3010BaHa 0] OCTaTKa MHOTOOPOjHE MTOPOIUIIE YH]H j€, HAPOUUTO KEHCKU YWIAHOBH,
yKJbyuyjyhu u ciyxaBke, oroBapajy u npe3upy. Ho, oHa je cturmaruzoBana He caMmo 300T CBOT'
HHUCKOT TIOPEKIIa, TIpeKe HapaBH U BYJITapHOT ToBopa,’ Beh M 360T CBOje HEPACKHINBE BE3€ C
Temko OosecHuM MyxeM. [Iutajyhu ce y pa3roBopy ¢ 1eBepoM, KOjU je MOTajHO TPHUBIAYH,
,,3aI1ITO j€ JIOIINja O] APYTHX " U IITa je TO IITO Y 1Oj ,,He Basba“, Nuhujao oarosop Hamasu y
YUILEHUIIM IITO je yaara 3a Oorasba, ,,l1a jeé ’eroB MUPHC MPEemao U Ha MEHe, a BU ce O0juTe
na e npehe n Ha Bac™ (ITaar 2014: 79). Mupuc TenecHoOr nponajama KOju ¢e IMHUPH 0KO BEHOT
cymnpyra Koju 6oiyje on ,,MeKHX KOCTHjy*® y ocTamuMm 4maHOBHMa MOPOJMIIE OYHITIETHO
M3a3MBa HENarojay U HeMHp He 3aro mTo ce 60je na he ce 3apasutu, Beh 300r Tora mro ux
npupoaa merore OosiecTd cUMOONMYKK CBakOAHEBHO mojceha Ha Beh 3amouer pacman
COTICTBEHE 3ajeIHUIlE, NPUKJBEIITCHE y pajhaMa CUJIOBUTHX JAPYIITBEHUX W KYJITYpHHUX
nmpomMeHa. Y ToM cmucily, [laHr AuWIMHT je BEImTO HMCKOPHCTHJIAa 00JIeCT, Kao 4YecCT
MOJIEPHUCTHYKM MOTHB,’ [1a yIIeuaT/buBO yKae Ha HEMUHOBHHU KPax CTApOT, MaTPHjapXajIHor
CBETOHa30pa U 00JIMKA MOHAIIAKA.

OrpannuaBajyhe 1ejcTBO KOH(PYIHjaHCKUX MOPAJHUX BPEIHOCTH CIHCATEJbUIIA TaJhe
HarJjiamaBa Tako IITO CBOj€ JYHAKHUIbE MO3UIIMOHUPA YIJIABHOM y CKYYEH MPOCTOP KOJU HUX
crpevaBa Jia pa3BHjy cBoj uaeHTHTET. To cy cobe y ABocmparHuM KyhaMma 3amajamadkor cTruiIa
C BUCOKHMM 3acBOheHMM BpaTuMa, neOenuM cTyOoBMMa W OalKOHMMa KOjeé HaJla3uMoO Y

TUINMYHUM IIAHTAjCKMM COKaluMa — aynemane (F£3%), 1 y KojuMa KHMBe ¥ 4IAHOBM ILIHMPE

nopoauie. YIPKOC PacKOIIHOM HaMEINTajy M JeKOPAaTHBHHMM JeTajbiMa, y TUM Kyhawma,
MehyTuM, HepeTKo BlIaajy yumalocT, TaMa U cyMopHa atMocdepa. JInycy kyhy cBoje Majke
Moper ca MECTOM ,,y KoM OopaBe O€CMpPTHHUIM: JOK OBJEC MPOTEKHE jelaH jeUHM JaH, y
CTIoJbEbEM cBeTy Ipolhe Beh xuspamy roanHa. Anm 3aTo, ako MPOBECII OBJE XHJbaay TOJMHA,
CBakH JaH he TH OUTH MaJITeHe UCTH — jeTHaKO MOHOTOH U fmocanan’ ([lanr 2014: 18), nox he
ce Buhujao xamutu Ha cBOjy MpauHy coby, y Kojy cyHue jeasa gomupe (Ilanr 2014: 72).1°

W3na3 u3 3aTBOPEHOT IPOCTOPA KOJU UX T'YIIN JBE XKEHE TPa)ke Ha pa3IMuuTe HAaUUHE.



JInycynHa ajiTepHaTuBa

CroyraHa CKy4eHHM IPOCTOPOM, KaKoO Y (PU3NYKOM TAKO U 'y EMOTHBHOM U JyXOBHOM
cmuciy, Jlnycy he oHor TpeHyTka Kaaa joj ce yKaxke MOBOJbHA MPUIIMKA Yy JUKY UMyhHOT U
xapu3MatuyHor 1wiej6oja ®an Jlujyena, koju je ompactao y EHriieckoj, omIyduTu ga okyina
cpehy u HamycTu noM. [IpuxBaTuBIIM MOHYTY OOTaToOT M 3aHMMJBMBOT yIBapaya, CelH ce Y
HOBY CpEIMHY, TO jeCT OJiIa3u y XOHTKOHT KOju je oBJe, 3a pa3nuky oj Illanraja, cumOomn
MOJICPHOT, €r30TUYHOT M HECIYTaHOT JKMBOTA. I[IpUTOM, THpoCTpaHy, aiu CYMOpPHY H
orpanuvaBajyhy nmopoanuny kyhy 3amemyje xoTesckom cooom. OBaj HOB JKMBOTHH MTPOCTOP
3a Jluycy mpencraBihba YTOYMINTE, MECTO KOj€ jO] HYIW alTEPHATHBY M Ha KOME MOXKE
HECMETaHO Ja CTBapa COICTBeHY npuuy. KoHTpacTupameM Ta JaBa cramOeHa MpOCTOpa
CrHcaTesbHIla y CTBapH HarJaliasa ,,pa3iuKy u3Mel)y ‘mpuBaTHOT MpOCTOpa’ y MOAECPHOM

CMHCIIY M ‘TIOPOJUYHUX ojaja’ y Tpaauionannom cmuciay (Meng 2003: 102).

Crnuxa II. @ororpaduja [lanr AunuHr cHUMIBEHA Y $OTO CTYAHjy Y XOHTKOHTY 1954.
TOJIMHE.
U3eop: Tlpeysero ca cajta https://www.scooptw.com/popular/scoopaznpride/50137.

[Tpucrynsseno 1. 10. 2021.



JInycynna onmmyka f1a oy1ackom y XOHTKOHT ,,CTaBH Ha KOIKY ¢BOjy OyayhHoct* (Ilanr
2014: 28) mpou3BoI je BEHOT KPajibe IPOopauyHaTor pe30HOBamka, jep ,,ako U3ryow, yrien he
joj Ooutn yHumTeH... Anu ako nodeau, noouhe dan Jlnyjyena, mpeamer xesba cBUX ykyhaHa,
na he ce orapacuté M oBOr jena koju joj tuma y rpyauma‘ (Ilanr 2014: 28). YV Tom
pasMHIILbaky OTJIe[a CE HE CaMO OYajHUUYKH ITOTE3 JKEHE Ja MpoHalje CBOje MECTO Y IPYIITBY,
Beh u mpuTajeHa xesba Ja HAMaKOCTH KOH3EPBATHBHO] POAOWHM KOja CE BHIIIE ITyTa OrpenInia
o wy. Mako je MaxoMm mopTpeTHcaHa Kao MEJIAaHXOJIWYHA TPAJUIMOHATIHA JETOTHIIA, YHja je
HapaB ,,paBe Kuneckume™ (Llanr 2014: 33), kao onuuema HUCKpPeHOCTH, npuBykia dan
JInyjyena Ha mpBoM Mecty, JInycy mocenyje u ocCOOMHE MOJACpPHE KEHE — YBPCTY BOJBY U
CMEJIOCT Ja MPY>KU OTIIOP TPaIULMOHAITHUM HOpMaMa U pa3Be/ie Ce OJ] HACUIIHOT My»Xa, Kao U
NPUKPUBEHH OYHT KOjH J0JIa3u /0 HM3paxkaja KaJga Ha 3rpakaBame CBOJUX pohaka Beceso
3ariene y 0ajickoj IBOpaHH. AJM, HEH HAECHTHTET MOJAEPHE XKEeHE Ty joII HHUje 0 Kpaja
yoOnuyeH. [IpexkpeTHuiia y leHOM )KUBOTY YIIEYaTJHUBO j€ OMKCAaHa y CIIEHU Y KOjOj JyHAKHba

IIele y3 3ByK CTapor KWHECKOT MHCTpYMeHTa XyhuHa:

JIoKk je miecana mpen orienanom, Xyhus Buiie Huje 3By4yao kao xyhu, Beh kao ¢rayra
WJIU ITUTPA U3 KOjUX Ce M3BHja THXa ABOPCKa My3HWKa 3a 1uiec. HampaBuia je HeKoJIuko
KOpaka Ha JIeCHy CTpaHy, I1a Ha JieBy. M3rienano je Kao a CBaku HEH KOpak MpaTu
puTaM Heke ApeBHe H3ryOsbeHe menoauje. HajeqHom ce Hacmejana — 3J1I0KOOHO U
37ypaso — U MY3MKa je Harjo yruxHyna. XyhuH ce HamoJby M Jajbe 4uyo, ajH je
UCTIpela0  JaJieke MpHUYe O OJAHOCTH, CHHOBJBO] TIOCIYIIHOCTH, YEIHOCTH U

HCIIPABHOCTH KOje ce Be HuMaso Hucy tunanie. ([laar 2014: 19)

Jlok npeBHa Menonuja Kojy Jlnycy 4dyje u y uujeM pUTMY 3alpaBo IJIelIe eMUTOMHU3Yje HEH
VHYTapHH TJ1ac, )KeJhe ¥ CHOBE, XyhWH y 1M03aIMHU Ak [1eBa O TPAJAUIIMOHATTHAM BPEIHOCTUMA
0J1 KOJUX j& OHa caja CIpEeMHa Ja Ce 0CI000aM Kako OM MOTJa 1a ,,3arlkhbypH y HOB CBET U
npey3me HoBy yiaory“ (Lee 1999: 294). VmpaBo y ToM TpeHYTKY NOYHI-E HEHA MOTpara 3a
COIICTBEHUM HJICHTUTETOM.

Kao xena kxoja je pazanera uzmel)y Tpaaunuje u MoAepHocTH, JInycy nma jacan nusb —
oHa e 1a yByde ®@an JInyjyena y Opauny JIyky, Koja 6u Tpedasio ja joj npy>xku GUHaAHCH]CKY
U CTaTYCHY CUT'ypHOCT. IIpekasbeHor *eHcKapola 1 HOUMaJlo HauBHOT OM3HUCMEHa, Meh)yTum,
HU]J€ JIaKO 3a7J00UTH. Y HACTaBKy MpHYe, CIEAN HU3 ClieHa ca onrcumMa (iepra usmehy Jlnycy
n JlnyjyeHa y Kojuma JBOj€ JbyIHU HCIUTY]y HaMepe W HCKPEHOCT OHOr npyror. M3 Tor

POMaHTUYHOT OKpIaja obenexxeHor OpojHuM Kankynarujama JImycy nehe nzahu kao mormyHna



nobennuia, Beh he MopaTtw nga HampaBu KOMIOPOMHUC M TpucTane aa JlnyjyeHy Oyme
JpyOaBHHuIa. Taj momokaj omoryhuhe joj na He OprWHE Makap O MaTepUjaIHO] CTPaHU CBOje
ersucTeHIyje. Y npazHoM crany, koju JInyjyeHn uznajmsbyje 3a iy y XOHTKOHTY, H0] BUILIE HE
cMeTa HM TMOHWXaBajyhu craryc JbyOaBHHUIE ,,KOja Ce HE IOKasyje” jep joj YIpaBo Taj
APYIITBCHH T0JI0%kKaj 00e30elyje neonxoman ,,mup u tuiuny (Ilanr 2014: 53). Ho, Juycy
HUj€ 3aJI0BOJbHA, U TO MPBEHCTBEHO 300T TOTA IITO OTKPUBA JIa OHA Y CTBAPH KY/IH 32 TIPABOM
MHTUMHOIINY ¥ eMOTHBHOM UcymeHolhy. [Ipa3an ctan Koju Moke Jja ypeau Kako keI OBJIe
j€ ynedatJbuB CUMOO0J HOBOCTEUECHE CII000/Ie, aJIi ¥ UCIIPA3HOT KUBOTA M EMOTHBHE ITyCTOIIIH.

[Ta unak, [Janr AWIUHT je CBOjJOj JyHAaKUEbU HAMEHUIIA Ipyradujy cyaouny. [Ipemomuun
TPEHYTaK y )XUBOTHMA JIMyCy U BeHOT M3a0paHnKa HEHAIaHO MPECTaBIba MaJ XOHTKOHTa Y
janmancke pyke. OHM cxBartajy 1a ,,y OBUM HEMHUPHHMM PAaTHUM BPEMEHHMa MHIUBUAYaUCTA
HeMa TJie Ja ce cKJoHu™, anu he ce ,,;3a oOuvan Opaynu nap yBek Hahu mecta® (Llanr 2014:
61). HaroBermrajem j1a je y paTHUM OKOJHOCTHMA ,,Ha XHJbaJC JbYAU MOTHHYIIO, HA XUJbaJIe
Jbyu matuiao’ 3ato mto je Jlmycy ,,0mna morpedna momoh* (I[lanr 2014: 64) cnucarespuna
Craja mpUBaTHY MPHUYY C UCTOPHjCKUM 3aiiehem u Bpaha Hac Ha cam HacioB npuue — ,,JbyOaB
300r Koje je mao jega rpan”. Ped je o kuHeckoM u3pa3y Koju yiyhyje Ha ApeBHY JereHay y
K0jO] KpaJb TOKYIIIaBa J1a HacMEj€ CBOJY BOJbEHY KOHKYOMHY TakKO INTO j€ HEKOJHMKO ITyTa
JaXKHO Y30YHHO CBOjYy BOJCKY M TIOCJIao je na Opanu Benwku kunecku 3u. Kana je, mehyrum,
HeTpujaTesb 3aUCTa HANao, KpaJjby HUKO HUje MPHUTEKao y MoMoh, ma je BeroBo KpasbeBCTBO
JIAKO OCBOjEHO. YJiora KOHKYOMHE Yy TOj MPUYHU JIOTIPHHENA j€ ,,TPAAULIMOHAIHO] IPEApacyIu
mpeMa JIemMM jKeHama Kao ‘m3Bopy cBer 3ma’* (Lee 1999: 302). YV cmucare/bHYMHOM
WPOHUYHOM TyMadermy CTape JIETeH I MpeMa KOjeM je ,,Hepea y ‘KpajbeBCTBY OOWYHO] KEHU
noHeo pen/cpehy”, Ju Xaujen (Lee Haiyan) Bumu KpUTHUKY MOJEPHOCTH KOja Kao jeIHHU
MOIITOBamka BpeJlaH M3BOP MPUXOJA jKeHaMa M Jajbe HyIu caMo Opak, ,,J0K je MyIIKapIuma
J03BOJBEHO Ja Boje aBocTpyku kuBoT™ (Lee 2007: 136). Y ToM cMmuCTy, y3 MHTEPBEHIIH]Y
UCTOpH]je, ,,paT je IPEeKHHYyo JbyOaBHE UIpe Koje Cy HempaBeaHe npema sxenama” (Lee 2007:
136). Ho, Ilanr AmnmHT onMax yno3opasa Jia y OBOj IPUYH JYropoyHOr cpehHOT Kpaja nnak
HEMa HUTU MOKe OWTH, jep ,,0H je OMo caMmo jeaaH ceOnuaH 4OBEK, a OHa ceOMyHa jkeHa“, Te
he UM TpeHyTak MOTHYHOT pa3yMeBama OWUTH JOBOJbAH Jla JKMBE CKJIAJHO TEK HApEIHUX
necetak roguHa ([laar 2014: 61). Taj uponnyan riiac HapaTopa yka3yje Ha TO J1a Cy C€ JINKOBHU
caMo MPUBPEMEHO NMPHIJIATOAUIIN CUIaMa KOje JIeyjy CIoJba, a 1a je Me)ycoOHO pazymeBame

KOj€ Cy IMOCTUTIIN Pe3yNITaT lUXOBOT MParMaTHYHOT KOMIIPOMHCA ca peayiHoIhy.



huhujaonna anrepuarusa

3a paznuky oz Jlmycy Koja je moxymiana v, BUAEIN CMO, yCIIena Jja U3JIaCKOM Y CBET U
YIIYIITAKkEeM y IYCTOJIOBMHY HEM3BECHOT MCXO0/a KOJHKO-TOJIMKO OCTBApH COIICTBEHH MHP,
huhujao, jyHakuma npumnoBeTke ,,37aTHE KiIajae’, 3aXBajbyjyhul HaCIECTBY yCIIeBa J1a CTEKHE
€KOHOMCKY HE3aBHCHOCT, IITO j¢ ¥ OCHOBHH IPEAYCJIOB Ja KeHa IMPOMEHH CBOj TOJIOXKA] Y
npymtBy. Jlan kana ce imhujao ocinoboauna crera mopoauile HoCUO je y cebu Haay aa he ce
IEHA MalllTakba KOHAYHO UCIYHHUTH: ,,CBUX OBUX TOJMHA, BpaT Cy jOj CTe3ale 3JIaTHE KIaje,
a¥M HUKaJa HHje yCIesa Yak Hi MpBHITy 37aTa aa riioiHe. Can he cBe 6utu apyrauunje® (Ilanr
2014: 87). Uako ce y3 momoh Temiko ,,3apaljeHor” HoBIfa U300pHIIa 3a CONCTBEHY CI000TY,
huhujao je, mehyrum, 300r mapaHOUYHOT CTpaxa Ja ra He U3ryOH, UICTOBPEMEHO MocTajla U
ETOB CyXam. HactaBuBiM 1a poOyje cala HOBOM TOCHoOJapy, jyHakUkba HHUje HampaBuia
TOTOBO HUKaKBY KOHCTPYKTHBHY IPOMEHY Y CBOM JKHBOTY: KJIaycTpO(poOHUIaH JOM CBOT MyXkKa
3aMEeHUIIa je TOTOBO UCTOBETHOM KyhoM y K0joj je kinayctpodobuuny arMmochepy oBor myra
crBopuiia cama. IIperoMHa Tauka koja je oOenexxuia moyerak NuhujaoMHOT MCHUXOJIOIIKOT
1a/1a, ald ¥ MOPAJHOT CYHOBPATA, JECTE HEH CYCPET ca JIEBEPOM Yy KOTa je 0] paHe MJIaJ0CTH
Owra 3ajby0Jb€HA U KOjU j€ ca HOM IMoBpeMeHO (iepToBao. CXBAaTHUBIIM J1a Y TMO3aJHMHHU

HETOBOT y/IBapama CTOJU HaMepa Jia joj M3HYAU HOBall, OHa he ra 3ayBek 010aIuTH:

XTena je Ja ra jour jeIHOM BUAHU ¢ Ipo3opa. be3 063upa Ha cBe, HEeKaja ra je BoJiena.
Ta spy6aB 3amaBana joj je HemaMepan 0o, Camo 3apaj Tora BpeAelo je Ja MUCIU Ha
wera. Kommko nu je myra Mopaia J1a ce ciryTraBa CBe JOK Y KOCTHMa U 3yOuMma He Ou
ocetuiia omrrap 6oi1. OBo aHac y MOTIYHOCTH j€ HeHa rpemka. OH Huje 100ap 4oBeK
U OHa je TO 3Haja. AKO ra je keinena, Tpebajo je Ja ce mpaBU Kao Ja HUIITA He 3Ha,
MopaJia je 1a UCTPIHU HBEeroB 0€300pa3nyk. 3alTo ra je packpuHkaia? 3ap ce )KUBOT He

cBoaM ympaBo Ha To? Ha kpajy kpajeBa, mra je ctBapHo? A mta saxkno? (Ilanr 2014:
97)

JlyOoko pa3ouapaHa ca3HameM Ja ayTeHTUYHY €MOLM]y He Moke aooutu, huhujao ce Ha
TPEHYTaK HITaK 3aliTaia Ja JIM je MOTJIa Ja HallpaBU KOMIIPOMHC cama ca cOOOM | MpHCTaHe
Makap Ha IPUBHJl EMOTHBHOT UCITyHeHa. UBPCTO 0jarHaBIIM Ty MECao (MOY/1a 3aTO IITO HHje
XTeNa ¥ JPYrH MyT Ja NPUXBATH JAKHY JbyOaBHY Be3y, a MOKAa U3 IyKE TBPAOTIIABOCTH),

jyHakuma he, melhyTuMm, 3ayBek 3aTBOPHUTH TEIIKE COMOTCKE 3aBECE€ Ha CBOJUM MPO30pHUMa U



JEIMHO 3a/710BOJbCTBO he HanmasuTH y ykuBamy omnujyma. OHa on0Wja Yak W Ja MaiTa o

Jby0aBH, T1a H/E€H yYM TOJIAKO MTOYHHHE J1a TyOr JOJUP ca CTBapHOIIhY.

Cruxka III. ®ororpaduja [lanr Awnuar cHumibeHa 1944. roaune.

H3zeop: TpeyseTo ca cajra https://zolimacitymag.com/how-hong-kong-shaped-eileen-

chang. IIpuctynsseno 1. 10. 2021.

EmoTtuBHO yckpaheHa, cekcyalHO (pycTpHpaHa M Kpajie CyMmHuYaBa, huhujao y
CaMOHAMETHYTO 3aTOUYEHHUIITBO YBJIAYX U CONCTBEHY Aeny. [laronomku ce mpubojaBajyhu ga

he je HeKo omybayKaTH, MpeMa CHHy he ce moHaIaTi mpeTepano MOCECUBHO, & FEeTOBY CYIIPYTY



1 KOHKYOMHY he KHEbUTH Y TOTMKO] MepH J1a he ux Ha Kpajy oTepaTu y cMpT. [[luMeH3Hje ’beHor
Oropuema, alli U HhEHE HAPIHUCTUYKE YCMEPEHOCTH UCKIJbYYHBO HA CONICTBEHE JKEJhE, MOXK/Ia
ce HajOoJbe OryIenajy y leHOM ofHocy npema khepku Yanras, kojoj he okpyTHUM Jaxuma,
CIUIETKaMa U CyMaHYTHM IOHAIIalkeM OTEPaTH IMPOCIE U MOJAKO YHHIITUTH CBAKy Hamy Aa
nponahe spybaB. Y u3zBecHOM cMmuciy, ocyhyjyhu Ha mpomact OyayhHOCT cBoje TOCITyIIHE
khepke, MITO ce KOCH ¢ IPUPOTHUM MaJUYMHCKUM WHCTUHKTOM J1a TIOMOTHE JeTeTy, Anhujao y
CTBapU MOHOBO MPOKMBJbABA BIACTUTY XYy CYIOWHY W Ha M30MA4YCH HAYMH TMOKYIIaBa Ja
YUBPCTHU HHXOBY €MOIIMOHAIHY MOBE3aHOCT. Taj CHoj AECTPYKTHBHE CHIIE U TEXKHIE Ja Ce
oco0a 1Mo CBaKy IIEHY OCETH EMOTHBHO UCITYEH€HOM OBOj MPUYH Jaje MOoceOHO MpayaH TOH, jep
Jj€ JYHaKWba, MOTUCHYBIIH ,,HOPMATHE JbY/ICKE HaroHe KaKo y ceOM Tako U y JbyJIuMa OKo cebe,
Ha Kpajy u3ryomia cBaxy jpyackoct™ (Hsia 1977: 405).

[a umak, Tynumo keHe Koja CBE 0 CBOje CMPTHU HHje ycIiesna Ja CTprHe ciyTaBajyhe
KJIaJie KOje Cy je TYIIWIEe W Koja je , TeIMIKUM HhBHuIlamMa Tor cBor okoBa“ (I[lanr 2014: 126)
YVHHIITHIIA HEKOJIMKO JbYH, [laHT AMIIMHT TUPEKTHO MPUIIKCY]je IPYIITBEHOM YCTPOjCTBY KOje
ce Haja3u Ha pa3Mehu Tpaauiije 1 MOACPHOCTHU. Jep, ieHa ,,TparnyHa cyi0uHa je oapehena —
aKo He M npenojapeleHa — OHOT TpeHyTKa KaJja je yaajoM yuuia y Ty nopoauny* (Wang 2019:
236). Ha xpajy nmpuue, y TpEHYTKY PETKe JIYIIUTHOCTH, CBECHA Jla j€ HEeHU HajOJIMXKH Mp3e,

"huhujao ce mpuceha cBoje miagoctu:

[Tornaguna je HAPYKBUILY OJ1 3€JICHOT XKaJla Ha CBOM 3TJ100y M MOJaKO je Moauria y3
CBOjy KOIIIYary, Kao TpaHuuIla MpIIaBy pyKy cBe 0 ma3dyxa. Hu cama HHje mMorna aa
Bepyje Ja je HeKaaa, Kaja je Owia miiana, uMasia myHadke, o0se pyke. Yak 1 HEKOJIUKO
roauHa TOCTe yAaje WCIOJ HapyKBUIIE je OWIO MecTa caMo Ja ce yByde jedaHa
MapamuIila o yBO3HOTr Kkpema. [...] [lomamama ce Yaomyy u3 mecape, ABOjUIA
nmodparuma mweHor ctapujer Oparta, [unr Jyreny m Ilanr Illaohyeny, xkao u cuny
kpojaya [llena. [...] Anu ga je uzaOpayia Ou0 Kora o HHUX, OH OM, Kako Ou Bpeme
OJIMUIIAJIO a Jiena ce palasna, BpJIo BEpOBATHO IMOKA3a0 Majo UCTUHCKE Jby0aBH Mmpema
10j. [lomepuna je jacryde ¢ kapHepuhrMa HCIOA TJIaBE U MPOTpJbalia jeAHY CTpaHy
nuna o wera. Ha apyrom oGpa3y ocrana joj je jeaHa cy3a CBe JIOK ce€ HHje cama

OCYIIWJIA: IPOCTO HHje UMaia BoJbe n1a je oopuie. ([laar 2014: 126)

HapyxBuma on ’kajja TUXH je CBEJOK IMPOMAIICHOT XHUBOTA U CHaXXaH CUMOOJ HEYMHUTHOT
MPOTOKa BpeMeHa 1 (PM3UYKO-MEHTAITHOT Iponanama. Konrpactupajyhu ciuky Becene u jempe

MJIajie IeBOJKE CKPOMHOT MOpEKJIa U TPOMH, 0€3BOJPHU JIMK CTapHje JKEHE Ha PaCKOIITHOM



JMBaHy 3a MyIIEHE OMUjyMa, IPEKO YHje KOoIllruaTe pyKe HapyKBHUIIA caja KIIM3U 0e3 3acToja,
[lanr AunuHT yKa3yje Kako Ha TparuvHe MOcCieAuIe AyOOKOT eMOIMOHATHOT pa3odaparma
TaKo W Ha pazapajyhe 11ejcTBO maTpujapXaiHor MopeTka. Y Tom morieny, huhujao je sxpTBa
COIICTBEHE K€JbE, aJli U MOIYTPAAULMOHATIHOT JPYIITBA KOj€ JIMYM Ha ,,pHOAPCKY MPEXY U3
Koje ce He Moke mobehu u y kKojoj ooehaBajyhu u3riienu o BUCOKOM IOJI0Ka]y TOCTIOAPHIIE

kyhe, miemuhkom qoMahMHCTBY U JTYKCY3HOM KHBOTY ciayxe kao mamail* (Wang 2019: 238).

3ak/pyuyak: KO ce KpHje H3a Helpo3upHe Macke?

Bparumo ce nacnoBHOj kopunu [lanr AunuHruHe 30upke npuda. KakBa JUYHOCT ce
KpHje 13a HeMpo3upHe MacKke 0code Koja TBUPU Kpo3 po30p? YKOIHUKO je ped o )KeHHU, OHJa
j€ TO MpOHMYaH, KaTKaJl CyMOpaH MOPTPET CAMOCBECHE KEHE UBPCTE BOJBE U3 UHjET YHYTapHET
O6uha TpaguIMOHATHU HA30pU UMAaK HUCY y MOTHYHOCTH MCTPrHYTH. Mako u3MmemitTeHa u3
TPAIUITMOHATHOT JIOMa y KOjeM je KeHa CITyTaHa yyiorama Koje joj Hamehe KHUHECKO JIPYIITBO,
OHa U J1aJbe€ EMOTHBHO M PAI[MOHAIHO MPOMUIILJbA CBOjE€ MECTO Y OPOJUIIM U Y CPEIUHH KOja
j€ OKpyxXyje.

VY OKBUPY HOBOCTEUEHE CJI000]I€ KOjy UM j€ TIPYKHUIIO0 MOJIEPHO 1004, jyHakume [lanr
AWJTMHT camMo IETUMUYHO YCIIeBajy Jia 0OJUKY]y CBOj UIEHTHUTET, jEP, 3a PA3JIMKY O] TJIABHOT
(EeMHHHUCTHYKOT AUCKYpCa KOjU ayTOHOMHU]Y JMYHOCTH Hajla3u y o0pa3oBamy U MpodecHj,
OHE je Tpake y JbyOaBHHM Be3ama U y Opaky. Ha ToMm myTy, y crniucaTeJbH4MHO) MPOjEeKLHUjH,
MelyTum, mpaBor paspeniema Hema. JInycy, Koja je cipeMHa J1a HalpaBu KOMIIPOMHUC, yCIIeBa
na mpoHale camo MpUBPEMEHH CIOKO] M 3a7]0BOJHCTBO, IOK Mpea huhujao, HEMOKoIeO/bUBOM
Y CB0jOj CBOjETIaBOCTH, CTOjH CaMO MTOHOP Y KOjU OHA CBE yOJbe maja.

3a pa3nMKy O]l MOJUTUYKM aHTaKOBAaHUX MMHcAalla KOjU y CBOJUM JeliuMa HacToje Ja
yCHOCTaBe WM MpOIMarupajy HOBE APYIUITBEHE MOJeNe IOHallamka KUHEeCcKe jkeHe, LlaHr
AWIMHT HaMm y CBOJUM JIeTUMa MpHUKa3yje UCKPEHE U HEeyJeNIIaHe MCUXOJIOLIKE MOpTpeTe
JYHaKHba pacTp3aHuX u3Mel)y HoBocTeueHNX MoryhHoOCTH U crio0o/1a, U 1yOOKO YKOPEHEHUX
palMoOHATHUX M EMOTHBHMX JO0’KMBJbaja COINCTBEHHMX YJIOra y CBHM henujama KHHECKOT
IpymTBa. 3axBajbyjyhu jeIMHCTBEHO] CIUIIM MOJIECPHOCTH M HAPOYHUTO MOPTPETY MOJEPHE
KeHe, mpo3a [Janr AWnuHT je ypymuia TpaHWIE KEMKEBHUX KOHBEHIIMja CBOT jJ00a M

MPEJCTaBJba je/laH O] HajJIeNIINX Orucepa KHHECKOT MOJIEPHU3MA.

! [oueTHe nneje OBOr TEKCTA U3HENM CMO Y YCMEHOM CAOIIITERBY Ha MEl)yHAPOIHOM HAYYHOM CKYITY
,»11ITa je KibmkeHcTBO, onpxaHoM Ha PunonomkoMm dakynrety y beorpany on 16. mo 17. okTobpa



2015. ronune. Pag je Hactao y okBupy npojekra MUHHCTapCTBa MPOCBETE, HAYKE M TEXHOJOLIKOT
pasBoja Peny6mmke Cpowuje Op. 178019.

2V nurepaTypy Ha €HITIECKOM je3MKY HACJIOB OBe 30MpKe Hajuemhe ce mpeBoam Kao Pomanmuume
npuue (Romances). Mu cMo ce uIak OnpeIeNiiIi 3a Majlo Jpyraduju npeson. Haume, Tepmun uyanhiu
(f£%F) y xuneckoM Hacs10By 30MpKe yryhyje Ha npo3Hu *kaHp u3 nepuona munactuje Tanr (5, 618—
907) y KOM ce 4YecTO C PCATUCTHYKAM ONHCHUMa Tmperummhy ¢GaHTACTHYHU, HATIPUPOTHH U
HeyoOMYajeHH MOTHBH, Kao M Ha JpaMe C JbyOaBHOM TeMaTHKOM u3 auHactja Munr (F%H, 1368-
1644) u hunr (J& 5, 1644-1911). C 063upom Ha TO ITO [JaHr AMIMHT, IPeMa CONCTBEHOM ITPH3HARY,
MOKyIIaBa /a y ,,HeoOM4uHOM mpoHahe OOMYHO, Kao M Ja y OOMYHUM MpHIIOBECTHMa Halje OHO
HeoOmuHO* (TIpeBox mpema Lee 1999: 289), ommyuniam cMo Oa HACIOB HeHE 30HMpKEe MpeBeleMo ca
Heobuune pomanmuune npuue.

% TIpBo m3name 06jaBibeHo je 1944. romune.

* IlpBa 36mpka npunosenaka Heobuune pomanmuune npuye Kojy je Ilanr Awnmar objauna 1944,
TOJIMHE Y CBOjOj IBasieceT U Tpehoj roawHam pacnpoara je 3a uetupu gana (Lee 1999: 268). Bbena cinasa
he, mehytum, y HP Kunu uzbnenern mocne meHOT ofjiacka U3 T€ 3eMJbE MPBO Y XOHTKOHT 1952.
rogune, a ouaa u y Cjemumene Amepuuke [pkaBe Tpu roaunHe kxacuuje. tbena mena Hucy ce
o0jaBspuBajia y HP Kunu tpuaecerak ronuHa, Maja je Ouia pajo yktaHa y XOHIKOHTY U Ha TajBaHy.
Kpajem ocamaeceTrx roarHa NpouuIor BeKa lbeHa [po3a U eceju MOHOBO No0Ylyjy HHTEpeCcOBambe Kako
KMHECKHUX YHTalala Tako U KPUTHKE, 3aXBasbyjyhu uemy je [lanr AWIMHT KOHAuHO 3ay3ea 3acilyKEeHO
MECTO y IaHTEOHY KHHECKHMX KIbM)KEBHMX CTBapayainia nBajeceror Beka. Ocum Beher Opoja
NpUIIOBEJaKa U eceja, Hamucana je u pomane Jbybae na 2onoj zemmu (782 7%, 1954), IHecma
nupunuanux uzoanaxa (FLHK, 1954) u nonyayrobuorpapcku poman Mano oxynmarwe (/A ,
HamMCcaH CelaMAECeTHX TOAWHA NPOLUIOr BEKa, ajlu IOCTXyMHO o0jaBibeH Tek 2009. roauue).
Hanwmcana je u Bume ¢uiMckux cueHapuja, a OaBuia ce M npeBohemeMm. Heka ox meHux nena
aJanTHpaHa cy 3a QUIM, 0] KOjuX je HajnosHatuju IToocyoa, onpes (£, 7, 2007) y pesxuju nozHaTor
TajBaHCKOr peauTesba Anr Jluja (Z5%, p. 1954) u xoju je 2007. roaMHE OCBOjHO HArpajLy 3JIaTHU JaB
Ha mehynaponaoMm prmmvckoM pectrBay y Benernuju. Buire o n3y3eTHO 3aHIMJBUBOM U HEOOMIHOM
’KHBOTY, KIIKEBHO] Kapujepu u peuenuuju [lanr Awimar Bumu npearosop y Louie 2012 u Huang
2019, Liu 2020.

® [lelaHTHU UCTPAKUBAYH Y CTBapaitamTBy [lanr Aunuar younnu cy napasene ¢ aeauMa [leju Octun
(Jane Austen, 1775-1817) (Bumm Hsia 1971: 415, Chen 2004: 30) u Comepcera Moma (Somerset
Maugham, 1874-1965) (Huang 2019: 8), anu u ¢ KJIacCHYHUM KHMHECKHM pOMaHMMa Kao mto je L{ao
Cjyehunos (B 55 7, 1715-1763) Can y ypsenoj ooaju (LLH%%F). (Hsia 1971: 397, Chen 2004: 24-26,
Wang 2019: 214).

® Peu je 0 wemupu spaune (VU45, cu de) xoje, mpema koH(YIMjaHCKO] TpaAMLIHUj1, TpeOa J1a Kpace KeHe.
V3 To, %eHa je Tpebao na ce MOoBHHYje M T3B. mpuma nocaywnocmuma (=M, can yyne), mro je
[0Jpa3yMeBalo Ja ce TpaauimoHaiHa Kuneckuma npe yaaje Mopasia IOKOPUTH BOJBU O11a, II0CIE yaje
BOJBH MY’Ka, a YKOJIMKO OM jOj Cynpyr IPeMHUHYO0, MOpaJjia je CAyIIaTH CHHA.

"'V huhu1jaonHOM MPOCTa4YKOM, YECTO YBPEIJLUBOM U MOAPYTIbMBOM je3uky Pej Yoy (Rey Chow) Bumu
»cpeacTBo nmomohy kojer oHa y3Bpahia yznapall CBETY KOjH je HelpHjaTeJbCKH PACIONOkKEH MpeMa 1b0j,
M KOJUM ce€ Ka0 TaKBUM HEMMJIOCPIHO OCIIOJhaBa OOJIECHO CTambe meHe ersuctenmmje.” (Chow 1997:
117).

8 Peu je 0 TyOepKyyI034 KOCTH]Y.

® O Tpomy 0oJecTM y EHIJIECKO], CPICKOj M KHHECKO] MOJEPHHMCTHYKO] KHHMKEBHOCTH BHIM
JojunnaoBuh 2015.

19 JTuo Oydan JIu (Leo Ou-fan Lee) cmatpa 1a ce HeratuHe acouujanuje koje [lanr Aunvnr Besyje 3a
OBY BPCTy CTaMOEHOI IIPOCTOpa Makap AEIMMHUYHO MOT'Y 00jaCHUTH HEHHUM JMYHUM HCKYCTBOM Y
paHoj MIIAJ0CTH TIOIITO j€ M caMa ¢ olleM B MahexoM HBejla y TakBoj Kyhn u3 Koje je KacHHje, 300r
0YEBOT HACHJIHOT IMOHAIIamka, oderiia Ja )KuBM ¢ MajkoM y crany (Lee 1999: 272-273).
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Unromantic Heroines in the Romantic Stories of Zhang Ailing

At a time when most modern Chinese writers were preoccupied with grand topics such as the
revolution, the road to national salvation, and resistance against the Japanese aggression, Zhang Ailing
(k%2 ¥, 1920-1995) deals with seemingly trivial, intimate dilemmas of the Chinese during the Second
World War. At the center of her attention are the romantic feelings between men and women, and the
complex relations within the patriarchal Chinese family. Her heroines, torn between the traditional
moral constrictions and desires of their own, their needs, as well as their self-preservation urge in a
patriarchal society faced with tumultuous historical events, are represented without any embellishment.
Unlike typical representations of women where the most prominent thing about them is their potential
with regard to emancipation and women’s liberties, one of the most important Chinese female writers
of the twentieth century presented an image of a modern woman who is aware of her limits and tries to
strike a balance between preserving her integrity and making compromises in life. In this article, the
analysis of the inner world of modern and urbane female characters in two of Zhang Ailings’s short
stories, “Love in a Fallen City” ({32 Z%) and “The Golden Cangue” (£:#1ic)), will point out some
of the ways in which Chinese women are trying to throw off the schackles of patriarchal society during
the dramatic encounter of tradition and modernity.
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Major Trends in Dalit Women’s Autobiographies in India

The hitherto marginalized peripheral Dalits in India have come up with their own voice to help
them assume a central position in literature, and their voice is a voice of protest against their crass
marginalization in a caste-ridden society. The most recent offshoot of Dalit literature is the
autobiographies of Dalit women who have been subject to a double-edged oppression and exclusion by
both the non-Dalit upper-caste people and the Dalit patriarchy. While these autobiographies are unique
on more scores than one, they remain as a faithful antenna reflecting the dystopian asphyxiating
suffering of Dalit women, and a historical document of it. This essay will try to situate these Dalit
autobiographies in the socio-political context of the Indian Dalits, and attempt to identify some of the
major trends in them. Finally, by drawing some seminal insights from subaltern studies, this essay will
try to substantiate how the Dalit women’s individual voices articulated in these autobiographies
repudiate Spivak’s controversial claim that the subalterns cannot speak.

Keywords: postcolonial, caste, Dalits, autobiographies, subaltern

In many parts of the world, postcolonialism witnessed the articulation of a distinct voice
by the hitherto suppressed and oppressed people. A country as rife with a plurality of cultures,
languages, and social stratification as India is no exception to that. As far as society is
concerned, the hitherto socially marginalized groups began to come up with their distinct
individual voices since the beginning of the twentieth century. Broadly speaking, in the Indian
context, such an oppressed group is called “Dalit”. Despite being marginalized for decades, the
Dalits in general and Dalit women in particular remained silent until recent times. For the first
time in the history of the Dalits, attempts are being made by some Dalit women to tell their
tales through some autobiographical sketches. These autobiographies testify to the fact that the
subalterns can indeed speak. While these autobiographies remain as glaring social documents
of social discrimination and oppression, they also emerge as a sub-genre in the literary history
of the Dalits. Rather than point out the differences between a traditional autobiography and a
Dalit woman’s autobiography, and rather than enter into any exegeses on autobiography and
its theoretical underpinnings, this paper will try to situate these Dalit autobiographies in the
socio-political context of the Indian Dalits, briefly dwell on a few Dalit autobiographies (also
known as “testimonies”) written by Dalit women, try to identify some of the major trends in

Dalit women’s autobiographies, and finally, offer a critique of them. Since the advent of
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subaltern studies in the 1980s in India, fresh perspectives of reassessing the marginal class and
their literature began to emerge. While situating these autobiographies within the broad
perspective of their sociological context, my further attempt in this paper will be to re-examine
some of the representative Dalit women’s autobiographies through the lens of subaltern studies.

Theoretical Framework

Broadly speaking, postcolonialism is directed against the Eurocentric propensity to
project the West as history. The Subaltern Studies in India — formed roughly around the 1970s
during the Indira Gandhi government — were one of the manifestations of postcolonial
consciousness in India. The term “subaltern” may be traced to the Marxist critic Antonio
Gramsci who, in his “History of the Subaltern Classes: Methodological Criteria”, a section of
his book Notes on Italian History,* later published as Selections from the Prison Notebooks of
Antonio Gramsci, used it for the first time. In Gramsci’s parlance the term “subaltern” meant
something or somebody belonging to inferior rank, and referred to the peasants and the working
classes. Gramsci expressed his skepticism about the unity of the subaltern class, and argued
that they “are not unified and cannot unite until they are able to become a “State’” (1971: 52).

Gramsci’s concern about the subaltern’s “active or passive affiliation to the dominant political
formations” (1971: 52) bespeaks his engaging interest in hegemony. Gramsci observes that
subaltern classes “are always subject to the activity of ruling groups even when they rebel and
rise up; only “permanent’ victory breaks their subordination, and that not immediately” (1971:
55).

The first impetus for Subaltern Studies in India was perceived in the great initiative of
Ranajit Guha.? Rather than ignore and preclude the dominant elitist groups, the purpose of
Subaltern Studies was, as Guha points out, to “rectify the elitist bias” prevailing in South-Asian
Studies (1982: vii). Contending that the subaltern had an independent distinct history, never
subservient to the dominant elite, Guha identified within the colonized subaltern subject “the
politics of the people”, which itself constituted an autonomous domain independent of both the
elite politics and colonialism (1982: 3-4). He scoffs at the erroneous notion that Indian
nationalism was an achievement of the elites (1982: 1). Criticizing the elitist historiography as
“one-sided and blinkered historiography” (1982: 3), and “un-historic historiography” incapable
of capturing “the politics of the people” (1982: 4), Guha stresses the significance of a distinct

subaltern historiography.



Later Gayatri Chakraborty Spivak in her essay “Can the Subaltern Speak?”® goes
against Guha’s views, and persuasively contends that the subaltern cannot articulate his/her
voice for himself/herself, inasmuch as the very colonial matrix intrinsically rules out such an
attempt. Spivak draws overtly from some of the concepts of Karl Marx, Michel Foucault, and
Gilles Deleuze, and proceeds to explore the limitations of the subaltern classes in a social fabric
dominated by the elites. Referring to Deleuze’s contention that “Reality is what actually
happens in a factory, in a school, in barracks, in a prison, in a police station”,* Spivak warns
that “[t]his foreclosing of the necessity of the difficult task of counterhegemonic ideological
production has not been salutary” (Morris 2010: 309). In a tone of anticipation Spivak argues:
“Neither Deleuze nor Foucault seems aware that the intellectual within socialized capital,
brandishing concrete experience, can help consolidate the international division of labor”
(Morris 2010: 309). She further argues that the very attempt of subsuming the subaltern within
the purview of postcolonial studies, and particularly within Western academia, has been
counterproductive, for it has relegated the subaltern to a state of permanent marginality.

Apart from her skeptical views about the counterhegemonic subaltern voice, Spivak
also stressed the heterogeneous aspect of subalternity, and categorically asserts that “the
colonized subaltern subject is irretrievably heterogeneous” (Morris 2010: 324). And it is this
heterogeneity that also accounts for the complexity, plurality, contradiction and difference,
integral to the subaltern consciousness. As Spivak puts it: “For the “true’ subaltern group,
whose identity is its difference, there is no unrepresentable subaltern subject that can know and
speak itself; the intellectual’s solution is not to abstain from representation” (Morris 2010:
327). And yet, she is skeptical of such a representation, and therefore asks: “How can we touch
the consciousness of the people, even as we investigate their politics? With what voice-
consciousness can the subaltern speak?” (Morris 2010: 327). Apprehending that “the
assumption and construction of a (subaltern woman’s) consciousness or subject” may “in the
long run, cohere with the work of imperialistic subject-constitution, mingling epistemic
violence with the advancement of learning and civilization”, Spivak anticipates that “the
subaltern woman will be as mute as ever” (Morris 2010: 342-343). Unlike Guha who assigns
an autonomous domain to the colonized subaltern discourse,® Spivak refuses to accept such a
“full autonomy” of the subaltern subject, for, as she argues, “historiographic exigencies will
not allow such endorsements to privilege subaltern consciousness” (Morris 2010: 325).
Spivak’s essay ultimately boils down to her bold and rather controversial comment — “The
subaltern cannot speak” (Morris 2010: 365).



But the purpose of this essay is to examine how, despite Spivak’s anticipation and
apprehension, the Dalit women in India — offshoots of Subaltern Studies — are highly capable
of registering their autonomous and authentic voice. What is so typical of Spivak is her
propensity for assigning absolute power to the elite hegemonic group, and this very assumption
has possibly led her to treat the subaltern from a diffident and skeptical angle. As Benita Parry

has so wonderfully put it:

Since the native woman is constructed within multiple social relationships and
positioned as the product of different class, caste, and cultural specificities, it should be
possible to locate traces and testimony of women’s voice on those sites where women
inscribed themselves as healers, ascetics, singers of sacred songs, artisans and artists,
and by this to modify Spivak’s model of the silent subaltern. (Parry 1987: 35)

Parry’s prescription may also be applicable to those Dalit women who were at once the victims
of social oppression, and who turn out to be “healers” of their society. The purpose of this
research is “to locate traces and testimony of women’s voice”, to borrow Parry’s words, among
a few Dalit women who told their own tales in a searing naturalistic account, and by so doing,

belied Spivak’s anticipation that the subaltern cannot speak.

Historical Perspective

Etymologically speaking, the word “Dalit”® is derived from the Sanskrit root “dala”
(meaning “to oppress”), and thus the word literally means “downtrodden” or “trampled” or
“trodden”. The word “Dalit” borders on the sense of a marginal group being exploited by a
dominant group. Broadly speaking, the Dalits are an offshoot of what is popularly known as
the “subalterns” but are essentially rooted in a marginalized tribal caste-based Indian context.
Thus, to understand the genesis of Dalits, we need to have a fair idea of the caste system which
has existed in India for centuries together. India had a four-tier social structure known as
“chaturvarna”, comprising four main castes: the Brahmans, the Kshatriyas, the Vaishyas and
the Shudras. The Brahmans were considered superior to the other castes, and they were mainly
assigned the role of worshipping and learning. Many Brahmans were known for their erudition
and their knowledge of Hindu scriptures. The Kshatriyas were usually the kings, rulers, and
strong warriors who ruled and protected the society from enemies. The Vaishyas were usually

the people associated with trade and business, and financial matters, while the Shudras, the



lowest in this hierarchy, were supposed to be born to serve the remaining three classes. This
caste-based society was premised upon the functions they were assigned to perform, and it was
believed that, for a smooth functioning of the society, this function-based caste system — or
what is known as “Varnashramadharma” (caste-based occupation) — should be maintained.
Manu, an ancient Indian sage in his Manusmriti (Laws of Manu) strongly recommends the
maintenance of this four-tier social structure, and by doing so, has advocated and promoted a
social structure of Brahmanical domination. It is the same Manu who virtually denied any

freedom to a woman:

Her father protects (her) in her childhood,
her husband protects (her) in youth,
and her sons protect (her) in old age,

and a woman is not fit for independence. (Buhler 1886: 139)’

While this rigid patriarchal social structure, along with its four-tier caste system, had existed
for centuries, along with the advent of British Raj in India, this caste-system became more
intricate and complex with the concept of Aryan-supremacy being added to the old social
structure. A fifth category, known as the Atishudras, comprising people below the Shudras,
was added. The entire Indian social structure was thus actuated with a fissiparous conflicting
prejudice of the dominant Brahmans against the Shudras and the Atishudras. Suffice it to say,
this hegemonic Brahman-dominated society became a crucible of social oppression and
exploitation of the lower castes. And, if exploitation exists for a prolonged time, dissent and
protest cannot be far behind. Jyotirao Phule (1827-1890), a subaltern Maharashtrian social
reformer, in his tract on slavery written originally in Marathi as “Gulamgiri” (meaning
“Slavery”), crusaded against the Brahminical hegemony and also against the Aryan-supremacy
myth, and sought to put an end to both, by demanding a reorientation of this social structure.
He took strong exception to the fact that the Shudras and Atishudras, the original inhabitants
of this land, were being dispossessed of their privileges by the white European conquerors. He
founded “Satyasodhak Samaj” (literally meaning “Society for Truth Seekers”) with a view to
alleviating the miseries of downtrodden lower-caste people by laying bare their searing
suffering and their dystopian plight. He intuited that education alone can invest women with
empowerment, and hence laid emphasis on women education. It was B.R. Ambedkar who
emerged almost like a messiah to clamor for the rights and privileges of the socially

marginalized people of India. He was critical of both Gandhi and the Indian National Congress



(INC) for their similar indifference to the sufferings of the marginalized classes. Unlike the
earlier Congress leaders like W. C. Bonnerjea, Dadabhai Naoroji, Badruddin Tyabji, among
others, it was Annie Besant who, as the President of INC, for the first time officially resolved
in the Calcutta session in 1917 to eradicate the oppression of the marginalized classes.

There was an upsurge of Dalit writings in India after the advent of Dalit Panthers, a
social organization founded by Namdeo Dhasal and J. V. Pawar on 29 May 1972 in Maharastra,
crusading against caste discrimination. The Dalits also founded a journal “Asmitadarsh” edited
and founded by Gangadhar Pantawane. In the mid-1980s the Dalit feminists founded their wing
called “Mahila Samsad” in Mumbai. By the mid-1990s, the “Samvadini — Dalit Stree Sahitya
Maanch” was founded. This was followed by the founding of the “National Federation of Dalit
Women”, and “All India Dalit Women’s Forum”. In December 1996 Dr Pramila Leela Sampat
organized a “Vikas Vanchit Dalit Mahila Parishad” (literally meaning “a forum for Dalit
women deprived of development”). The Dalits assumed a transnational status at the end of the
twentieth century and in the wake of the twenty-first century. The identity of the Dalits was no
longer confined within India. The first Dalit international conference was held in October 1998
in Malaysia. Another international conference on Dalit human rights was organized by the
Voice of Dalit International (VODI) in September 2000. In the “World Conference against
Racism, Racial Discrimination, Xenophobia and Related Intolerance” held in Durban in 2001,
the Dalits demanded that the UN should include caste as a form of racism, and tried to project
themselves as victims of racial discrimination. In May 2003 another international conference
of the Dalits — “Dalit Vision for the 21% Century” — was held in Vancouver. The Dalits adopted
eleven-point demands known as the *“Vancouver Declaration” which sought both the
recognition of Dalits and more privileges for them in national and international territories in
terms of education, research and employment.

Gradually, Dalit writers began to assert themselves and tell their tales. Ironically and
sadly, despite the elapse of more than seven decades of Indian Independence, no government
has ever itemized the amelioration of the sufferings of Dalit women in their 5-year plans or
national planning policies. However, there have been sporadic government efforts to dish out
some doles and donations to the Dalits in general, but the government’s inability to feel and
fathom the intensity of accursed Dalit women still persists. Even the women movements which
have churned out in India since the 1970s did not accommaodate the asphyxiating sordidness of
Dalit women in their agenda. While at the initial phases the women movements were geared
towards women’s rights, women’s liberation and autonomy, the later phases of their

movements stressed, among other things, women empowerment, women employment,



women’s participation in democracy and politics, domestic violence, violence at workplace,
etc. Thus, Dalit women have remained, as it were, as “invisible women” in the socio-political
flux of India. They have been doubly excluded by the governments and also by the so-called
feminists of India, relegating them to a non-existent entity. As Raj Kumar rightly points out:
“The issues related to Dalit women have hardly been taken up seriously either by political
leaders or scholars until very recently” (2010: 211).

Dalit women were subject to a double-edged oppression: the oppression coming from
the external society in general, and the patriarchal oppression operating within the very Dalit
society. A few Dalit male writers like Namdeo Dhasal, the Telegu lyricist Gummadi Vittal Rao
(popularly known by his pseudonym Gaddar), Arun Krushnaji Kamble, Dagdu Maruti Pawar,
Jatin Bala, Om Prakash Valmiki, Baburao Bagul, Manoranjan Byapari, among others, even
while crusading against the atrocity and discrimination against the Dalit community in general,
failed to address the typical problems of Dalit women in particular. Thus, Dalit women were,
as it turns out, doubly excluded: by upper-class non-Dalit writers who scarcely wrote about
them, and also by their male Dalit counterparts who overlooked their suffering. As Moumita
Sarkar so succinctly puts it: “There has been a deliberate erasure of Dalit women’s issues from
Dalit men’s writings [...] If ‘Brahmanic patriarchy’ oppresses Dalit women because of their
caste, then *Dalit patriarchy’ oppresses them too due to their gender” (2016: 211).

One of the significant aspects of the Dalits is the Dalit autobiographies written by Dalit
women. Sharmila Rege in her book Writing Caste/Writing Gender: Narrating Dalit Women’s
Testimonios enumerates eight Dalit women writers who wrote their autobiographies or what
Rege prefers to call “testimonies”, inasmuch as these narratives testify to their searing
suffering, and by doing so, remain historical documents of a saga of hitherto unacknowledged
and unrecorded exploitation and oppression.

If, on the one hand, these autobiographical narratives become a social document of
injustice and inequality, they also act as a triggering force for a better future, and as D. P. Das
has rightly suggested, they engender “hope for a Utopia, the expectations of emergence of a
just and equitable society based on egalitarian social order” (1985: xi). Apart from these, there
are also interesting Tamil Dalit women’s autobiographies as Bama’s Karukku and Viramma’s
Viramma which have arrested the attention of scholars and readers alike. This paper will
discuss three representative autobiographies — Bama’s Karukku, Mukta Sarvagod’s Mitilei
Kavaade, and Kumud Pawade’s Antasphot — as sample texts to examine the common traits

which characterize them, their specificity and distinctness notwithstanding.



Scope of the Study

While critics have shed much light® on exploring the conditions of women in India,
very few have really taken up the issues of Dalit autobiographies seriously and
comprehensively. The first attempt in this regard was that of the wonderful research by
Sharmila Rege in her Writing Caste/Writing Gender: Narrating Dalit Women’s Testimonies.
Suffice it to say, apart from serving as an invaluable primary source for any research on Dalit
women’s life-narratives, this book offers us vivid glimpses and moving sketches of the eight
Maharastrian Dalit women whose tales are translated by Rege with the help of Maya Pandit.
But even while it acts as an essential companion to Dalit literature, it neither includes nor
discusses anything related to such prominent Tamil Dalit women voices like those of Bama
and Viramma. Furthermore, the staple of this book comprises translated excerpts from Marathi
into English, and as such, a detailed discussion of these eight life-narratives is largely missing
in this book. Later, Raj Kumar in another excellent research work, Dalit Personal Narratives:
Reading Caste, Nation and Identity, offers a wonderful trajectory of Dalit life-narratives in
terms of three crucial factors — caste, nation and identity — to substantiate how these factors
chisel and condition the dynamics of their narratives. Kumar argues that “the very emergence
of Dalit autobiography is an act of resistance because Dalits are using this opportunity to assert
their identities through their writings” (2010: 259). Moumita Sarkar in her article “Redefining
Dalit Women’s Autobiography” analyzes some of the testimonies included in Rege’s book
Writing Caste/Writing Gender, and infers that each of these testimonies “compels the readers,
their community members, and the savarnas® to recognize the contribution of the women’s
movement, which is not recorded in history” (2016: 218). While Sarkar rightly points out the
almost unacknowledged women’s movement churned out by these autobiographies, she fails
to figure out the ruling traits of these autobiographies. Preeti Dewan in her article “Dalit
Women’s Autobiographies: From Subjection to Subjecthood” traces the evolution of Dalit
women from their erstwhile marginal position to the central position of subjecthood, with
particular reference to autobiographical excerpts from Vimal Dadasaheb More and Baby
Kamble. But none of these works, while indicating the invaluable role of Dalit women’s
autobiographies in reconstructing issues of gender, identity, history, and nationhood, maps out
all the possible trends in these autobiographies. Furthermore, what has possibly eluded the
notice of many of these very competent researchers and scholars is how to examine these
autobiographies through the insights derived from subaltern studies, which in the twenty-first

century has become as indispensable as it is unavoidable. Given this research gap, this essay



seeks to explore some representative Dalit women’s autobiographies, and intends to chart out
some of the emerging trends in those autobiographies, and how they provide a wonderful

critique of subaltern studies.

Methodology

At the very outset, 1 must admit the intrinsic problem of researching on this topic:
despite many autobiographies written by Dalit women available in the Marathi language, only
a very small number of them have been translated fully into English. As Raj Kumar rightly

points out:

Dalit autobiographies are so far relatively few in number; many of them have not been
translated into English and hence go unnoticed in the eyes of so-called mainstream
literary critics. Thus, Dalit autobiography, like Dalit literature, has to go a long way —
it has to be written, published, translated, read, and critiqued. (2010: 261)

This essay confronts the same challenge faced by any research work with a translated version
of the original. But since the purpose of this paper is not to find out the things lost in translation
from the original vernacular language — a topic suitable for further critical exploration — and
since my focus is sociological rather than linguistic, I have left out the problematic of
translation in this essay.

Against the historical backdrop of the origins and development of Dalits in India, this
essay will therefore analyze the autobiographies of Dalit women, and try to offer a critique of
them through the seminal insights derived from Subaltern Studies. Furthermore, given the
objective of this essay to identify some of the major trends in the autobiographies written by
Dalit women, the essay will apply an eclectic methodology — by using historical, theoretical

and literary parameters — to critique these autobiographies.

Analysis

Bama’s Kurukku

The Tamil Dalit feminist Bama’s novel Karukku — supposed to be the first Tamil Dalit

autobiography — was written in 1992 when the demolition of the Babri mosque spewed riots



between the Hindus and the Muslims throughout India. Furthermore, this was a really turbulent
time because the Mandal Commission’s recommendation for 27 per cent reservation for
Backward Classes in Central Government jobs during the then Prime Minister Viswanath
Pratap Singh, fomented political violence and students’ unrest. Derived from the Tamil word
karu meaning ‘embryo’, the Tamil word karukku refers to the double-edged palmyra leaf. In
the Preface to Karukku Bama writes: “Not only did I pick up the scattered palmyra karukku in
the days when | was sent out to gather firewood scratching and tearing my skin as | played with
them, but later they also became the embryo and symbol that grew into this book” (2000: xii,
emphasis added). As Raj Kumar puts it so cogently: “The embryo Bama refers to is the Dalit
consciousness and the symbol is the new revolution, which aims at bringing a new social order
into the Indian society” (2010: 231-232). Like the metaphor of grass in Whitman’s Leaves of
Grass, Bama’s Karukku becomes a vital metaphor for the growth of her consciousness and the
development of her society.

Bama, the oppressed Dalit protagonist of this autobiography, crusades against the
multilayered forms of oppression evident in her society in terms of class, caste, and gender.
Like many Dalits, her family members were also converted to Christianity. And yet, this
conversion did not bring about any real improvement in the lives of the Dalits. On the contrary,
religious conversion added the fourth dimension — religion — to the tripartite discrimination on
the basis of class, caste and gender. In spite of her obscure social genesis, Bama inches her way
to success by overcoming the arduous obstacles to her life. Passing through the vicissitudes of
poverty and social exclusion, she ultimately becomes a teacher in a convent after completing
her graduation from a college.

Later her choice of serving the poor and the distressed as a Catholic nun fails to
precipitate any blissful change in the society. Even within the Christian Catholic community
she notices conspicuous discrimination between the upper caste to which the church authorities
belonged and the lower caste to which Bama and other converted Dalits and tribal people
belonged. Unable to put up with the continual onslaughts of social harassment and humiliation
because of being a Dalit Christian, Bama resigns from her job as a teacher, and devotes herself
to altruistic activities in her society. But it was not an easy task even to work within her
community. Much to her chagrin, Bama realizes that her society prioritizes caste over
education, and thus, her education does not shield her from being socially deprived and even
derided as a Dalit woman. Even when Bama joins as a teacher, her society refuses to
acknowledge her simply because she belongs to the Dalit community. For example, Bama

relates her experience of disgrace in her classroom after her humiliation by a priest: “When |



entered the classroom, the entire class turned to look at me, and | wanted to shrink into myself
as | went and sat on my bench, still weeping” (2000: 17). Bama relates how “each day brings
new wounds”, and how she has “seen the brutal frenzied and ugly face of society” (2000: 105).
And vyet, instead of acquiescing in her suffering in a passive way, Bama becomes an active

crusader against it and fosters the same message among her fellow-sufferers:

We who are asleep must open our eyes and look about us. We must not accept the
injustice of our enslavement by telling ourselves it is our fate, as if we have no true

feelings: we must dare to stand up for change. (2000: 25)

This comment attests to her self-dignity, her rationality and her power of leadership.

And yet, Bama feels that she is alienated from her community. Ironically, it is her
education that becomes the cause of this alienation, for her education and her previous job —
the hallmark of material comfort for many — make it difficult for Bama to get assimilated within
the Dalit community marked by precariousness and struggle. Furthermore, to resign from a job
that hitherto ensured a prosperous living makes her exposed to the real pangs of poverty and

destitution. As Bama puts it so naturalistically:

Today I do know what it is to be hungry, to suffer illness in solitude, to stand and stare
without a paisal® in one’s hand, to walk along the street without protection, to be
embarrassed by a lack of appropriate clothes, to be orphaned and entirely alone, to swim
against the tide in this life without position or status or money or authority. (2000: 102—
103)

And yet, rather than regret her decision of resignation from her job, she rejoices in being an
integral part of her Dalit community. It is through her vital participation in her altruistic work
among her community that Bama retrieves her sense of freedom: “I can breathe once again
independently and at ease, like a fish that has at last returned to the water, and having been
flung outside and suffered distress” (2000: 104). Thus, while her job ensured her material
comfort, it robbed her of her essential genial spirit and her characteristic freedom that she
regains after her return to her Dalit community.

What makes Bama’s Karukku so unigue as an autobiography is her strategic attempt to
represent her Dalit community through her personal experience. As Raj Kumar puts it: “Instead

of her individual self coming to occupy the center stage, she evokes the collective self of the



entire Dalit community suggesting that the autobiographical ‘I’ does not have an autonomous
life outside the collective ‘we’” (2010: 232). There is a deliberate attempt of Bama to present
herself as the mirror of her Dalit community, and to annex her Dalit community to her personal
cause. Her feelings are also reflections of her entire class: “I share the same difficulties and
struggles that all the Dalit poor experience. | share to some extent the poverty of the Dalits who
toil far more painfully through fierce heat and beating rain...” (Bama 2000: 67-68).
Significantly, Bama’s crusade against this social deprivation and exploitation of the Dalits is
constructive rather than subversive. Towards the end of this novel, we find that Bama enjoins
her fellow beings to do away with all the invisible forms of discrimination in society, and turns
out to be a sort of messiah among her Dalit community. Raj Kumar has rightly observed that
“Karukku signifies both Dalit oppression and Dalit struggle to get out from such an oppressive
state” (2010: 232).

The struggle of Bama also points to two crucial facts: the heterogeneity of the subaltern
subject, as Spivak envisaged, and her double-edged oppression. When Bama joins as a teacher,
she realizes the clear split within her Dalit society from which she feels mentally alienated.
Thus, rather than find a uniform Dalit society where every member shares the same sensibility,
Bama’s narrative hints at the invisible stratification of a highly complex and heterogeneous
social structure. “[T]he exclusion of the margins of even the center-periphery articulation”,
Spivak argues, “seems historically, disciplinarily, and practically forbidden by Right and Left
alike” (Morris 2010: 342). Spivak categorically observes: “It is not just a question of double
displacement, as it is not simply the problem of finding a psychoanalytic allegory that can
accommaodate the third-world woman within the first” (Morris 2010: 342). One may be tempted
to add that Spivak’s contention applies, mutatis mutandis, to the case of Bama who becomes a
victim of “double displacement”, both within and outside her community.

Mukta Sarvagod’s Mitilei Kavaade

Mukta Sarvagod’s Mitilei Kavaade, translated as Closed Door, relates the asphyxiating
dystopian tale of Mukta Sarvagod (1922-2004), as well as her eventual liberation from the
prison-like existence and the achievement of self-assertion. A Dalit working indefatigably for
the improvement of her Dalit community, Muktabai, as she was popularly called, chose to write
her life narrative at the instance of the famous veteran leader Yadunath Thate, when she was

living in anonymity at Dr. Baba Amte’s ashram in Ananadvan.



Unlike her Dalit counterparts such as Baby Kamble, Kumud Pawade, Urmila Pawar,
and Bama, Muktabai did not grow up in a strictly Dalit community. And yet, her very birth in
a Dalit family made her exposed to varied forms of social exclusion and humiliation. When, at
the age of five, she attended a school at Puntambe, she had the first inklings of social
discrimination in her very school. She recollects how her class teacher would maintain a
conspicuous distance from her, and did not allow her to touch the teacher’s table. She gives
vivid accounts of cruel corporeal punishment inflicted upon Dalit students: being pandied by
heavy wooden rulers, both for punishment and for avoiding physical contact with Dalit
students, was a common practice. She poignantly recalls how, like women in the Dalit
community comprising the mahars, the bhils and the mangs, among others, her grandmother
would sell piles of grass garnered from hilltops so as to eke out a bare survival.

Hers was arguably a case of double-edged exclusion of a Dalit woman: if the elites
excluded her from having the enlightenment of education, her fellow Dalit women only
accentuated the cause of such exclusion. Her narration is as much an account of her as it is a
reflection of her Dalit community and its culture. She recollects how the big farmers would
store their grain in the underground grain cellar, the task of which was assigned to the mahars
some of whom would die while discharging this perilous job. The landlords would often
deprive the mahars by giving them some rotten or hollow grain, keeping the good grain for
their consumption and business. This is but a local micro-variation of the eternal saga of
exploitation of the labor class by the capitalists, and a manifestation of hegemony, mutatis
mutandis. During the months when there was no cultivation, the plight of the impoverished
mahars was aggravated. Muktabai delineates their hunger and poverty with moving naturalistic
descriptions. She also dishes out elaborate descriptions of her marriage and its concomitant
rituals in the mahar community. Her memories of the ‘devadasi’ practice in which a woman is
dedicated to a goddess only attest to the superstitious sensibility of her contemporary society.
One must note, her narrative was not confined to the mahar community alone, for it offered a
faithful portrait of her society, warts and all.

Muktabai recalls the gradual changes ushering in her society. For example, when they
had access to Bahishkrut Bharata (literally meaning “India of the Ex-communicated”), a
newspaper dedicated to the cause of B. R. Ambedkar, people would throng to her house to
listen to the news being read loudly by Muktabai, who was considered to be a good reader. As
Muktabai writes: “When it was a holiday, they would pester me to read because | was

considered a good reader” (Trans. in Rege 2018: 183).



One of the early influences on Muktabai was that of Palit Pavan Buwa, a holy Brahmin
who infused the Dalits with invigorating thoughts of freedom and ideas of resistance and
rebelliousness. If this be considered a political provocation or “the politics of the people”, one
does not fail to notice how it stems from an unexpected corner — here from a Brahmin holy
man, considered to belong to the opposite pole — and ipso facto, testifies to Ranajit Guha’s
contention that within the subaltern discourse “the politics of the people” is independent of
both colonialism and the elites. Such early influences brewed up to form her Ambedkerite
women’s groups, known as “mahila mandals” which manifested different forms of resistance.

What Muktabai’s narrative poignantly captures is that the very hallmark of being a Dalit
tells not only on one’s personal life at every stage of one’s development, but equally percolates
through the succeeding generations, and continues to plague them alike. Thus, even when her
husband had a secure economic footing, her son was often derided as a “mahar” by his fellow
students at school. She also recalls when her husband was transferred to Islampur, how difficult
it was for her to get a house for rent, for most Hindu families would not rent a house to someone
belonging to the “untouchable” Dalit people. Here, too, one finds how within one’s religion,
one becomes a victim of exclusion because of the prevailing dominance of caste which eclipsed
even such a strong denominator like education. Unable to find any housemaid from the upper-
caste people, she finally wanted to give this job to people belonging to the Dalit class. Much to
her chagrin, even these Dalit women refused to work at her house simply because they preferred
their job of cutting grass for fuel to doing household chores. As Rege writes: “At such times,
Muktabai recalls feeling very alone — neither the larger society nor her own community was
willing to accept her and her family” (2018: 186). This is indisputably another instance of her
double displacement. If Partha Chatterjee argues that “subaltern consciousness was split within
itself, that it was constituted by elements drawn from the experiences of both dominant and
subordinate classes”* (Morris 2010: 113), the lukewarm and unsteady reaction of Dalit women
towards Muktabai because of her better financial position among them, exemplifies such a
split.

An acute and insightful observer, Muktabai could see through the apparent happenings
of life, and was hence skeptical of the so-called projections of improvement by the other strata
of society. She could not but see through the plight of the Dalits despite the vaunting of the
nationalist leaders who parried the real problems of the Dalits under the trumpet of nationalism.
Thus, rather than rejoice in the Indian Independence on August 15, 1947, she offers a cynical

and vitriolic critique of the import of independence:



What did independence mean to them (the Dalits)? They did not know. For they
continued to work in the fields for their daily wages, their everyday lives filled with the
same humiliations. Their wives wore the same tattered saris. Children continued to
roam naked, with stale pieces of bread in their hands. Where was independence
reflected in all of these? The nation had become independent but nobody had time to

answer these questions. (Trans. in Rege 2018: 187)

She further laid bare the hollowness underlying such an independence which cannot ensure
food for the poor, and when “mahars and mangs still had to beg for hours for drinking water”
(Trans. in Rege 2018: 188). This may be interpreted in terms of Guha’s attack against the elitist
historiography which tended to “represent Indian nationalism as primarily an idealist venture
in which the indigenous elite led the people from subjugation to freedom” (1982: 2).

Later, when Muktabai shifted to Mumbai along with her family, she was entrusted with
the responsibility of the secretary of a “mahila mandal” (meaning “women’s group”). But as
she assumed her responsibility, she noticed, to her dismay, the invisible barriers of regional
chauvinism and narrow sectarianism working within the members of this women’s group. This
also testifies to the ambivalence and fissiparous tendencies working within the Dalit feminist
groups. Muktabai’s unflagging activities among the mahila mandals gathered momentum,
leading to the sprouting of more such groups working for the emancipation of Dalit women.
Later, when her husband was transferred to Pune, she continued to work indefatigably for the
indigent and the distressed, and founded more women’s groups through her competent
leadership. She also worked steadily for the rehabilitation of people living in the slums, and for
the Harijans (under a scheme called Harijan Cooperative Housing Societies). With the help of
the Education Department of Maharashtra, Muktabai also initiated training courses for both
young girls and teachers. She also prepared a broad curriculum which accommodated courses
in formal education, physical education, vocational courses and sensitization courses for
marginalized women and prostitutes.

Little wonder then, in keeping with the significance of her name — “Muktabai”, literally
meaning “the free woman” — the life of Muktabai was a continual struggle towards opening the
“closed door” of superstition, deprivation and discrimination with the keys of education, justice
and social reforms. Ironically, her name is counterpoised against the title of her autobiography,
for the embodiment of freedom seems to be writing a tale of imprisonment (indicated by
“Closed Door”). Finally, it may be said that Muktabai did succeed in her struggle and did open

the “closed doors” for the Dalits towards education, enlightenment and emancipation.



Kumud Pawade’s Antaspot

Kumud Pawade’s Antaspot (translated as “Thoughtful Outburst”) sketches the life-
struggle of a Dalit girl Kumud Somkuwar Pawade who later became a Professor of Sanskrit.
Born in 1938 to a Mahar family in Maharashtra, Kumudtai grew up in the house of her maternal
grandmother. An undeviating devotee of Hinduism, her grandmother would tell her tales from
Hindu puranas. Kumudtai recalls how people working in the mills would often throng in their
house to listen to tales from puranas from her grandmother. The tales of some great Indian
women - Sita, Savitri, Damayanti, Narmada and Mandodari — exercised an indelible impact on
the childhood psyche of Kumudtai. She was particularly drawn to the heroic spirit of Savitri,
the embodiment of fidelity and chastity, one who overcame all her hurdles and succeeded in
reclaiming the life of her deceased husband from Yama. Kumudtai assimilated the intrepidity
and moral integrity of Savitri’s character, and this later helped Kumudtai wrestle with the forces
of social discrimination and casteism of her society. These mythical women characters of India
went a long way to shape her personality, and brought out the strong woman in her.

The advent of her husband’s maternal aunt, Mayabai, in their family — following an
estrangement from her husband due to his second marriage — gave Kumudtai the first inkling
of the sufferings of women in a rigid Hindu family. She came to know from Mayabai the
excruciating effects of dowry, resulting not only in constant and consistent mental torture of
brides, but also in their killing on certain occasions. She learns from Mayabai how following
the unfortunate death of her second child, she was stamped as a barren woman by her in-laws,
and how her husband continued with his extramarital liaison with another woman. Kumudtai
was surprised to find how Mayabai was the embodiment of an all-tolerant Hindu woman who,
despite so much humiliation from her estranged husband, would keep fasting for his weal.
When Kumudtai tried to logically convince Mayabai of the stupidity of such fasting, she would
justify it saying, “Bali, at least in the next life he will have more sense” (Trans. in Rege 2018:
307). Not only does it reflect the pan-Indian Hindu belief in afterbirth, but, more importantly,
it brings out the acquiescent, tolerant, spineless nature of many women who were used to their
humiliation, and by doing so, strengthened the patriarchal hold in the society. Later Kumudtai
taught Mayabai to see things logically, and to shun fasting for a husband having extramarital
liaisons. Mayabai was finally convinced and she gave up fasting for a wrong cause. This simple
incident only attests to Kumudtai’s incipient potential as a logical speaker, a quality that later

became her hallmark as a public speaker and a leader. This also brings out her sense of



modernity through which she could exorcise the invisible spirits of superstition and false beliefs
through her reasoning and questioning.

Rege observes that “Kumudtai’s spirit of interrogation led her to examine the practices
of women’s organisations and their resistance to focusing on dalit women” (2018: 309).
Kumudtai inveighs against the Marxist proponents and Leftist parties for having failed to
recognize caste as the root of the suffering of women. In their blind ideological belief in class,
she argues, they have overlooked one crucial denominator of society — caste. Having
assimilated the philosophies of both Jyotirao Phule and B. R. Ambedkar, Kumudtai rightly
identifies education as the means of women emancipation. Referring to the duplicitous attitude
of upper-class people, she suggests that while the upper-class people may not publicly castigate
the caste-system and its unhappy consequences, they are very much racked by the caste-
consciousness. With a rare acuity of insight Kumudtai interrogates the paradox and duplicity

of human behavior to offer a sardonic satire of it:

The man from the huts forgets his humble abode when he enters this hall. The man from
the masses rejects the masses the moment he becomes the man of the class. He entirely
forgets that he owes something to the community where he was born. We sell ourselves

for comfort and convenience. That is our tragedy. (Trans. in Rege 2018: 315)

It is an undeniable fact that while women of all classes can feel the sad consequences
of oppression and subjugation, it is the Dalit women alone who openly give vent to and inveigh
against such forms of oppression, inasmuch as they alone are the victims of such oppression,
and they alone are rendered perpetually precarious and vulnerable to the apparatus of
suppression. Kumudtai’s life-narrative also offers us vivid flashes of the ruthless violence and
mayhem perpetrated on the mahars in Nagpur during 1946, of the sinister panic that prevailed
in areas like Malipura and Kostipura, and of the hiding of many Dalit leaders following the
murder of the mill worker Ramdas Dongre.

A great orator and a modern thinker, Kumudtai enjoined the young Dalit girl activists
who attended the convention in Delhi, to do away with their traditional methods of working,
and to adopt modern methods of the upper classes instead, but she also warns them against
blind imitation of the attitude of the upper class: “[I1]f this tendency to imitate the attitude of
the higher class takes root among us, we’ll also become prisoners of class-consciousness”
(Trans. in Rege 2018: 313). She also stressed the need to “fight against the three ‘S’s —

Savarnas (the upper castes), the Sadhanas (the rich) and Sawakars (the money lenders)”



(Trans. in Rege 2018: 311). One does not fail to notice that Kumudtai’s crusade against the
higher classes subscribes to Guha’s persuasive suggestion in Subaltern Studies to shed the
elitist bias.

Possessed with a rare ratiocinative faculty, Kumudtai categorically speaks of fighting

against the wrong attitude rather than against classes:

Really, this is not a question of caste, nor of class but of attitude and approach. And if
the attitude is to oppress, it has to be resisted... If we ourselves are opposing and
exploiting somebody, our being dalits does not justify it. That will also have to be
resisted. (Trans. in Rege 2018: 311-312)

The above comment brings out the facts that Kumudtai had a rare acuity to harp on the right
string of any problem, and that she was very much objective and self-critical of her own people.
She could also realize that the community, being an accumulation of individuals, “will progress
only if the individual does”. But the other side of the picture is equally true, and thus, “if the
individual is corrupt, oppressive, violent, and has a repressive and debased attitude, the
community will undoubtedly become like that also” (Trans. in Rege 2018: 312). She is aghast
to find the lack of sincerity and seriousness among a huge number of members attending the

Delhi convention, and particularly at the indifference of Dalit writers:

Well, at least writers could be more sensitive! But even dalit literature is intoxicated
with the celebration of the self. They are busy, each one drawing the plaster off the
other’s wounds. So does anyone have the capacity to awaken the conscience? Is anyone
conscientious? (Trans. in Rege 2018: 318, emphasis added).

Since conscience is a disciplined refinement of one’s consciousness, the last part of her
comment, emphasized here, may remind any perceptive reader of Spivak’s skepticism: “How
can we touch the politics of the consciousness of the (Subaltern) people, even as we investigate
their politics?” (Morris 2010: 327).

Given the meaning of the word “dalit” being “oppressed”, Kumudtai asserts that it is
true that the “entire woman caste is dalit”, but the “Indian dalit woman is the most dalit
(oppressed) among all women” (Trans. in Rege 2018: 316). Such a projection of Indian
marginalized women as being subservient to their counterparts in the world can only reinforce

India’s subalternity vis-a-vis that of its counterparts found elsewhere. Going a step further, one



may argue, if the subaltern is one of the many constituents of history, it critiques the very notion
of history and presupposes a reconstruction of history of Indian women in the light of
subalternity. In this context we may refer to Dipesh Chakrabarty'? who contends that, as
regards history as an academic discourse, Europe occupies the central sovereign position, and
ipso facto, “*Indian’ history itself is in a position of subalternity; one can only articulate
subaltern subject positions in the name of this history” (1996: 223).

Kumudtai also relates the struggle of her upbringing in a highly discriminative caste-
based society. She relates how she was debarred from learning Sanskrit at school level, how
she was continually discouraged by her teachers, and how, despite all her oddities and
adversities, she successfully became a Professor of Sanskrit. At every stage of her career — as
a little girl, a student, a teacher and a social reformer — what was tellingly common and what
had not undergone any change was discrimination against a Dalit woman. As a student she was
exposed to taunt and banter from ‘savarna’ or upper-class people during her days in Morris
College, and even the same sense of discrimination prevailed during her university days.
Kumudtai completed her masters in Sanskrit — a subject she took up in her career chiefly at the
instance and continual encouragement of her school teacher Gokhale Guruji — and was
felicitated by the Vice-Chancellor of the university.

Later when Kumudtai applied for a job as a lecturer in a college, she had to go through
the bitterest moments of discrimination and humiliation from some of the experts on the
screening committee. Almost everywhere she became the object of ridicule and prejudice,
because the upper-class people were jealous of Kumudtai on account of a rare scholarship of
Sanskrit being possessed by a Dalit student, and also because she had applied for a post
reserved for scheduled caste candidates. A woman of indomitable mental strength, Kumuditai,
instead of pocketing the continual onslaughts of such taunt, wrote a letter of protest to the
central minister Babu Jagjivan Ram who forwarded it to the then-Prime Minister Jawaharlal
Nehru. Impressed by Kumudtai’s boldness and her invulnerable logic, Nehru offered her a
prize money of two hundred and fifty rupees and directed the Chief Minister of Maharashtra,
Yeshwantrao Chavan to redress her problem. But when Chavan tried to parry the issue tactfully
by suggesting Kumudtai that she should pursue research in order to get a service as a lecturer,

Kumudtai offered her waspish rejoinder to him in unambiguous terms:

Saheb, if you cannot give me a job, tell me so frankly. I do not want false promises.

False promises give life to false hopes. Research can result from mental well-being.



How do you expect me to have a healthy mind on an empty stomach? (Trans. in Rege
2018: 330-331)

After two years of hardship and humiliation, Kumudtai got a job as a lecturer in Sanskrit in a
government college, and later as a Professor of Sanskrit in her alma mater.

As a lecturer, Kumudtai noticed, much to her dismay, how Dalit students were
discriminated against by their teachers who gave them poor marks at the internal examinations,
so that they may not have the prerequisite marks to apply for the government jobs reserved for
marginal candidates. While her scholarship and her appointment as a lecturer were appreciated
by people of her Dalit community, the upper-class people scoffed at her for getting a job
through the reservation quota, and made snide remarks about her competence. But it was her
students whose genuine appreciation overwhelmed her with a sense of satisfaction. Equipped
with the gift of the gab, Kumudtai nibbled at every opportunity of replying back to those people
who had been unfavorable to her because of her caste. Thus, when requested to introduce

Sanskrit pundits in a conference, pat came her sharp sardonic rejoinder:

Where women and shudras have been denied the right to study Sanskrit by the Smritis,
the fact that a shudra woman from an untouchable caste is introducing Sanskrit pundits

heralds the progressive mindset of independent India. (Trans. in Rege 2018: 326)

Yes, Kumudtai indeed embodies the “progressive mindset of independent India”, and her story
is that of a Dalit girl’s success, fighting almost single-handedly against the forces of caste and
gender discrimination. Significantly, the very title of Kumudtai’s autobiography — “Thoughtful
Outburst” — brings out the two governing traits of her character: her rationality, and her ability
to unleash her uninhibited protest against social discriminations. It is a tale of a sportive girl
who overcame the insurmountable hurdles of casteism and its concomitant discrimination and
prejudices to reach the highest ladder of academic achievement, and a tale of her arduous
journey from subjugation to subjecthood, to borrow Preeti Dewan’s metaphor, from the margin

to the center.

Research Findings

The findings of this essay may be treated as a staple for further research, inasmuch as

each of these findings may be further critiqued and contested. Thus, rather than elaborate on



each within the purview of this essay, | will succinctly enumerate the major trends in Dalit
women’s autobiographies as exemplified through my discussion of three sample
autobiographies.

a) The advent of an indigenous literary genre

The very idea of writing Dalit women’s narratives provides the advent of an indigenous
literary genre never found hitherto. Dalit women’s narratives are also meant to counter the
narratives written by their male counterparts, and by doing so, provide a suitable alternative to
them. Unlike the autobiographies written by upper-class non-Dalit writers where there is a
conscious effort of self-fetishism and exhibiting one’s accomplishments, these
autobiographies, more or less, project the seamy and sordid side of the lives of their authors
passing through hardship, struggles, adversities and vicissitudes. Thus, while highlighting the
arduous struggle of these Dalit women, these autobiographies delight in a sort of
deglamorization and deromanticization of life.

b) Resistance against institutionalized power structures

These narratives register a protest against the traditional power structures, and thus
articulate the postcolonial sensibility in terms of refusing to be treated as marginal or
peripheral. Thus, these autobiographies register the anti-establishment voice and the voice of
dissent, rather than that of conformity and acquiescence. It is this voice of resistance against
established institutionalized, hegemonic power structures — the religious Brahmanical power
structure, as well as the elite upper-class power structure — that characterizes all the Dalit
autobiographies.

c) The self as the replica of society

These autobiographies wonderfully telescope the subjective and the objective to offer
us a dystopian chronicle of contemporary Dalit society and Dalit women through the subjective
lens of the individual. Dalit narratives negotiate between the self and the community. The self
becomes the antenna and reflector of the community. As P. K. Nayar so cogently suggests:
“Dalit testimonio places the individual’s story within the public domain, in a discourse that
makes the story shareable with others” (2008: 110). Preeti Dewan follows in Nayar’s footsteps,

and puts it so wonderfully:

The ‘I’ of canonical/bourgeois autobiographies, an autonomous, discreet and sovereign
self is replaced by a communal ‘we’ and subjectivity is rendered more complex by the

interplay between the individual and the community, without loss of either (2016: 223).



d) Critique of Dalit identity as an “Other”

Almost all the Dalit narratives exemplify how their protagonists revolted against their
ostracization, deprivation, exploitation and social exclusion. They strongly protested against
their stigmatized identity as ‘Dalits’. But the very consciousness of being a ‘Dalit’ poses an
intrinsic problem to these writers who could not but fail to erase their identity as a ‘Dalit’, i.e.,
as being intrinsically subservient to a more powerful group, and as being treated as the ‘other’.
Thus, through these autobiographies the Dalit writers tried to blur this binary between ‘this’
and the ‘other’, and to defy and even subvert the very notion of otherness.

e) Tripartite roles assumed by Dalit writers

Every Dalit writer assumes three-dimensional roles in these autobiographies — (a) as a
writer and chronicler; (b) as a social critic and analyzer; and (c) as a social reformer. The
writings interrogate the role of the community at large. They interrogate the deliberate erasure
of their issues in men’s narratives.

f) Double-edged oppression

The Dalit women’s autobiographies engender their vulnerability to double-edged
oppression, or, to use Spivak’s phrase, “double displacement”, which | have already referred
to. As Raj Kumar puts it: “While Dalit men are victims of caste and class oppression, Dalit
women find themselves as the victims of double oppression — by the upper-caste men as well
as by the men of their own community” (2010: 6). And this “double displacement” is
manifested at the varied levels of caste, class, religion, gender, and even personal relationship,
so that these autobiographies may be read as complex sites of ambivalence, contestation, and
plurality.

g) Verisimilitude

Verisimilitude is the hallmark of these autobiographies where there is a candid and
unabashed disclosure of the crude and harsh realities of life, and where one does not find any
attempt at hushing up a naked truth (say, for instance, domestic violence), as may sometimes
be found in autobiographies written by non-Dalits. Rooted in the excruciating physical
sufferings of the marginalized group, the Dalit literature in general is geared to “giving
extraordinary pain” engendered in the real lives of an oppressed community (Limbale 2004:
108).

h) Language of clinical realism

The language in which these autobiographies are rendered subverts the conventional
language of traditional autobiographies. Since most of these Dalit writers, barring a very few,

did not enjoy the fruits of education, their tales are told in colloquial, informal language devoid



of any rhetorical ornamentation. Furthermore, scorched in the searing heat of poverty and
deprivation, it is quite natural that they cannot be invested with a poetic or even formal idiom
of expression. As Kumud Pawade in her autobiography so pertinently observes, “[i]t is
impossible to expect soft language when dalit women’s honour and self-respect is being
dragged into the mud” (Trans. in Rege 2018: 313). Thus, these autobiographies are often
couched in frank clinical realism, and sometimes steeped in snide, scurrilous, tabooed
expressions with which the Dalits actually conversed among themselves. As Raj Kumar rightly

observes:

The vehicle is often the brute, coarse, and crude language of the slum, springing from
a life of poverty, ignorance and violence. The jaggedness of word, the granulated
structure, the rough-hewn expression, the scarcely muted anger — anger which may spit
fire like wrath, burn lambently like satire, scorch like cynicism, kindle like anguish, and
enflame like tragedy... (2010: 148)

1) An alternative historiography

These autobiographies tend to subvert the established historiographical representation
of women by offering an alternative historiography. “Subaltern historiography in India”, argues
P.K. Nayar, “draws attention to the way the supposedly democratic Indian nation has been
constructed through a process of exclusion and marginalization of the Dalitbahujan,** women,
and the working classes” (2008: 11). Following in the footsteps of Ranajit Guha, one may
safely infer that these autobiographies constitute a typical distinctive and autonomous domain
independent of both the colonial masters and the native elites. Contrary to Dipesh
Chakraborty’s claim that historical knowledge in the third world is produced under Eurocentric
dominance, these Dalit women have a distinct historical genesis and growth.

J) Critique of cultural representation

These autobiographies also interrogate, subvert and dismantle the culture of the nation
by laying bare the dirty spots on the brow of an otherwise glorious cultural heritage.

k) Critique of feminist representations

Dalit narratives tend to subvert the predominant cultural representations of Indian
women chiseled by non-Dalit feminists, and therefore demand a distinct idiom and space of
articulation. Coupled with the denominator of caste, the gender issues of Dalit narratives have
become a contested zone of debates and research. 4

I) Critique of nationalism



These autobiographies prick the bubble of the inflated nationalism and its inevitable
corollary: independence. Kumud Sarvagod’s autobiography, for example, offers a stinging and
cynical critique of Indian independence which fails to guarantee any improvement to the Dalits
who have to eke out a bare survival by sweating their guts out.

m) Sites of contestation and complexities

Dalit autobiographies are more than autobiographies. They emerge from a socio-
political context, and are politically engaged, and open up vistas of what Debjani Ganguly calls
“ever-expanding lexicon of political modernity” (2005: 129). Thus, these narratives cannot be
divorced from the political crucible from which they emerge. These life-narratives subscribe
to Benita Parry’s observation that “the native woman is constructed within multiple social
relationships and positioned as the product of different class, caste, and cultural specificities”
(1987: 35), and thus they become sites where contestations, ambiguities, complexities and

conflicting voices clash and coalesce.

Conclusions

By telling their own tales — an act analogous to the slave narratives written by slaves in
the context of American slavery — the Dalit women offer us faithful chronicles of suffering,
deprivation and oppression, but more importantly, emerge as writers-cum-reformers.
Furthermore, rather than being armchair accounts of an age of social discrimination, these
narratives are filtered through real, and often excruciating, life experiences of these Dalit
women, which is why these narratives are marked by both verisimilitude and vividness. The
dual roles played by the Dalit women in these autobiographies — that of a writer writing from
her experiences distilled through her life, and that of a social reformer critiquing the conditions
of women during the author’s contemporary times — give their narratives a uniqueness in that
in them one finds a perfect conflation of the subjective and the objective. These autobiographies
also serve as faithful antennas to reflect the angst of the contemporary caste-ridden Indian
society through the painful chronicles of these women.

Although Dipesh Chakrabarty argues that “Europe works as a silent referent in
historical knowledge”, and that “[t]the dominance of ‘Europe’ as the subject of all histories is
a part of a much more profound theoretical condition under which historical knowledge is
produced in the third world” (1996: 224), it goes without saying that the autobiographies of
these Dalit women would repudiate such a claim. Suffice it to say, these autobiographies have

distinct geneses of their own, and are absolutely independent of both Europe and colonialism.



This independent and autonomous status of these autobiographies subscribes to Ranajit Guha’s
contention expressed in the earlier part of this essay. Finally, one may conclude that in stark
contrast to Spivak’s shibboleth that the subalterns cannot speak, these autobiographies have
repudiated such a claim, and have substantiated that the subalterns can speak, that they have
spoken, and whenever and wherever there is social discrimination against them, they will speak

again.

L Written during 1934-1935 when Gramsci was imprisoned in Facist Italy under Mussolini, many of
his comments are presented in such a way as to avert suspicion of his authority.

2 For amore informed view of Guha’s contribution to Subaltern Studies, see Ranajit Guha, ed. Subaltern
Studies. 5 Vols. New Delhi: Oxford University Press, 1982—-1986.

3 The essay originally appeared in Cary Nelson and Lawrence Grossberg, eds. Marxism and the
Interpretation of Culture, Urbana: University of Illinois Press, 1988, 271-313. Much later in 2010, this
paper was republished by Columbia University Press and edited by Rosalind C. Morris. In this paper |
have used the citation from Rosalind Morris, ed. Can the Subaltern Speak?: Reflections on the History
of an Idea. (New York: Columbia University Press, 2010),
http://www.jstor.org/stable/10.7312/morr14384. Accessed September 30, 2021.

* Quoted by Spivak from Michel Foucault, Language, Counter-Memory, Practice: Selected Essays and
Interviews, trans. Donald F. Bouchard and Sherry Simon (Ithaca: Cornell University Press, 1970), p.
212.

® Ranajit Guha, ed. Subaltern Studies I, p. 4.

® In the Marathi language the word “Dalit” also means belonging to the soil, and thus borders on a sense
of something which has been made to lie down on the ground. The semantic resonances of the term
“Dalit” have extended its scope to subsume any oppressed group, and also the landless land farm
laborers and the tribal in India.

" This verse occurs in Manusmriti (translated by George Buhler as The Laws of Manu), chapter 9, verse
number 3. See, George Buhler, (trans.). The Laws of Manu. (Oxford: Clarendon Press, 1886), chapter
9, verse number 3.

8 For an informed view of such works one may consult Padmini Swaminathan, ed. Women and Work
(Hyderabad: Orient Black Swan, 2012); Bratati Biswas, and Ranjana Kaul, eds. Women and
Empowerment in Contemporary India (New Delhi: Worldview, 2016); Debjani Ganguly, Caste and
Dalit Lifeworlds: Postcolonial Perspectives (Hyderabad: Orient Black Swan, 2005); Kumkum Sangari,
and Sudesh Vaid, eds. Recasting Women: Essays in Colonial History (New Delhi: Zubaan, 2006); Sumit
Sarkar, and Tanika Sarkar, eds. Women and Social Reforms in Modern India: A Reader, 2 vols. (New
Delhi: Permanent Black, 2007); Sanchari Roy Mukherjee, ed. Indian Women: Broken Words, Distant
Dreams (Kolkata: Levant Books, 2007).

% “Savarna” means belonging to the upper caste.

10 Rupee is the standard unit of the Indian currency. One rupee is made of one hundred paise or paisa.
11 “partha Chatterjee, Reflections on Can the Subaltern Speak?” in Morris, pp. 110-116.

12 See Dipesh Chakrabarty, “Postcoloniality and the Artifice of History: Who Speaks for the ‘Indian’
Pasts?”, in Padmini Mongia, ed., Contemporary Postcolonial Theory: A Reader (New Delhi: O.U.P.,
1996), 223-247.

13 The word “bahujan” is a Pali word meaning many. The Dalits were also sometimes known as
“bahujans” or “Dalitbahujans” as they reflected the sensibility of most of the oppressed marginalized
people. In India there is also a political Party called Bahujan Samaj Party (BSP) founded by Kanshi
Ram in 1984, comprising the people belonging to the minority groups.

4 1n fact, much light has been shed on this area. Dalit feminism itself has become a separate branch of
potential research. It was Gopal Guru’s essay “Dalit Women Talk Differently” (1995) that mooted the
point that Dalit women have an idiom of expression which is different from that of their non-Dalit
counterparts, and it created a whirlwind of critical debates, spawning later research. For recent
stimulating research in this area, see F. Franco, J. Macwan, and S. Ramanathan, eds. The Silken Swing:



http://www.jstor.org/stable/10.7312/morr14384

the Cultural Universe of Dalit Women (Calcutta: Stree, 2000); & Zelliot, Eleanor, “Dr. Ambedkar and
the Empowerment of Women”, in Anupama Rao, ed. Gender and Caste (New Delhi: Kali for Women,
2003), 204-217.
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I'1aBHU TOKOBH y ayToOMOrpagujamMma JaauTCKuX keHa y Mnauju

Hanuty, xoju cy y MHmuju Ha mnepudepuju ApPYyIITBA, CTBOPHIM Cy COICTBEHH IJiac
poTecTyjyhn TMPOTHB OYMTE MaprHHAIW3ANMje y NIPYIITBY 3aCHOBAHOM Ha KacTama, INTO UM je
MOMOTJIO Jia OCBOj¢ IICHTPAHy TMO3UIHjy Y KHBIKEBHOCTA. HajHOBHMjM W3MaHIM JalUTCKE
KIbIDKEBHOCTHU jecy ayToOuorpaduje DaJuTCKUX *KeHa Koje ¢y Ouie KpPTBE JBOCTPYKE OIpEcHje, O
CTpaHe BMILIUX KacTa ¥ yciea narpujapxainHor ypehewa mehy Jdamutuma. OBe ayroouorpaduje cy
JEIMHCTBEHE HA MHOTO HAayMHA W BEpaH Cy OJpa3 JIUCTOIHUjCKE TaTHE JATUTCKUX JKCHa, Kao U
HCTOPH]jCKH 3aImuc 0 T0j matku. OBaj paj HACTOjU 1a CMECTH HUXOBe ayToOuorpaduje y IpyInTBeHO-
MOJIMTHYKK KOHTEKCT MHAWjCKMX JlainTa, Kao W Ja yTBPIM IJIaBHE TOKOBE yHyTap muxX. Ha kpajy
JIOJIA3UMO IO BKHUX 3aKJbydaKka Ha OCHOBY CyOaNTEepPHHX CTY/Mja M MOKYIIABAMO JIa YTBPAUMO KaKO
WHAMBUAYATHU TJIACOBU JAIWTCKUX JKEHA apTHUKYJIHCAaHH Yy OBHM ayTtoOuorpadujama omdaiyjy
KOHTpOBep3HY TBpAKY ['ajaTpu CrnimBak 1a nojpelheHn He MOTY Jia TOBOpE.
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‘Cutting the Threads with Words’: the Figure of Penelope in the Poetry of
Katerina Anghelaki-Rooke!

Katerina Anghelaki-Rooke (1939-2020) is one of Greece’s leading female poetic voices with
a work that spans over thirty years. She was also a linguist and an acclaimed translator. Her work is
widely read in Greece and it has also received official recognition: it has been awarded the Greek
National Poetry Prize in 1985 and the Greek Academy’s Poetry Prize in 2000. The body, myth and
nature but above all language and its ability to convey emotions and experiences are central features of
her poetry. This essay discusses Katerina Anghelaki-Rooke’s poetics with reference to her revision of
the character of Penelope in three seminal poems. Her original reworking of the myth shows her
knowledge of feminist discourse such as the writing of Adrienne Rich and Hélene Cixous. Above all,
it reveals that she was a careful poet-reader. | discuss her affinities with Elisaveta Bagryana’s ‘Penelope
of the 20" Century’ (1934) and, perhaps surprisingly, her dialogue with Wallace Stevens’ brilliant poem
“The World as Meditation” (1952). The essay also addresses the wider question of the use of ancient
Greek myth in feminist writing and by women poets in Greece.

Keywords: Penelope, myth, poetry, women’s writing, feminism, modern Greek literature

Oh, these invisible and terrifying threads,
which you snag then slacken yet never snap,
which manipulate our fates, and permanently bind us

to unborn offspring and dead progenitors!

With one leap into infinity 1I’d like

to snap off each knot — so as to glimpse,
free, separate — myself — my image,
with no past, no rank, no age, no name!
(Bagryana 1993: 57-63)

In this poem of 1934, the Bulgarian poet Elisaveta Bagryana bemoaned the way in
which people, and women especially, are tied in a tight net of relationships and expectations
which restrict freedom and obscure self-knowledge. In the lines quoted above as an epigraph
to this essay, the poetic persona wishes to disentangle herself from these binding threads, to

“snap off each knot,” in order to allow her unmediated self to emerge free of any constraints.
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In the following sections of this poem, these constraints are addressed in greater detail:
inherited mentalities (“It [the past] lends the violet or scarlet colour to our blood,” 1.3) and
culture (“It gives the lighter or darker shading to our soul,” 1.4) shape personal identities, and
both are very powerful and difficult ties to break. She also bemoans the mixed blessing that is
the past (“Oh, the past! You — inevitable evil or good;/you — bright gift or burdening blackness,”
1.9-10). Bagryana wants modern women to be different from Penelope, not (as she sees her)
passive and restricted but active and engaging in the thrill that is life. Her Penelope is very
Odyssean: she has the same thirst for life, for adventure and for new experiences as her famous
husband. She embraces travel; she will be the one to return to the family hearth after many
adventures to become the “devoted wife” but also “an immortal woman”.

We find in this poem one of the earliest engagements with the figure of Penelope by a
woman poet.2 Bagryana challenges the traditional popularised story of the Odyssey with its
stereotypically perceived gender roles;? for it is true that Penelope is one of the mythical figures
who lent themselves to what we now call revisionist mythmaking as women poets attempted
to challenge traditional gender roles and especially the role of women in the arts and society.
Revisionist examples accumulate, unsurprisingly so, from the 1970s onwards as the feminist
movement gains momentum and becomes theorized in well-known writings such as those of
Adrienne Rich, who, in her seminal essay “When We Dead Awaken” (1971) focuses on the
importance of re-vision in the process of awakening of the female consciousness; (Rich 1972:
18-30) or Cixous who spoke of écriture feminine and the need to create a new language to
express the female experience (Cixous 1976: 875-893). But in 1934 this momentum had not
gathered yet. Bagryana’s poem was, in this sense, ahead of its time and prophetic of the way
that feminist writers would seek to explore a feminine identity through myth by questioning
traditional representations of women and putting forward a new narrative, a re-telling of the
old story.

This is the aim too of the poems by Anghelaki-Rooke (1939-2020) that I will discuss
in this essay and which are appended at the end for the reader’s convenience. Two of those
poems were published in 1977 in a collection entitled The Scattered Papers of Penelope.* The
title itself, which was adopted by Anghelaki-Rooke’s translator, Karen Van Dyck, in her
translations of selected poems, clearly shows that Penelope’s figure was instrumental in the
fashioning of Anghelaki-Rooke’s poetic persona. The picture is completed in 1996 with ‘The
Other Penelope’ in the collection Flesh Is a Beautiful Desert (1996) which, as | will claim,
closes Anghelaki-Rooke’s engagement with classical myth. What is it, however, that begins

this engagement? There is no doubt that Anghelaki-Rooke is determined to offer a new female



and feminist voice in the context of the male-dominated world of modern Greek poetry.®
Outside her poetic work, this becomes clear in essays that she has written, and especially so in
“Sex Roles in Modern Greek Poetry”, written during her phase of greatest attention to myth. It
highlights the tradition of women’s poetry in Greece and reveals Anghelaki-Rooke’s concern
with this tradition’s characteristics and goals. It is clear that she was aiming at creating a
genealogy of women poets, looking back at the work of those who came before her. At the
same time, the intertextual web of her poetry places the Greek poet at an international
crossroads of influential voices which help her shape her vision. Her knowledge of many
languages including Russian® acts as a liberating force in this endeavour, allowing her to draw
from outside the modern Greek canon.

That she should choose a mythical figure to do so is not without significance:” it
underlines Anghelaki-Rooke’s determination to challenge the tradition from within and in its
own terms. Indeed, Greek women poets face a double challenge when it comes to using
classical allusions and myth in their poetry. The awareness of an illustrious tradition set aside,
they are faced with the additional dimension of gender roles, as Christopher Robinson
succinctly puts it: with the unflattering depiction of women in classical literature, and, on the
other hand, with the patriarchal values that this tradition has helped sustain and the literary
tradition that it has supported (Robinson 1996: 109-120). That Anghelaki-Rooke makes these
choices, therefore, reflects the ambition of a young female writer to enter the Greek literary
stage dynamically and on her own terms.

Before Katerina Anghelaki-Rooke it was mainly male poets (or minor women poets
who embraced traditional perceptions of women) who have used the figure of Penelope to
either assert traditional gender roles (as in the case of Kostis Palamas or Nikos Kazantzakis) or
to offer, in the case of Kostas Varnalis, writing from the perspective of the Left, a highly
subversive, sexually predatory, version of this character.® Kazantzakis’ case may be relevant
for Anghelaki-Rooke’s Penelope poems, because he was Anghelaki-Rooke’s godfather and an
early admirer of her poetic output that began when she was only 17 years old (1956). As | will
discuss, her reworking of Penelope is very much in the spirit of second-wave feminism, and
the image of Penelope emerging from these earlier poets could not have satisfied an ambitious
woman poet: both Varnalis and Kazantzakis express extremes that emerged from a male
imagination according to which a woman may be either submissive and compliant or
aggressive and violent and they missed all the nuance and subtlety of female consciousness

and experience.



If the work of male poets and traditional female voices form the establishment against
which Anghelaki-Rooke reacts, looking outside Greece provides important precedents that
may have offered her more positive examples. Bagryana may be a case in point and one
Anghelaki-Rooke could well be familiar with.® The idea of the binding threads in relation to
feminine identity is an intriguing parallel, important for both these women poets. In Bagryana’s
poem, however, Penelope becomes a female Odysseus and her choices copy his own actions.
This modern Penelope of the twentieth century rejects Penelope’s patient waiting and weaving;
she also rejects her perceived restriction in space and is eager to ‘drink life to the lees’, as

Tennyson wrote of his own ‘Ulysses’:

Oh, take me, you, countless roads,
winding serpents hissing in the sky,

and on earth, and at sea.

Take my uncalm and bright thirst
and from one end of the world to the other, take

them and shake up the oceans,

so that an ocean of human masses
could overflow its shores

and clean up the hearth of this earth,

to shake up the fortified,
ossified soullessness

of this century submerged in dark greed! (3.1-12)*°

Bagryana’s character aims at reforming the world. Following in Odysseus’ footsteps,
the modern Penelope is putting her thirst for life in the service of social change but with an
agenda informed by the kind of political affiliation that Anghelaki-Rooke did not have: restless,
ambitious, with fiery determination, she represents women’s passion and the hope that it will
fuel radical change in a world that has lost its moral compass.

Although Anghelaki-Rooke’s Penelope is no less passionate, she is on the path of
another tradition in which female identity develops in the space left by Odysseus’ absence.

This becomes clear in all three poems devoted to the retelling of the myth. In ‘Penelope Says’



the poetic persona states that ‘absence is the theme of my life’ (7). In *“The Other Penelope,’
Odysseus remains an idea on the margins of Penelope’s world. In “The Suitors’ this idea is
developed in greater length. The poem begins with a set of recognisable topoi of women’s
writing (see Appendix, 1-19), the motifs of the closed space, of passivity and of silence.
Penelope is “upstairs” and looks at the world from the window, besieged by the suitors who
are presented as having control over her life whereas the grille of the window suggests
entrapment.

What begins, however, as an enclosure in which the female subject is objectified under
the male gaze and control,'! develops into something quite different. The closed room turns
into “a room of one’s own”, as described by Virginia Wolf; a space of self-discovery and self-
knowledge. The references to “a change” (24), to “a shining thread” (25) or again to “the
essence of myself” (27) frame the emergence of a “kernel” (29) devoid, just as in the lines from
Bagryana’s poem in the epigraph, of all the layers of externally imposed conventions (29-34).
The thread that usually marks Penelope’s weaving, becomes a sort of Ariadne’s thread, leading
her towards the depths of her own consciousness.*? She is gradually becoming an independent
individual that promises to be so powerful that “even death will have value” (38). This is an
important statement, because it underlines the increasing control that she foresees having over
her own life.

The suitors here represent external constraints and others’ expectations and perceptions
of the female subject imposed on her by a traditional, patriarchal society. But the subtle
Homeric references in the poem already announce their demise: they are “cut into slices” (8)
just like so many formulaic references to food in the Odyssey, an image that alludes to their
slaughter; 3 they are “dazzled by the light” (15) just as their dead souls are spellbound by
Hermes’ golden wand at the beginning of book XXIV.* The hardest bonds to break, however,
are those of internalized behaviours and expectations considered to be one’s own free choice.
It is clear from the following lines that feminist theory and activism on their own cannot secure

the formation of a complete female consciousness:

I too once had

mud in my hair

lemon blossoms behind my ears
and would cry passionately
‘Free yourself of your bonds!”’

but the bonds go deep:



a way of being
where the self plays itself. (40-47)

What is required is a self-awareness that consciously keeps Odysseus at bay despite the
passions of the flesh. This dimension of the “poetics of absence” gives Penelope agency and
choice which emerge at the end of the poem, where Anghelaki-Rooke toys with the question
of whether Penelope had recognized her husband or not (“my flesh waits for you/but my mind
saw you coming/long ago/and has accompanied you to the door.” 61-63). These ideas are more
comprehensively developed in Anghelaki-Rooke’s best-known poem, ‘Penelope Says’. And it
is not solely the feminist tradition that defines its meaning but also the subtle exploration of
the image of the artist from the perspective of Penelope in Wallace Stevens’ seminal poem
“The World as Meditation’ (1952). Stevens’ poem engages with key features of the Odyssey
that made it into modern poems: absence, waiting, weaving, love and creation, and the constant
postponement of Odysseus’ return. Only here, however and in Anghelaki-Rooke’s ‘Penelope
Says’ do we find them all woven together to create a comprehensive poetic stance.

‘The World as Meditation’® begins with an epigraph, a quote from the Romanian-
French composer Georges Enesco. This already introduces to the reader the different values on
which the poem develops: travelling (as did Odysseus) and performance are secondary to the
essential process of meditation, the workings of the mind. The “dream,” that is, creative
imagination, is what lies at the foundation of every creative process, and it is not linear, like
the journey, but circular, an exercise that follows the cycle of day and night. A contrast emerges
here between two different kinds of travelling (physical and of the mind) which, in the main
body of the poem, correspond to Odysseus and Penelope.

Stevens’ reworking of the myth leaves Odysseus at the periphery of the poem and
focuses on Penelope. His identity is questioned right from the beginning as he changes from
“Ulysses” (1) to “someone” (3) and then becomes “a form of fire” (5) and a “savage presence”
(6). Later he is identified with “the warmth of the sun” (16) and *“a barbarous strength” (21). In
other words, Odysseus merges with the natural world. Penelope, on the other hand stands out
as the receding of her husband opens up the space for her to compose her own self. The choice
of words is not random: it harks back at the epigraph and implies that the process of the
composition of a subjectivity may be compared to that of a musical piece — it comprises many
movements and moods, it is dynamic and changes with each performance. It is also

internalised, the work of the mind.



Stevens is closer to Homer when he refuses to restrict Penelope to a room or to one
activity, weaving. There is a “deep-founded sheltering” (9) that she has imagined but she is not
trapped in it. Her weaving is mentioned in the second stanza, but the poem also suggests that
she was managing the estate and looking after her trees.'® Penelope is not objectified either.
Characteristically, she is not combing her hair in front of a mirror but remains inward-looking,
opening up the space of the mind as a space of artistic creation. It is indeed in the mind that
“thoughts beat in her like her heart” (17), a metaphorical image of pregnancy that gives birth
later to the word, the syllables that she pronounces. She creates her world, creates the world
and through it, her own self. She becomes the archetypal artist. The internalized physical desire
is sublimated into art.

The poem challenges the duality of active male vs passive female, a typical one in
feminist criticism of traditional attitudes, because it stages the level of activity that develops in
a condition of apparent stillness and passivity, replacing the physical déplacement with a
mental one. Stillness is the suspension of physical movement, a vortex that maximises the
potential of the mind. In the final stanza the product of creation is uttered syllable after syllable,
the logos of a woman who is creating her man, her story.*’ It also puts emphasis on the process
rather than the final product (“kept coming constantly so near”, 24), another important concept
of feminist criticism. With Odysseus’ absence Stevens underlines the importance of
deprivation in fuelling creativity. It is the hero who becomes a Muse, in a rearrangement of the
traditional roles.

Penelope does not break the bonds of her marriage, however, and therefore her stance
is not radical enough. The perception of the self remains dependent on that excellent virtue of
the ideal couple, homophrosyne (like-mindedness): od wuev yap 100 ye kpeiooov kai dpetov,li
60 Spoppovéovie vorjuacty olxov &mroviavip ndé yovi.*® Many images in the poem reflect
the love of the famous couple (see Appendix stanza 3 and 5). Unlike Anghelaki-Rooke in “The
Suitors’ discussed above, she does not close the door to him, quite the opposite: “His arms
would be her necklace/And her belt, the final fortune of their desire” (14-15). More
importantly, she never forgets him (24) and in doing so, guarantees Odysseus’ kleos, his royal
power and his successful nostos.*®

Clearly Stevens’ Penelope does not wish to emancipate herself altogether despite her
exercise in autonomy. What is more, her production remains in the sphere of the mind leaving
out the female body which, as we shall see, is crucial to the image of the female artist as
Anghelaki-Rooke wanted it. And she has no voice — the sotto voce and Penelope’s compliance

in Stevens’ poem are points that Anghelaki-Rooke addresses using the form of the dramatic



monologue in her signature poem, ‘Penelope Says’. The voice, however, has none of the anger,
frustration, or irony that we find in other reworkings of the myth by women.?°

We can identify the usual motifs here: Penelope’s weaving, and the absence of
Odysseus. It is clear however that in the hands of Anghelaki-Rooke they become means of
exploring female creative and artistic consciousness.?! For example, the poem rejects
traditionally accepted activities of women from the outset (needlework, etc.); the double
negation with which the poem begins leaves no doubt that it is writing that this specific
Penelope is engaged with. What is more, the weaving and un-weaving, typical again of
Penelope’s trickery, has now become the artist’s struggle with words, the writing, erasing, and
rewriting at the heart of literature. In the same vein, Odysseus’ absence which caused the
complications that led to Penelope’s weaving in the epic, is given a radical treatment: it allows
the foregrounding of the female body suffering from the deprivation of a beloved presence,
which in turn makes the speaker aware of the complementarity of the physical and the

intellectual in the process of artistic creation:

tears and the natural suffering
of the deprived body
appear on the page (8-10)

This absence, however, just as in the case of Stevens, is what opens up the very space in which
the female speaker is able to reflect and develop as an artist. The epigraph Anghelaki-Rooke
chooses to forward her poem with, the last two lines from Daniel Weissbort’s poem ‘Have
Faith,” underline the instrumental role of absence, reminding us of a similar treatment of

deprivation in the poem by Stevens:

Have faith. There have been signs enough.
But faith is an alien thing to me.
Remember, though, that love was too.

I have begun to read the signs

and your absence teaches me

what art could not.??

One learns to have faith just as one learns to love, and absence, according to Weisssbort’s

poem, triggers a process of learning how to have faith. In the context of Anghelaki-Rooke’s



poem, | claim that absence teaches the female voice in the poem how to get to know and have
faith in herself. “She has composed so long a self,” wrote Stevens. This process of self-

discovery is as painful as it is rewarding and fulfilling:

It is a hard and thankless job.

My only reward is that | understand
in the end what human presence is
what absence is

or how the self functions

in such desolation, in so much time (41-46)

But how is this process of self-discovery staged and explored in the poem?
It is clear from the outset that the speaker sets herself apart and against the old status
quo that wants women to be silent and passive observers of life. The character of Penelope that

Anghelaki-Rooke develops is outspoken, active, and unambiguous in her wishes and actions:

and | will cut
with words
the threads that bind me (29-31)

This is a masterly metaphorical use of the weaving imagery, which recalls again Bagryana’s
poem. Bagryana’s powerful lines explore, as | wrote at the beginning, the complex tangle of
threads that bind the female subject restricting freedom but also rendering it a puppet in the
power relations that define patriarchy. Cutting the threads is therefore an act of freedom, of
emancipation, but it also turns this modern Penelope into a different mythical figure altogether,
giving her the features of an Atropos. Atropos was one of the three Fates, and it was she who
ended life by cutting the threads that bound people to it. Cutting the threads of tradition,
therefore, could be a fateful act because it puts the very survival of the modern woman artist in
danger, as she can no longer draw from the rich (but patriarchal) well of tradition. An
alternative tradition of women’s writing, on the other hand, has not taken shape yet.?® As we
shall see with ‘“The Other Penelope’, the violence and risks such a decision entails do not go
unacknowledged.

The poet is using words to cut herself off the ties that bind her to her husband but also

the tradition that binds women within a male worldview. Words are a powerful tool for freedom



but one that is not earned easily. Indeed, as we read in the first section of the poem, their weight
is a struggle to manage. This is not a simple reassertion of the traditional idea of expressive
difficulty and the challenges of mastering language. For a female author, we should add an
additional dimension explored at length in feminist criticism: that words have already been
used so extensively in male-dominated discourse that they have become heavy with acquired
meanings of a patriarchally defined tradition (Ostriker 1982: 68-90). A woman artist has to go
back to the original word, purified of all the cultural admixtures it has acquired in its successive
appropriations and uses — a wish that has been dynamically expressed by Bagryana when she
speaks of “the most primitive discoveries” (2.25).

‘Penelope Says’ engages indeed with such a process of purification by foregrounding
female initiative and action in denying two things which have traditionally framed women’s
lives: domesticity and attachment to a husband. Indeed, words and phrases such as “I stifle/the
living cries” (12-13) “I will cut” (29) and, above all, “I passionately forget you” (37) emphasize

the conscious choice of this course of action:

Each day

| passionately forget you

that you may be washed of the sins
of fragrance and sweetness

and finally all clean

enter immortality. (36-41)

Unlike Stevens’ Penelope who never forgets Odysseus, or Bagryana’s, who returns to the
family hearth, Anghelaki-Rooke’s heroine refuses to play the traditional role that secures the
fame of her husband.?* She also turns her back to the memory of the sensuality of her husband’s
presence symbolically captured in the imagery of lines such as these: “with new birds and white
sheets,” “the old ceiling dripping/under the weight of the rain.” She appears determined to live
without one of the most typical characteristics of Penelope’s relationship to Odysseus,
homophrosyne. The merging of personalities must be abandoned if the woman artist is to
discover her own individuality and voice. This ‘conscious uncoupling’ changes radically the
image of Odysseus in the poem. He is gradually divested of his physical substance and the
sensuality attached to it (“that you may be washed of the sins/of fragrance and sweetness”) and

becomes a symbol, comparable to the idea of him in the poem by Stevens.



Anghelaki-Rooke’s subversion of Odysseus is all the more admirable for imposing on
him what the hero himself rejected in the Homeric epic, immortality (40—41). His surprising
choice is discussed by Wilson in the introduction of her translation. She explains that “the hero
wants to maintain his dominant position in his household” and that “Odysseus’ choice to be
with Penelope is associated [...] with [...] an insistence that a man (it has to be a man) might
be able to claim or reclaim a permanent position at the head of his social ladder” (Wilson 2018:
60). It is about the preservation of patriarchy again and Anghelaki-Rooke creates a heroine
who refuses to bow to this tradition. Penelope stays with her writing and keeps Odysseus at
bay in the divine sphere. This is a masterstroke in the inversion of traditional motifs, because
instead of the female figure as a Muse and inspiration, Anghelaki-Rooke turns Odysseus into
such a symbol in the female journey of self-discovery.? As the poem clearly states, Odysseus
is no longer a particular man but becomes a symbol of nostalgia in everyone’s mind — a symbol
that sets off a creative journey, a spiritual adventure for the discovery of the self.

It would be misleading, however, to claim that this voyage of self-knowledge remains
in the sphere of the mind (another feature distinguishing this poem from Stevens). As
mentioned above, it is the inclusion of the physical aspect that makes this poetic exploration a
distinctively female one — after all, “writing the body” was a key aspect of écriture féminine.?®
The physical and the intellectual are bound together from the very beginning of the poem: just
as physical pain affects poetic expression, it is also defined and shaped by it as life and art
permeate each other. The female body, however, offers a lot more than a powerful source of or
direct contact with emotion and feelings. The ability to give birth (“the body keeps remaking
itself,” 49) and the cyclicity which is, by definition, a female physical experience sets the body
against the inexorable passing of time and death. The body regenerates itself through pain,
iliness and love, and is shaped by life and experience just as it becomes the means through
which this life and experience are transformed into art: “hoping that what it loses in touch/it
gains in essence.” (53-4).%7 In the case of Anghelaki-Rooke this is more than a mere literary
device since she spoke openly of the health problems that marked her from birth and which
have accompanied her throughout her life causing increasing disability. What is more, cyclicity
is associated with the open-endedness of writing, of a desire, in the case of female writers, to

resist closed meanings, the linear authority of patriarchal discourse.



The last poem Katerina Anghelaki-Rooke wrote using the figure of Penelope comes
twenty years later (1996) and bears the title “The Other Penelope’. What could have triggered
the return to the myth after all this time? Is it a kind of ‘Rereading the Odyssey in Middle Age’,
reassessing the symbolic weight of the myth in the light of new life experiences??® Does it
mark the completion of a poetic journey in relation to myth? Does the poet’s attitude towards
myth change? What is certainly the case is that ‘“The Other Penelope’ is the last poem in which
Anghelaki-Rooke makes explicit use of ancient Greek myth in her poetry, using it to explore
poetic creation and female identity in relation to it.?°

‘The Other Penelope’ is a complex poem because of its dense expression and original
imagery, but its abrupt ending, the slamming of the door, suggests that the moment has come
for closure. The fact that the poem belongs in a group entitled ‘Personifications of an Ending’
encourages this reading. But what kind of ending could this be? I believe that the poem stages
the end of myth as a space and as a tool of self-discovery; it dramatizes the limitations of the
language®® of myth and the tradition that it embodies in the articulation of a new female identity
as well as revealing the lure of this tradition and how deeply ingrained it is in the woman poet’s
consciousness. Through its imagery (the painting on the wall, 15-20), the poem also presents
both the difficulty of ridding oneself from the old order which is deeply ingrained in the
definition of the self and the realisation of the challenges and restrictions of representation
precisely when one wishes to leave the traditional route. And I think that the music imagery in
the second part of the poem (33-40) implies just that, how vulnerable one is to the music of
convention.

Penelope is no longer restricted in the closed space of a room, as was the case with “The
Suitors,” although her roaming among the olive trees with dishevelled hair (no doubt an image
that has its roots in actual experiences on the island of Aegina where Katerina Anghelaki-
Rooke spent her summers in the family home) is comparable to the activist that appears in that
poem. Does her freedom from the enclosure of her room reflect her liberation as a woman and
an artist? What could the “other” in the title possibly mean?

Freedom from the old patriarchal order requires a process of ‘othering’ of the self
through new associations. But how does one become ‘other’ if the traditional referents are no
longer there? Knowing oneself, as Plato vividly explained in Alcibiades, can only happen in a
community and in communion with friends — we look at the friend’s eyes and we see our soul
(the love and like-mindedness that we saw in Stevens poem).3! We are constantly in a web of
relationships, and ‘weaving’ who we are cannot take place in a vacuum. The power of such

bonds is at its strongest in love. What is left of the self, then, when these bonds are severed?



Whereas in ‘Penelope Says’ emphasis is put on the body’s uplifting power, ‘The Other
Penelope’ turns to the effects of this violent separation. It explores, therefore, the consequences
of the previous poem’s determination to cut the threads and forget Odysseus with passion.
The poem shows this through references to visual representation and, in turn, music.
Although Odysseus is no longer there, he has become an idea, relegated as in the case of
Stevens in the periphery of the poem. His image, painted by herself, reminds Penelope of the

powerful bonds (love, domesticity) that she strives to cut.

There in the island’s palace —

with the fake horizons

of a saccharine love

and only the bird in the window
comprehending the infinite —

she had painted with nature’s colours

the portrait of love.

Seated, one leg crossed over the other,
holding a cup of coffee

up early, a little grumpy, smiling a little
he emerges warm from the down of sleep.
His shadow on the wall:

trace of a piece of furniture just taken away
blood of an ancient murder

a lone performance of Karaghiozi

on the screen, pain always behind him.
Love and pain indivisible [...] (10-26)

Love’s ekphrasis recalls portraits of winged males by the well-known painter Yannis
Tsarouchis [see plate] and it is so ingrained in her identity that removing it is an act of violence
that cannot leave the self unscathed. The reference to the ancient murder — perhaps that of
Agamemnon by Clytemnestra; or of the suitors by Odysseus — reminds the reader that radical
acts are never without consequences, and even when they aim at liberating the subject, they
always leave a mark (a shadow on the wall, a stain). The choice of Karaghiozi, the indomitable

trickster-hero, underlines Anghelaki-Rooke’s determination and the subversiveness of her



stance but also reminds us that the performance of the self requires an audience to become
effective.

Yannis Tsarouchis, To Teleion (1967), available via
https://www.artbasel.com/catalog/artwork/67498/Y annis-Tsarouchis-To-Teleion (accessed
30 September 2021)

Then in a typographically separated new section, we have a reference to music whose
sounds seem to lure this Penelope back to the comforts and conventions she struggles to
distance herself from (see Appendix, 33-47). Phrases such as “saccharine love” or “fake
horizons” in the extract above, and here words such as “resignation”, “fear”, “evocative”
underline the critical awareness of the dangers of a tradition which still holds a strong emotional
appeal on the female subject for the supposed security and quietude it offers. And both with
the ecphrasis and with the successive negations of the end of the poem quoted above, the
powerful hold of what must be rejected is explored as in a paradox. The image of Eros is


https://www.artbasel.com/catalog/artwork/67498/Yannis-Tsarouchis-To-Teleion

removed but its description ironically represents again what is no longer there; the music is
rejected but the successive negations only imprint on the page what is supposed to be left out.
In “The Other Penelope’ these lines also describe what must be left behind if the poetic
consciousness is to develop independently and the wound that this process causes. The
language of love becomes traumatising in its effort to exist without its referent. The decisive
action to slam the door is as much a sign of determination as it is of fear that one may not be
able to resist. But it is a necessary step that must be taken if the self is to become independent
and self-sufficient. Katerina Anghelaki-Rooke gives a nod here to Emily Dickinson and her
poem ‘The Soul Selects Her Own Society’ (1890)3? where the shutting of the door marks the

female subject’s resolve to become free of convention and to favour introspection:

The Soul selects her own Society —

Then - shuts the Door —

To her divine Majority —

Present no more — (Dickinson 1970: 143)

Cutting the threads, therefore, implies cutting the ties with the mythical representation
of love relationships and engaging with a language that, through new referents, will create new
myths, and will give a new agency to women. Penelope has developed quite differently from
her epic counterpart: she is more dynamic, her body and her sexuality are no longer
indeterminate or ambiguous — above all, this Penelope breaks homophrosyne and forgets
Odysseus, challenging in this way the cornerstones of the ‘oikos’ that hold up the traditional
patriarchal values. This creates a wound that is emphasized in Anghelaki-Rooke’s poetry
hereafter because in subsequent poems she often returns to the theme of violence in the severing
of the bonds of love, the wounds and pain that this entails. Unlike the poem of Stevens,
Anghelaki-Rooke’s feminist poetics is radical as becomes clear also in a later essay, where she
clearly speaks of the need of “the *enemy,’ the ‘opposition,” even the wound, i.e. something
that gives birth to vision. Indeed, there must be an adversary element in the life of a poet [...]
a punch in the stomach, something more or less violent [...]” (Anghelaki-Rooke 2000: 29-30).
But the vision that will come out of this is certainly worthwhile according to Anghelaki-

Rooke’s own admission in “Sex Roles in Modern Greek Poetry:”

Female poets have learned poetry from men and not from women; it is only the younger

generation which tries to shake off the burden of the role that they have always been



playing for men. It is a long and difficult process which will be greatly aided by the
exploration of a feminine poetic language. Considerable different experiences will then
be expressed and new ones concerning matters as basic as life, death, and time. And it
is through this language again that a new woman will emerge, a complete being,
containing and contained, acting and acted upon and a not a half entity where one half
is desperately looking for its other half which is always situated somewhere outside
herself (Anghelaki-Rooke 1983: 146).

To conclude: the use of the figure of Penelope helps Katerina Anghelaki-Rooke explore female
artistic consciousness and put forward a female-centred poetic that distinguishes itself from
traditional perceptions of women. Her stance is indebted to Bagryana’s dynamic assertiveness
and to the poetics of absence as explored in Wallace Stevens’ seminal poem but becomes fully
developed thanks to the principles of feminism and her careful reading and ingenious
subversion of the Homeric text. Using myth, however, also helps her realize the limitations of
Ancient Greek myth in the development of a female consciousness. Writing within the mythical
tradition preserves the shadow of this very tradition despite the author’s ambition to challenge
it from within. In “The Other Penelope,’ this limitation is expressed through references to
painting and music, but the poem also acknowledges how traumatic and violent the experience
of severing oneself from this tradition can be. The violent imagery that dominates the poem
underlines the strength of this bond but also the poet’s determination to “slam” the door and

explore alternative referents in the fashioning of a new female self, a new language and a new

mythology.

1 A version of this paper was presented at the lecture series “Women in Balkan Literature and Culture:
Subversive Readings and Identity Challenges” organized by the universities of Ghent and Manchester.
I would like to thank the organisers Dr Miglena Dikova-Milanova and Dr Adelina Angusheva-Tihanov
for their invitation. 1 would like to thank the reviewers and David Ricks for their constructive
observations.

2 See Barbara Clayton. A Penelopean Poetics. Reweaving the Feminine in Homer’s Odyssey (Oxford:
Lexington, 2004). Clayton’s overview in chapter 4 discusses some early cases such as Stephen Phillips’
‘Penelope to Ulysses” (1915) and Roselle Montgomery’s ‘Ulysses Returns’ where one can see an
emerging female consciousness in Penelope’s character and the promotion of her creative imagination.
Better known examples before Bagryana are: H. D.’s ‘At Ithaca’ (1924) and Dorothy Parker’s
‘Penelope’ (1928). Bagryana’s stance is much stronger and clearer and anticipates later developments
of the theme in the seventies and eighties.

% Unlike what is widely claimed, for example, Penelope was not weaving in isolation. Her loom was set
in the halls of the palace. See, for example, Homer, Od. 11.94: otyaduevny uéyav iorov évi ueydpoiory
dparve (“She fixed a mighty loom inside the palace hall’, trans. Emily Wilson). Indeed, Seth L. Schein
alerts us against confusing the image of Penelope as appropriated by later authors and thinkers and her
image in Homer: “it would be simplistic to adopt the standard, patriarchal reading of Penelope and of
the roles of women and other females in the Odyssey generally without recognizing how the poem



partly undoes this reading.” See “Female Representation and Interpreting the Odyssey,” in The Distaff
Side. Representing the Female in Homer’s Odyssey, ed. Beth Cohen (Oxford: Oxford University Press,
1995), 17-27.

4 See Katerina Anghelaki-Rooke, The Scattered Papers of Penelope, trans. Karen Van Dyck (London:
Anvil, 2008).

> She speaks of “the male totalitarianism of Greek society” reflected in the poetry of the women she
reviews and anthologises. See “Sex Roles in Modern Greek Poetry,” Journal of Modern Greek Studies
1, no. 1 (May 1983): 141-155 (146).

¢ Anghelaki-Rooke was an acclaimed translator of Pushkin and Akhmatova.

" Not using myth or other allusions to the classical past was, according to Karen Van Dyck, a form of
resistance in the seventies, not only to the traditional trends and themes of the male-dominated modern
Greek canon but also, especially so from 1967 onwards, a resistance to the abuse of the classical
tradition by the regime of the Colonels. This, however, is only partially true, because many women
poets do actually make extremely creative use of myth for the same purpose. For Van Dyck’s argument
see “Bruised Necks and Crumpled Petticoats: What’s Left of Myth in Contemporary Greek Women’s
Poetry,” in Ancient Greek Myth in Modern Greek Poetry, ed. Peter Mackridge, 121-130 (London: Frank
Cass, 1996).

8 For an overview see Angela Kastrinaki, “H IInveAdmn otov 20° auddva,” in H Aoyotgyvia, uio
oxavtalid, pio owopoyn elevbepiog (Athens: Polis, 2003), 191-215. This is a brief overview of modern
Greek poems focusing on the figure of Penelope.

® Anghelaki-Rooke knew Russian very well and this may have given her access to Bulgarian poetry.
What is more, Aris Diktaios had published an anthology of Bulgarian poetry in translation including
Bagryana: AvBolioyia Boviyopikng [oinons (AbMva: Amdmvn, 1971). Finally, Rita Boumi-Papa (1906-
1984) published a selection of Bagryana’s poetry in translation: Elicoféro. Mrayxpiava, Iojuazo.
(AOMva: T'pnyopng, 1973).

10 See Bagryana 1993.

11 Anghelaki-Rooke discusses John Berger’s book Ways of Seeing (London: Harmondsworth, 1977) at
the beginning of “Sex Roles in Modern Greek Poetry” with regards to the objectification of women in
the visual arts.

12 Anghelaki-Rooke herself comments on this idea in relation to another Greek poet, Maria Kyrtzaki
and the use of Ariadne’s thread as a tool to explore female consciousness. See “Notes on Modern Greek
poetry,” Gramma 8, (2000): 29. https://doi.org/10.26262/gramma.v8i0.7295 (retrieved 23. 9. 2021)

18 0d. XI11.359-60: avrop émei p’ ebéavro kai Eopacav xai Edepov,lunpoic v écérouov (‘They prayed,
then killed them, skinned them, and cut off /the thighs,” tr. Wilson)

1%.0d. XXIV.3: 7jj ©° qvdpdv Suuata Oéiyer (‘with which he casts a spell to close men’s eyes,” tr.
Wilson).

15 My reading is informed by Lauren Rusk’s insightful analysis in her paper “Penelope’s Creative
Desiring: “The World as Meditation’,” The Wallace Stevens Journal 9, no 1 (Spring 1985): 15-25.

16 See Od. IV.735-37: dAié 116 Stpnpddg Aoliov kaléoete yépovra, [...]/kar pot kijmov &yer molvdévdpeov
(‘Now call old Dolius, my gardener,/the slave who cares for all my trees.” tr. Wilson).

17 This is a motif that will dominate again later feminist revisions of the myth, not least Carol Ann
Duffy’s version of Penelope in The World’s Wife (London: Picador, 1999): 70-71.

8 Homer Od. V1.180-4: “for nothing could be better than when two/live in one house, their minds in
harmony’ (trans. Wilson).

19 This is extensively discussed in all modern scholarship on the figure of Penelope. See indicatively
Barbara Dell’ Abate-Celebi, Penelope’s Daughters (Nebraska: Zea Books, 2016): 84-94.

20 penelope poems by Hilda Doolittle, Bagryana or Dorothy Parker have such tones.

21 Victoria Reuter offers a detailed reading of this poem in the light of gender theory and especially
Butler’s theory of the subject. See her unpublished thesis “Penelope Differently. Feminist Re-visions
of Myth” (PhD diss., University of Oxford, 2014): 185-193.

22 See: http://poetrymagazines.org.uk/magazine/recordc942.html?id=2340 (Accessed 30 September
2021).

23 Feminists regret this lack of alternative sources that keep them trapped to the language of patriarchy.
24 Reuter is right in emphasizing this in her discussion. See “Penelope Differently,” 191.



https://doi.org/10.26262/gramma.v8i0.7295
http://poetrymagazines.org.uk/magazine/recordc942.html?id=2340

% Anghelaki-Rooke discusses this passive role of women in the work of male artists in “Sex Roles”.
See p. 141 for example.

% See indicatively Ann Rosalind Jones, “Writing the Body: Towards an Understanding of L’ Ecriture
Féminine,” Feminist Studies 7, no. 2 (1981).

27 For a detailed discussion of the centrality of the body in Anghelaki-Rooke’s poetry see Reuter,
“Penelope Differently,” 165-180 and S. Bohandy, “Defining the Self through the Body in Four Poems
by Katerina Anghelaki-Rooke and Sylvia Plath,” Journal of Modern Greek Studies 12, no. 1 (1994).

28 The title is of a poem by Linda Pastan in Carnival Evening. New and Selected Poems 1968-1998,
(New York: Norton, 1998), 202.

2 Indeed, after “The Other Penelope’ Anghelaki-Rooke will not return to ancient Greek mythology
again, preferring to focus on her own ‘mythology’ of female figures: Lypiu, Magdalen etc.

30 Although her interpretation of the poem differs from the one proposed here, Reuter reaches a similar
conclusion regarding the centrality of the language of poetry in Anghelaki-Rooke’s feminist poetics.
31 Plato, Alcibiades, 133b.

32 1 would like to thank here David Ricks for bringing this poem to my attention.
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APPENDIX OF POEMS DISCUSSED

Wallace Stevens, ‘The World as Meditation’ (1952)

In The Collected Poems Of Wallace Stevens, 520-521. New York: 1954,
https://ezp.lib.cam.ac.uk/login?url=https://www.proquest.com/books/world-as-
meditation/docview/2141229921/se-2?accountid=9851

J’ai passé trop de temps a travailler mon violon, a voyager. Mais I’exercice essentiel du
compositeur — la méditation — rien ne I’a jamais suspendu en moi... Je vis un réve permanent,

qui ne s’arréte ni nuit ni jour. — Georges Enesco

Is it Ulysses that approaches from the east,
The interminable adventurer? The trees are mended.

That winter is washed away. Someone is moving

On the horizon and lifting himself up above it.
A form of fire approaches the cretonnes of Penelope, 5

Whose mere savage presence awakens the world in which she dwells.

She has composed, so long, a self with which to welcome him,
Companion to his self for her, which she imagined,

Two in a deep-founded sheltering, friend and dear friend.

The trees had been mended, as an essential exercise 10
In an inhuman meditation, larger than her own.

No winds like dogs watched over her at night.

She wanted nothing he could not bring her by coming alone.
She wanted no fetchings. His arms would be her necklace
And her belt, the final fortune of their desire. 15

But was it Ulysses? Or was it only the warmth of the sun
On her pillow? The thought kept beating in her like her heart.
The two kept beating together. It was only day.


https://ezp.lib.cam.ac.uk/login?url=https://www.proquest.com/books/world-as-meditation/docview/2141229921/se-2?accountid=9851
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It was Ulysses and it was not. Yet they had met,
Friend and dear friend and a planet’s encouragement. 20

The barbarous strength within her would never fail.

She would talk a little to herself as she combed her hair,
Repeating his name with its patient syllables,
Never forgetting him that kept coming constantly so near.

Katerina Anghelaki-Rooke
In The Scattered Papers of Penelope, ed. Karen VVan Dyck. London: Anvil, 2008.
https://academiccommons.columbia.edu/doi/10.7916/D8K936RW

‘Penelope Says’ (1977)

And your absence teaches me
What art could not

Daniel Weissbort

I wasn’t weaving, | wasn’t knitting

I was writing something

erasing and being erased

under the weight of the word

because perfect expression is blocked 5
when the inside is pressured by pain.

And while absence is the theme of my life

— absence from life —

tears and the natural suffering

of the deprived body 10

appear on the page.

| erase, | tear up, I stifle
the living cries

‘Where are you, come, I’m waiting for you


https://academiccommons.columbia.edu/doi/10.7916/D8K936RW

this spring is not like other springs’
and | begin again in the morning
with new birds and white sheets
drying in the sun.

You will never be here

to water the flowers

the old ceiling dripping

under the weight of the rain

with my personality

dissolving into yours

quietly, autumn-like...

Your choice heart

— choice because | have chosen it —
will always be elsewhere

and I will cut

with words

the threads that bind me

to the particular man

I long for

until Odysseus becomes the symbol of Nostalgia

sailing the seas of every mind.
Each day

| passionately forget you

that you may be washed of the sins
of fragrance and sweetness

and finally all clean

enter immortality.

It is a hard and thankless job.

My only reward is that | understand
in the end what human presence is
what absence is

or how the self functions

in such desolation, in so much time

how nothing can stop tomorrow

15
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the body keeps remaking itself

rising and falling on the bed 50
as if axed down

sometimes sick, sometimes in love

hoping that what it loses in touch

it gains in essence.

Translated by Karen Van Dyck

“The Suitors’ (1977)

From the window

the garden seems to belong

elsewhere

and the house to travel

on a leaf. 5
Through the window grille

the suitors of my silence

are cut into slices;

they meet and organize my life

as if it were a party 10
and the smell of cooking

from all those years of waiting

reaches me upstairs.

The suitors fly around me

dazzled by the light 15
of my blinging loneliness;

when I look at them from above

it is because 1 am in a room

filled with Odysseus.

I won’t talk again 20
about his sublime voice

his slight originality

that from the beginning made him eternal



but about a change

a shining thread

inside me.

I reach the essence of myself

by waiting.

How can | describe the kernel

when it is no longer surrounded by anything
when it is naked, but not scared

when it shakes, but doesn’t flail

when it imposes on me the steadfastness
of time?

A seriousness begins with me

and takes over all of nature.

If this continues

even death will have value.

I hear the shouting downstairs,

I too once had

mud in my hair

lemon blossoms behind my ears
and would cry passionately
‘Free yourself of your bonds!’
but the bonds go deep:

a way of being

where the self plays itself.

Now there’s only one window;
behind it my little private shadow
my natural world.

Shut up in the house

as if in time

I look at the tree

as if it were God:

outside of time.

I understand something
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about my presence

here

with you and separate from you;
my flesh waits for you

but my mind saw you coming

long ago

and has already accompanied you to the door.

Faces only exist
inside us
their eyes rowing

in our body fluids.

Translated by Karen Van Dyck

“The Other Penelope’ (1996)

Penelope emerges from the olive trees
her hair more or less tidy

her dress from the neighbourhood market
navy blue with white flowers.

She tells us it wasn’t obsession

with the idea of ‘Odysseus’

that pressed her to let the suitors

wait for years in the forecourts

of her body’s secret habits.

There in the island’s palace —

with the fake horizons

of a saccharine love

and only the bird in the window
comprehending the infinite —

she had painted with nature’s colours
the portrait of love.

Seated, one leg crossed over the other,

holding up a cup of coffee

60

65
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up early, a little grumpy, smiling a little

he emerges warm from the down of sleep.
His shadow on the wall:

trace of a piece of furniture just taken away
blood of an ancient murder

a lone performance of Karaghiozi

on the screen, pain always behind him.
Love and pain indivisible

like the pail and the child

on the sandy beach

the ah! and a crystal glass that slipped from one’s hand
the green fly and the slaughtered animal

the soil and the shovel

the naked body and the single sheet in July.
And Penelope who now hears

the evocative music of fear

the cymbals of resignation

the sweet song of a quiet day

without sudden changes of weather and tone
the complex chords

of an infinite gratitude

for what did not happen, was not said, cannot be uttered
now signals no, no, no more loving

no more words and whispers

caresses and bites

small cries in the darkness

scent of flesh that burns in the light.

Pain was the most exquisite suitor

and she slammed the door on him.

Translated by Edmund and Mary Keeley
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ags85@cam.ac.uk YJIK: 821.14'06.09-1 Anremnaku-Pyk K.
Yuuep3utet y KemOpunry OpurvHaJIHM HAy4YHH YJIaHaK
®dakynTeT 3a MOJECPHE U

CPEIHOBEKOBHE J€3UKE

wlIpecehn nutu peyuma“: Ilenesona y noesuju Karepune Anrenaku-

Pyk

Karepuna Anrenaku-Pyx (1939-2020) mpumana HajBaKHUjUM ITOSTCKUM TJlacoBHMa I 'puke.
Omna je Omta 1 Ie-CHA IMHTBUCTKHHA U MpeBoANTEIbKa. CTBapaia je mpeKo TPH JACTICHH] ¢ U FheHa Jeia
ce unTajy mupoM ['puke. /lobuna je MHOra 3BaHMYHA NpHU3HAKA, YKIbYUyjyhn ['puky HanmoHaiHy
Harpady 3a moesujy 1985. romube u Harpany 3a moesujy kojy goaesmyje I'puka akagemmja, 2000.
roauHe. Y CpeiuIuTy BEeHe I0e3Hnje Cy TeJI0, MUT M IIPHPOA, alli Ha/IaCBE je3UK U BeroBa CIoCOOHOCT
na npeHece ocehama u uckyctBa. OBaj TekcT ce 6aBu noetnkoM Karepune Anrenaku Pyk y3 ocBpT Ha
WBeHy peBu3Hjy Juka [lenenone y Tpu BaxkHe necme. OpUruHanaH HAYMH HA KOjU j€ KOPHCTHIIA OBaj
MUT y CBOJUM JIelIMMa TOKa3yje HEHO IMO3HaBame (PEeMUHHCTHYKOr JUCKYpca, a HApOYHTO Jeia
Anpujen Pua u Enen Cukcy. [loBpx cBera, oTKprBa HaMm Jla c€ OHA Na)KJbMBO NocBehuBaia nucamy U
yntamy. Pa3zmarpahemo cinmunoctu ca ,lleHenomom 20. Beka“ (1934) JenucaBere barpujane u
AyTOPKUH JIMjaJIoT ca TeHujarHoM recmoM Bonaca CtuseHca, ,,Ceetr kao Memutanuja“ (1952). Tekcr
ce Takohe OaBM MIMPHM MUTamEeM KOpHIIhema CTaporpukuX MHUTOBA Y (PEMUHHCTUYKHM JIElTMa
NECHUKHIbA Y ' pUKoj.

Kibyune peum: [lenemoma, MHT, moe3Mja, >KEHCKa KIHIDKEBHOCT, (DEeMHHM3aM, MOJEpHa TpuKa
KEbHKEBHOCT
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Towards an Ethical Canon of Postwar Romanian Literature: Monica

Lovinescu on Women Writers?

This paper looks into Romanian critic Monica Lovinescu’s writings in order to identify the
criteria she employs for the analysis of Romanian women writers after World War 1. Covering mostly
fiction and memorialistic literature, Monica Lovinescu played an important role in launching the careers
of contemporary women writers, while also revisiting forgotten or marginal texts authored by members
of older generations. Her value system brings together aesthetic and ethical frameworks that take into
account the larger socio-political context which the writers relate to. Even though the critic’s way of
reading is not an explicitly feminist one, her analyses and hermeneutical technique still consider the
writer’s gender, especially as she thinks that Romanian women writers were often marginalized by male
scholars who dominated the literary field during and after communism.

Keywords: Monica Lovinescu, literary criticism, women writers, ethics, literary value

Portrait of the Critic as an Exile

For many Romanians who were secretly listening to Radio Free Europe’s broadcasts
during the 1970s and 1980s, Monica Lovinescu (1923-2008) was just a voice and a name, with
no recognizable face. The name was familiar from the school textbooks that were in use after
the political and cultural liberalization at the beginning of the ‘60s (the so-called Thaw), or
from personal libraries — those in which forbidden books had survived, before their gradual and
partial reintegration into the public circuit. The literary critic and historian Eugen (E.)
Lovinescu (1881-1943), Monica’s father, was one of the most prominent creators of the
modernist literary canon during the interwar period and also the most active promoter of
Romanian culture’s synchronization with Western culture.

Monica Lovinescu’s voice was familiar to Romanian audiences from her weekly radio
broadcasts “Theses and Antitheses in Paris” (Teze si antiteze la Paris, since 1962) and
“Romanian Cultural News” (Actualitatea culturala romaneasca, since 1967). A bit hoarse, it
was the voice of a heavy smoker, penetrating and firm yet pleasant, with a charming French
accent.? Monica Lovinescu’s public image was rather stereotypically masculine, from her

habitual outfit (she used to wear blue jeans and shirts) to her legendary courageous attitude,
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tough and uncompromising, first and foremost towards herself. The almost mythical dimension
of her image in the eyes of most Romanian writers and radio audiences who had not met her in
person are alluded to in a humorous tone in a diary entry (dated 7 October 1985), where she
recalled how the group of dissidents at the Dialog (Dialogue) magazine in lasi had pictured
her. They imagined she must be “big and imposing” (mare si impunatoare) and were curious
about her clothing decisions, *“guessing about some formal tailleur” (banuind cine stie ce
tailleur sever). When told that she preferred blue jeans, “they burst out with joy and kept on
talking only about it” (i-a apucat bucuria pe toti, de nu mai vorbeau decat de asta (Lovinescu
2010a: 166).°

Yet despite this image, women occupied a special place in her writing and her life,
starting with her mother whom she had to leave behind in 1947, the year she settled in France.
Ecaterina Balacioiu Lovinescu was arrested and imprisoned at 71, and died in prison due to
lack of medical care — a tragedy that would haunt her daughter all her life. Then there were
numerous feminine presences in Lovinescu’s diaries, memoirs, and radio pieces about books
which she later gathered and published in the series Unde scurte (Short Waves).* The readers
encounter a variety of such feminine types in her writings: the activist/dissident, the artist, the
intellectual, the journalist (trained as a theater director, she gave up this passion in favor of a
journalistic career).®> Many of these women she actually met in Paris over the years, as exiles
or visitors. Others she would meet only after 1989, during her visits to Romania.

The echoes of these personalities are followed on different levels: political, ethical,
social, cultural. Monica Lovinescu designed for her own use a personal pantheon of courage,
whose legendary figures were Nadezhda Mandelstam, Anna Akhmatova, and Lidia
Ciukovskaia. If the presence of the first two writers could be easily anticipated, and Monica
Lovinescu did not feel the need for additional explanations, about Lidia Ciukovskaia she wrote
some poignant, moving pages that introduced to Romanian readers a less known figure,
endowed with an exemplary moral consciousness. The Romanian critic pictures her in several
scenes: when repeating Akhmatova’s poems in order to learn them by heart and thus preserve
them in a “critical edition of oral memory” (editie critica a amintirii orale, Lovinescu 2010b:
484), which Monica Lovinescu would compare to the poems memorized by the inmates of
Romania’s political prisons;® or when Ciukovskaia was the only one to protest against
Solzhenitsyn’s exclusion from the Soviet Writers’ Union. This is typical for the way in which
Monica Lovinescu usually envisions the mission of contemporary writers, whom she always
validates from two perspectives, talent and conscience. To her, such models as Ciukovskaia’s

set a high standard for any gesture in the literary field, especially under a totalitarian regime, a



standard that Romanian writers would be measured up against. This also explains why the
impressions left by someone’s literary work and communicated in a radio chronicle have to be
confirmed by that writer’s civic and ethical actions.

There are clearly important differences in tone (not in attitude, though) among the
genres that Monica Lovinescu practices in her writing. Her diary which encompasses, in the
published form,” two decades reflects the same themes, doubts, reactions as the literary critical
pieces she read into the microphone, but in a transparent manner. Her memoirs, La apa
Vavilonului (By the Waters of Babylon) are written more freely, without constraints, letting the
affective logic insert longer or shorter parentheses, thus conflicting with the temporal order to
achieve coherence at the level of ethical significance. The chronicles carefully and elaborately
approach their subjects (be it a book, a public gesture or action, a cultural event, etc.), in their
inner structure and the socio-political implications alike, the latter pertaining to the immediate
context or being explained by historical circumstances. Usually, her discourse would avoid
feminine adjectives and first-person singular pronouns in criticism but would make use of them
in her diaries or memoirs. A more personal, subjective tone would come up in her literary
criticism only after 1990. In the Short Waves pieces, the first person plural, frequently
employed, refers to a topos of the scholarly discourse of the interwar period, when she grew up
and completed her studies; it could also signal an attempt to build up a sense of solidarity with
the listeners, with whom she maintains the feeling of a permanent dialogue and a liberating
complicity; but it can also be viewed as an expression of the consonance in attitude and east-
ethic vision (a term she coined to emphasize the solidarity of the aesthetic and ethical
principles) of the couple she formed with Virgil lerunca.®

Beyond the differences in stylistic register, one can notice a permanent transfer among
these texts that belong to various genres. Phrases from chronicles can often be found in her
diaries (the impact of which is exerted here before they are developed and polished in the
spoken text). A lot of contextual information, meant to explain the selection of topics as well
as a reaction towards one writer or another, are to be found in the diaries, where Lovinescu
puts down details of visits and discussions with writers who had just arrived from Romania,
plans she and lerunca were making with members of the Parisian diaspora (protest meetings,
various campaigns for the benefit of dissidents), or details of the often intricate negotiations
she had to conduct with the management of Radio Free Europe based in Munich. For a general
panorama of the time (Cold War and its effects at the cultural level) and of the milieu in which
her critical action had taken effect for more than four decades, in Romania and in the Parisian

exile, the memoirs are a valuable guide.® The same themes can be identified in everything she



wrote: first, the emphasis on the similarity between left-wing and right-wing totalitarianism.
Lovinescu bitterly notices the resistance with which the first of them was acknowledged in
Western political and intellectual circles, especially in France. The theoretical ground for her
analysis in this respect could be found in books by the philosophers Jeanne Hersch and Hannah
Arendt, both barely known to Romanian readers at that time, whom Lovinescu often mentions
in her critical pieces and diary entries. These references may be viewed as an attempt to revisit

and underline important feminine contributions to European knowledge and culture.

Reading Contemporary Women Writers against the Grain

Although the critical essays on Romanian women writers, living in Romania or in exile,
are not very numerous (for several reasons), they are important through what they reveal
concerning the critic’s view on the role of literature in general, and on works by women writers
in particular, in a totalitarian society. Monica Lovinescu was not engaged directly in feminist
theory and criticism; actually, she strongly disliked outstanding feminist scholars such as
Simone de Beauvoir and Julia Kristeva because of their commitment to leftist ideology.
Another reason might be the reactive quality of her criticism, always ready to get involved in
urgent issues with political relevance. And last but not least, women writers of the postwar
period until the fall of communism were more interesting as poets than novelists.

The choice of names and titles about which Lovinescu writes is made according to
complex criteria: the illustration of a theoretical or historical issue, the referencing of a literary
novelty whose lasting impact is foreshadowed, the sanctioning of a compromise, etc. As for
women writers’ literature, Monica Lovinescu remarks, in an extensive analysis from 1972
(which she first published in 1978, in an exile press from Madrid), that it was systematically
ignored because of the writers” marginal social position, among other reasons. Women writers
often remained outside the literary power game, as they were rarely in charge of a publishing
house, or a literary journal, or a writers’ association, etc.'® Some of Lovinescu’s chronicles
written after 1989 will mark the reconsidering of forgotten or unpublished writers active during
the communist period, such as Jeni Acterian or Alice Voinescu, and the recognition and
assessment of some recently published memorialists (Annie Bentoiu, Anita Nandris-Cudla, and
others). Other pieces are dedicated to writers in exile who were less familiar to Romanian
readers at home (loana Cantacuzino/Oana Orlea, Adriana Georgescu-Cosmovici). Still others
draw attention to Romanian authors who received less critical interest than their male

colleagues of the same generation (Gabriela Adamesteanu, Adriana Bittel). All these instances



prove Lovinescu’s trained critical taste, the accuracy and soundness of her judgments, which
would be later confirmed by the writers’ reception in the Romanian literary field. At the level
of axiological criteria, her interest in qualities such as complexity and authenticity (both of
writers and their works) is apparent.

In what follows | will analyze some of Lovinescu’s critical essays on women writers,
in parallel with her remarks from the diaries and memoirs, so as to identify the coordinates that
sustain her critical value system. At the same time, I will look into the role of gender differences
in ensuring a canonical status for a writer, in the larger perspective of a literary historiography
that deals with a period strongly affected by the communist ideology. It is precisely this
political context that makes it impossible, in Monica Lovinescu’s view, to maintain a purely
aesthetic system of validation, as it had prevailed in Romanian literary field before the Second
World War (largely due to her father’s critical action). Therefore, she called for the need to
supplement aesthetic criteria with ethical requirements that refer to a writer’s conduct when
faced with political/ideological constraints. The issue of an ethical version of the literary canon
(a canon defined solely from an aesthetic perspective by Romanian critics of the autonomist
tradition) would be later approached by the theorist Sorin Alexandrescu, who attempted to find
its sources in a less prominent literary trend of the interwar period.!* For Alexandrescu,
influenced by the deconstructive paradigm, the obsession with the aesthetic canon in Romanian
criticism and historiography was damaging because of its hierarchical and conservative
assumptions.

Among the writers living in Romania, those that drew Monica Lovinescu’s constant
interest were Gabriela Adamesteanu, Ana Blandiana, and Adriana Bittel, all three of them
members of a generation that had reached maturity at the time of the political thaw (after 1965,
the year Nicolae Ceausescu came to power). Ana Blandiana was the first to make her début in
the literary world as a poet, at an auspicious moment for the revival of a lyrical discourse in
the modernist vein, centered on the values of subjectivity and symbolism. The prose writers
Gabriela Adamesteanu and Adriana Bittel started their careers later, in 1975 and 1980,
respectively. This circumstance brought them closer to the ’80s generation in terms of literary
orientation, having been influenced by textualism and postmodernism. Monica Lovinescu
wrote enthusiastically about Gabriela Adamesteanu in 1984, a few months after the publication
of the novel which would bring her critical acclaim, Dimineata pierduta (Wasted Morning).
The chronicle starts by registering the critic’s surprise when reading Adamesteanu for the first
time, immediately followed by the affirmation of a critical verdict which text-based arguments

will later demonstrate. This verdict will be fully confirmed after 1989, when Adamesteanu



becomes one of the most translated and appreciated Romanian writers. Lovinescu discovers a
writer who is to be placed among “not only the greatest contemporary novelists, but also among
the best of our entire literature” (nu numai printre cei mai mari romancieri contemporani, dar
si printre cei mai buni din intreaga noastra literature; Lovinescu 2014: 371-372). In a diary
entry that records the meeting with the writer in Paris, on 13 November 1987, the praise goes
even further: Adamesteanu’s novel is considered the best in Romanian postwar literature,
alongside Marin Preda’s Morometii (The Moromete Family, Preda was the absolute celebrity
of the time). The writer as a person made an excellent impression on the lerunca-
Lovinescu couple: “We both liked her a lot. No surprise in that (after reading the book it’s hard
to feel different), but still a reason for joy” (Ne place la amandoi nespus. Nu e o surpriza [dupa
carte era greu sa fie altfel], e totusi o bucurie; Lovinescu 2010a: 227).

Coming back to the novel, the criteria for its appreciation are twofold: on the one hand,
it is considered a “truly modern novel” (roman cu adevarat modern) by its composition and

style; on the other hand,

despite the fact that it is in no way a political novel, the verisimilitude of all the details,
as well as the unmatchable freedom of the tone make it one of the most truthful novels
we had the chance to read (in ciuda faptului ca nu ¢ in nici un fel vorba de un roman
politic, veracitatea tuturor detaliilor, cat si libertatea inimitabila a tonului fac din el unul

din romanele cele mai adevarate din cate ne-a fost dat sa citim) (Lovinescu 2014: 373).

Here, “truthful” means authenticity of the characters and of the writer’s perception, honesty,
and lack of compromise with the ruling ideology. The unforgettable protagonist, Vica Delca,
embodies these qualities, as she is “at odds with grammar, but not with the truth,
adevarul; Lovinescu 2014: 376). Truly impressive is the critic’s ability to empathize with the
fictional world and to establish a sense of solidarity with her Romanian audience. The novel is
interpreted from a mobile perspective, in which “we, the readers of today” (noi, cititorii de
acum; Lovinescu 2014: 373), able to see what the characters ignore, are somehow part of the
narrative fabric.'? The only critic from Romania to whom she refers in this chronicle (actually,
in many others) is Nicolae Manolescu, the most important representative and defender of the
aesthetic/autonomist direction in the Romanian literary criticism of the *‘60s—80s period, and

with whom she generally agrees. Manolescu had read this narrative as a “women’s novel” (un



roman al femeilor) because of the gossipy environment where feminine conversations prevail.

Monica Lovinescu subtly corrects him and draws attention to other distinctive features:

Wasted Morning is probably a novel of decrepitude in the first place, the characters’
decrepitude, the time’s, its disintegration, its mouldiness (Dimineata pierduta e, poate,
in primul r&nd un roman al batrdnetii, batranetea personajelor, batranetea timpului,

destramarea, mucegdiala lui) (Lovinescu 2014: 373).

Even though the critic’s way of reading is not an explicitly feminist one, here as in other
essays, her value judgments and hermeneutics still take into account the writers’ gender,
especially as she thinks that women writers in Romania are more often than not marginalized
if not excluded by (male) literary critics and historians. Other important stake is the writers’
inclination towards a strong ethical attitude. For instance, Lovinescu reacted to the general
enthusiasm with which Romanian critics had greeted a historical and political novel such as
Marin Preda’s Delirium (Delirul). She based her argument on a moral ground, by quoting from
Nadezhda Mandelstam’s Memoirs and also referring to Solzhenitsyn as beacons to be followed
in such matters. 13

About the other prose writer who became known in the *‘80s, Adriana Bittel, Monica
Lovinescu wrote two chronicles, six years apart. The first was titled “Can one live in this
historical time?” (Se poate trdi in istorie?), and the writer’s work is set against that of Stefan
Agopian, an important male novelist of the ‘80s generation, generally associated with the
Balkan and aestheticist style in Romanian fiction. The structure of the argument is similar to
the case of Gabriela Adamesteanu’s novel: the chronicle begins in a (partial) agreement with
the remarks of an important Romanian critic, who was also the editor of a collective volume of
short stories, Landing 83 (Desant 83), viewed as the manifesto of a new literary generation,
affiliated to postmodernism — the 1980s generation. This critic did not write about Adriana
Bittel, who was not included in the collective volume; yet Lovinescu transfers his comments
to her work and places her “at the antipode of Stefan Agopian’s textual nonrealism” (la
antipodul irealismului textual al lui Stefan Agopian; Lovinescu 2014: 379) by her negative
reaction to the times. Commenting on Bittel’s radicalism, Monica Lovinescu anticipates the
novelist she would become, a promise that was fulfilled by the novel Fototeca (The Photo
Library). This novel will be published in 1989, and Lovinescu discusses it from the angle of
the French Nouveau Roman, the influence of which was perceptible in Romanian literature

starting from the 70s. Only that, with Adriana Bittel, the theme of vision (Fr. regard) acquires



ethical and political connotations of the “memory-vision” type (privire-memorie). The
feminine protagonist of the novel works at the photo library of a magazine, where she is in
charge of retouching the photos. Thus, she becomes part of the general process of “constant
fake” (falsul permanent), with the exception that this character’s struggle is to reinforce the
truth, so the critic writes, and then she leads the readers towards a general picture of totalitarian
society, where the fake rules “not only the economic field, the political one, the media” [nu
doar economicul, politicul, mass-media], but also lives of ordinary people (Lovinescu 2014:
382). Lovinescu expresses her strong belief in a critical judgment that is based on the reception
of a work rather than on textual structures, as it was customary at the time. From this vantage
point, she is convinced that the novel can stand a post-totalitarian reading very well. The Photo
Library’s second edition came out in 2015 and it enjoyed critical acclaim. The diary entries
from the spring of 1990, when Monica Lovinescu visited Romania for the first time in 43 years,
confirm the positive impression left by Bittel’s books. During a period when Lovinescu
declared her disappointment with the new pact signed by Romanian writers with the state
authority, Bittel kept her strong moral opinions and valid intuitions.*

Adamesteanu and Bittel are not the only writers appreciated by Monica Lovinescu for
the balance they were able to maintain between writing and moral/civic attitude: Ana
Blandiana, whom | have already mentioned, a famous dissident and after 1989, one of the
intellectuals actively involved in politics and the public sphere; the poet lleana Milancioiu; ™
the novelist Dana Dumitriu, whose historical/political novel Printul Ghica (Prince Ghica)
Lovinescu reviewed on 26 November 1986. To them one could add several personalities of the
Romanian cultural world, such as the legendary piano player Cella Delavrancea®® or the editor
Georgeta Dimisianu, praised for their courageous attitude during the communist period.

About Ana Blandiana, one of the most celebrated poets of the ‘60s generation, Monica
Lovinescu wrote less frequently and mostly on her prose pieces, as she had an agreement with
her husband, Virgil lerunca, to cover different genres: for the Radio Free Europe broadcasts he
wrote on poetry and philosophy books, while she dealt with fiction and criticism. One of these
chronicles on Blandiana’s books comments upon the writer’s travel diary (23 March 1979).
The travelogue was titled Cea mai frumoasa dintre lumile posibile (The Most Beautiful of All
Possible Worlds)'” and narrated a trip in Romania. The critic starts by expressing her mistrust
in the text’s genre: “I am no big supporter of travelogues or travel guides published in
Romania” (nu sunt mare amatoare de jurnale si carti de calatorie ce apar in Romania; Lovinescu
2014: 358). (Here one can find a feminine form of the adjective, quite rare in Monica

Lovinescu’s writings.) Another mistrust refers to the readers’ anticipated reactions, as the



majority of them were totally denied the experience of travelling abroad, so presumably they
were less likely to indulge in such a reading. Though she is keen on noticing the authenticity
of the writer’s perception, as well as her erudition, and the tone of the chronicle is generally
positive yet unenthusiastic, the critic takes some distance regarding a significance attributed to
a central motif in the book. The author employs an oneiric image (quite conventional, actually)

of a stucco Atlas carrying a rotten globe, which the critic insists on reading in a political key:

Even if we assign to this image a different meaning than the one suggested by Ana
Blandiana, if this globe seems to us to be rotten because of what it had to support in
terms of injustices and tyrannies, if we picture it surrounded on its whole diameter by
some kind of a fire circle of ideologies, tied up in its strap made of iron and suffering,
the Atlas in the writer’s mind has also other reasons to torment itself (Chiar daca dam
acestei imagini un alt sens decat cel sugerat de Ana Blandiana, daca globul acesta ni se
pare noud macinat mai ales de tot ce are de suportat ca injustitii si tiranii, daca-l vedem
inconjurat pe intregul sdu diametru de un fel de cerc de foc al ideologiilor, prins in
chinga lui de fier si suferinte, Atlasul din inchipuirea autoarei mai are si alte motive de

a se chinui) (Lovinescu 2014: 359).

Reading on the Margins of Literature

Such caution in interpretation, generated by the permanent watch on demises of
integrity — as Monica Lovinescu practices a close hermeneutical reading not only of books, but
of authors too — will disappear from the chronicles about women writers that publish their
books after 1989 (such as Annie Bentoiu, the wife of the modernist composer Pascal Bentoiu,
and her memoirs titled Timpul ce ni s-a dat (The Time that is Given to Us), 2000; or Anita
Nandris-Cudla, a peasant from Bukovina deported to Siberia who had survived there for twenty
years).

Monica Lovinescu wrote passionately on the overwhelming memoirs of Nandris-Cudla
(20 de ani in Siberia [20 Years in Siberia], 1991), and on Elisabeta Rizea’s fate!® — another
victim of communist persecution. At the same time, Lovinescu underlines the cowardice of
professional writers, contrasted with the revelations brought by these women’s courage and
dignity. The critic is utterly moved by the normality and genuineness of such testimonies, by
their profound capacity to understand and accept the trials of fate with a dignity that can do

without intellectual motivations. With no literary intentions and no stereotypes either,



displaying a fresh quality seemingly “before the tower of Babel” (inainte de Turnul
Babel;Lovinescu 2014: 411), Nandris-Cudla’s book should not be judged according to some a
priori literary features, writes the critic (on 14 March 1992), but instead appraised by its
affective and moral impact on the readers, by the life lesson it offers to them. It was precisely
in such futile debates on the literary status of prison memoirs that Romanian literary critics and
historians engaged after 1990. However, this specialized conversation did not affect in any way
the extraordinary impact such books have had.

Quite the same strong mark was left by the memoirs of Annie Bentoiu (1927-2015),
writer and translator from/into French. Bentoiu was born in a mixed family, her mother was
French, so she was perfectly bilingual. Her memoirs, written and published late in her life, in
2000, describe a tragic period of Romanian history, a time when she suffered great hardship
which she nevertheless narrates “with moderation, grace, and decency” (cu masura, cu gratie,
cu decenta; Lovinescu 2014: 438). From an avalanche of thematically similar testimonies,
Monica Lovinescu selects this one which she welcomes “with gratitude [as] a book with no
tears, no exclamation points, no exhaustive or theoretical pretense” (sa intampin cu
recunostintd aceasta carte fard lacrimi, fard puncte de exclamatie, fara pretentii exhaustive sau
teoretizante; Lovinescu 2014: 439). This gratitude originates in the avoidance of the pathetic
impulse which lends credibility to a book written “as I suspected it would be possible only
later” (cum imi inchipuiam ca se va face mult mai tarziu; Lovinescu 2014: 439). This book
succeeds in restoring the truth of a period which many people rush to deem softer than the
fascist one, writes Monica Lovinescu.

Perhaps the most personal commentary, in which the borders between chronicle, diary,
and memoir are effaced in Monica Lovinescu’s writing, is the one about Adriana Georgescu-
Cosmovici’s book, La inceput a fost sfarsitul (In the Beginning Was the End, August 1993).
This was also a gesture of restoration since the book had been first published in French in 1951.
At that time its purpose was to provide a relevant and credible document on the emergence of
the communist regime in Romania. Adriana Georgescu-Cosmovici was an early member of the
anti-communist movement in her youth, soon after the end of the war, and one of the first
victims. Exiled to France in 1948, in an environment far from friendly to the political refugees
from Eastern Europe, Georgescu was encouraged by her close friend Monica Lovinescu to
write this testimonial book in which to make her story known. The book was translated by
Lovinescu chapter by chapter, as it was written, and will be retranslated into Romanian and
published only in 1992. In her essay, the critic brings it into the present of the anti-communist

protests in the University Square in Bucharest and uses this opportunity to briefly recall the



political history of the postwar era for the benefit of the contemporary readers of 1993. In the
deplorable context of the 1950s (but also in the “90s, defined in Romania by the confused
transition towards democracy), M. Lovinescu reminds of Simone Weil’s words: “true courage
[...]is to fight with no hope” (adevaratul curaj [...] este sa lupti fara nadejde; Lovinescu 2014:
415). She emphasizes the quality of such a testimony, as well as its actual value. In the critic’s
view, this is yet another argument for the strong link between who a writer is and what he/she

writes.

Conclusion

How are we supposed to read these texts (chronicles, diary entries, memoirs...) in our
own time?!® Many of them have been written with a sense of urgency, of the necessary gesture
that was meant to keep an ethical compass during troubled and menacing times. The so-called
direction criticism was more difficult to practice inside the borders of Romania (a mission
assumed first and foremost by Nicolae Manolescu); it became a way of life for Monica
Lovinescu in her Parisian exile. Following the spirit of a family tradition she not only inherited
but also embodied (what the French sociologist Pierre Bourdieu termed as habitus),?’ Monica
Lovinescu placed integrity, ethics, determination, and civility among the first in the catalogue
of intellectual virtues. These seemed to her more important and rare than someone’s
“professional” value: “Talent, in our people, is abundant. Character is infinitely more rare”
(Talentul, la noi, prisoseste. Caracterul e infinit mai rar; Lovinescu 2010a: 250). To her, one of
the most damaging effects that communism had was precisely the moral debasement of people
and the vulgarization of society. Under these circumstances, Romanian intellectuals have
adopted a strategy called “resistance through culture”, which Monica Lovinescu deplores?! as
too aesthetically oriented and weak, when compared to other Eastern European nations.

More precious are those literary acts and consciences that could compensate for such
demise or excuses. They were not just feminine; but some of the brightest examples that
Lovinescu discovers are coming from women writers. In Monica Lovinescu’s cultural
commentaries as well as in her political strategies one can detect the configuration of an
alternative canon?? that clearly deserves to be further elaborated and discussed in Romanian
literary circles. Generally, the emphasis on the ethical value of writing was placed
intermittently inside the Romanian cultural field. For Monica Lovinescu, the value of a literary

work and the human quality of its author are inseparable. Her famous parable of the two types



of ink, one used for writing a newspaper article, the other for a “literary work,” which

contaminate each other, strongly affirms her stance:

It’s just that the pen remains the same: with only one ink (one conscience) you cannot
get two different colors of writing. And | have witnessed an unexpected phenomenon,
as simple as the moral of a fable: literary works, even when guarded, privileged in this
impossible halving, have withered aesthetically, because they were the outcome of
ethical defiance (Numai ca penita raminea aceeasi: cu o singurad cerneald (de fapt, o
singura constiintd) nu poti obtine doua culori diferite ale scrisului. $i am asistat la un
fenomen neasteptat, simplu ca morala unei fabule: operele — chiar asa pazite,
privilegiate 1n aceasta imposibild dedublare — s-au ofilit din punct de vedere estetic,

pentru ca erau rezultatul unei sfidari a eticii) (Lovinescu 1994: 340).

A warning that is still valid today.

L A version of this paper was presented at the lecture series “Women in Balkan literature and culture:
subversive readings and identity challenges” organized by the universities of Ghent and Manchester. |
would like to thank the organisers, Dr. Miglena Dikova-Milanova and Dr. Adelina Angusheva-Tihanov
for their invitation.

2 In April 1990, a young critic named lon Bogdan Lefter confessed to Monica Lovinescu that it seemed
to him her physical appearance did not match her voice at all. He was surprised to see that she was
actually “a short and nice lady” (o doamna mica si buna; Lovinescu 2003 : 88). M. Lovinescu answered
jokingly that she had always been compared with Yekaterina Furtseva, “the horrific” minister of culture
of the USSR during the 1960-1974 period. (All translations are mine unless otherwise stated.)

% For a discussion on the mythology of blue jeans in Romanian literary and popular culture during the
1980s see Magdalena Raduta, “Blue Jeans, Red Country: Young Writers in Romania in the 1980s”,
Journal of World Literature 3, No. 1 (2018): 72-93.

4 A first and partial edition is printed by an exile press in 1978, then a complete edition is published in
Romania, after 1990.

%> She comments on the writers who were Party allies in articles on ideological topics. For instance, she
disapproved of Nina Cassian (a prominent figure at the time and later an exile in the USA) for “her
absurd loyalty to an ideal communism, present only in her own mind” (fidelitatile ei absurde pentru un
comunism ideal, salasluind doar in mintea ei; Lovinescu 2010a: 246).

¢ A terrible reality to which Lovinescu would always return in her writing. In a diary entry dated 19
September 1995, she put down information on political prisoners in the Romanian Gulag: “There have
been 200 places of detention. The verdicts cumulated 25 million years. There were registered 3 million
entries to prison (some people being arrested multiple times). Approximately 300,000 deaths in prison.
Again approximately, 10,000 women.” (Au existat 200 de locuri de detentie. Pedepsele s-au ridicat la
25 de milioane de ani de detentie. Au fost inregistrate 3 milioane de intrari in inchisoare [unii fiind
arestati de mai multe ori]. Aproximativ 300.000 de morti in detentie. Tot aproximativ, 10.000 de
femei;Lovinescu 2010a : 402).

" Sections of the unpublished diaries will be rewritten and included in her memoirs.

8 Virgil lerunca (1920-2006) married Monica Lovinescu in Paris, in 1952. They knew each other from
Bucharest and both left Romania in 1947. lerunca was a poet, a literary critic, a journalist, and a very
active personality of the Romanian diaspora in Paris. He was the editor of several cultural magazines,
as well as the author of books of poetry, literary criticism, and essays on political, philosophical, and



cultural topics. He and Monica Lovinescu had a very close partnership in every personal and
professional aspect of their lives, imbued with mutual admiration and the sense of a shared vocation.

® They end up in 1980, when she resumes her diary.

10 See Lovinescu 2014: 135.

11 “Pentru un mai grabnic sfarsit al canonului estetic” (For a quicker end to the aesthetic canon), 1997,
included in Sorin Alexandrescu, Privind Tnapoi, modernitatea (Looking Backward, Modernity), 1999.
12 See also: “But this is obviously our conclusion, the readers’, not the character’s” (Dar aceasta, evident,
este concluzia noastra, a cititorilor, nu si a personajului; Lovinescu 2014: 375).

13 Nadezhda Mandelstam is mentioned again in contrast with Romanian writers’ compromises, which
they would justify by the necessity to get their works published. This attitude led to the thesis of
“resistance through culture” that would define the peculiarity of the Romanian dissidence movement
(weak as it was) in the Central and East European context: “should I ask myself why this scene, and
also Anna Akhmatova’s Requiem, and Nadezhda Mandelstam’s memoirs come to my mind every time
I hear that one writer or another in Romania explains his ethical demise, concessions, or even his
homage to the Court by the necessity to see his work published — the only thing that matters?” (sa ma
mai intreb de ce scena aceasta, ca si Requiemul Annei Ahmatova, ca si paginile de memorii ale Nadejdei
Mandelstam 1mi revin in minte ori de cate ori aud un scriitor sau altul din Roméania explicandu-si
demisiile, concesiile sau chiar laudele aduse la Curte prin necesitatea de a-si vedea opera — singura ce
conteaza — publicata?; Lovinescu 1994: 194).

14 See Lovinescu 2003: 76, 85.

15 |_ovinescu praises her for the stance she took at the 1981 Writers’ Conference: “she was truly bold”
(a fost cu adevarat indrazneatd; Lovinescu 2010a: 23).

16 Cella Delavrancea (1887-1991), daughter of writer Barbu Stefinescu Delavrancea, protested against
the demolition of monuments and churches by writing a memoir addressed to Nicolae Ceausescu
himself.

171t may well be that the patriotic allusion in the title, indicating a possible compromise meant to secure
the publication of the book, contributed to the critic’s reserve.

18 Although she had ceased writing for Radio Free Europe, in August 1992 Monica Lovinescu was so
impressed by the courage and resilience shown by Elisabeta Rizea, a peasant woman who had been
detained as a political prisoner for 12 years, that she wrote an article and published it in the magazine
22, whose chief editor was Gabriela Adamesteanu (see Lovinescu 2003: 266-267).

19 The published work has to be corroborated with the impressive archive of the Lovinescu-lerunca
couple, which is currently in Bucharest. Details about this archive can be found here: http://cultural-
opposition.eu/registry/?uri=http://courage.btk.mta.hu/courage/individual/n35700&type=collections.

20 See Bourdieu 2013.

2L Here is one example out of many: “when we saw the Czech and Polish proposals for the issue of
L’Autre Europe dedicated to culture in the East, we sighed. We barely have anything. Our essayists,
even in exile, are doing... literature” (vazand sumarul promis de cehi sau polonezi pentru numarul din
L’Autre Europe consacrat culturii in Est, suspindm. Noi nu avem aproape nimic. Eseistii nostri, chiar
exilati, fac... literatura, 4 May 1987).

22 Camelia Criciun remarked that this had happened “by reconsidering forgotten, forbidden, or
marginalized texts, intellectuals, groups, and journals” (Craciun 2009: 288-289).



http://cultural-opposition.eu/registry/?uri=http://courage.btk.mta.hu/courage/individual/n35700&type=collections
http://cultural-opposition.eu/registry/?uri=http://courage.btk.mta.hu/courage/individual/n35700&type=collections
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®dusonomku GhaKyaTeT OpurvHaJHA HAyYHHU YJIaHAK

Ka eTuukom KaHOHY MocjiepaTHe PyMYHCKe KIbHKEeBHOCTH — MOHHMKA

JloBHHECKY 0 KIbHKeBHMIIAMA

OBaj TekcT ce 0aBH pamoM pyMyHCKe Kputndapke Monuke JIOBHHECKY y HAMEPH J1a YTBPIU
KPUTEPH]jyME KOje KOPUCTH MPU aHAIU3H JIejia PYMYHCKHX KEbH)KEBHHIIA HAKOH J[pyror CBETCKOT para.
Pag Mownuke JIoBuHECKY je 00yxBaTao MaxoM GUKIH]jy 1 MeMoape. Mrpaina je BaxHy yJIOTy Ha TOYETKY
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MUCIIY MYIIKOT M0JIa KOjH Cy JOMHHUPATIH KEHKEBHUM MMOJHEM TOKOM U HAKOH KOMYHH3MA.
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The Artist and Her Muse: From Female Bodies towards Female ldentities

(Drakuli¢, Basi¢, Hasanbegovié¢, Bastasi¢)!

The paper approaches artistic self-concepts from the perspective of twenty-first-century female
writers. Against the background of ancient and modern constellations of the artist and the muse, one
main question will concern feminist strategies of coping with this ideal union that has been shaped
within a patriarchal tradition of art production for centuries. Slavenka Drakuli¢, Adisa Basi¢, Dijala
Hasanbegovi¢, and Lana Bastasi¢ use a variety of subversive strategies to challenge and transform the
given constellation. Analysing the difficulties an emancipated modern muse faces when attempting to
be recognised as an independent artist is only one possible first step to open this discussion. More active
measures proposed in the selected literary examples are to reverse traditional gender roles in love
relationships and to discredit male profiteers throughout the literary scene. The usefulness of such an
approach shall also be discussed, considering that the ideal relationship between a muse and an artist as
one of inspiration and creation must not be destroyed.

Keywords: female identities, artistic self-concepts, concepts of the muse, subversive writing

The Artist and the Muse

Inspired by the classical topos of the artist and his muse as the ideal symbiosis of
creation and inspiration, in this article I will answer the question of how this union develops in
case of female artists. If creative power is represented by a female subject, will she draw
inspiration from a male partner and, more generally, what are the implications of such a
change?? To shed light on this question, I will discuss four contemporary examples from post-
Yugoslav literature: Slavenka Drakuli¢’s historical novel Dora i Minotaur (2015; Dora and the
Minotaur) deconstructs the classical concept of the male artist and his female muse by
highlighting how seduction and psychological violence intertwine. In the fictional story “A ti
zakljucaj” (2017; Would You Lock the Door?), Adisa Basi¢ reverses the artistic relationship
into that of a female artist and a male muse, who, however, does not fulfil his part as a source
of inspiration. Toxic masculine surroundings of female artists are present in Dijala

Hasanbegovi¢’s poem “Moj prvi single” (2017; My First Single), in which the lyrical subject
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does not even think of relying on a muse. Lana Bastasi¢’s female character in the novel Uhvati
zeca (2018; Catch the Rabbit, 2021) narrates several unfruitful relationships with men, while
she finds love and inspiration in the imaginary connection with her childhood sweetheart,
whose traces disappeared at the beginning of the Yugoslav war.

The classical relationship between the artist and his muse represents a patriarchal order,
in which the creative act is executed by a male protagonist, while the female part is limited to
accompanying this process. It is necessary to mention that this constellation originally did not
degrade female identity. Since antiquity, poets like Homer have started important epic poems
with an invocation of the muse, asking her for inspiration and for the gift of speech. The word
‘muse’ initially signified the creative product as well as creative power, which is the relevant
meaning in the context of this article. Already in ancient times, this power of creation was
personified as the ‘goddess of creation’, whom the poets would address (cf. Bie 1894-1897:
3238f). The early concept of the muse, thus, referred to an inner value of inspiration rather than
the sexualised female body that is accentuated in modernity.

The ancient concept stayed productive in European literature and developed according
to different contexts. Ivan Gunduli¢’s epic poem Osman, written in the first half of the
seventeenth century, is only one example from South-Slavic barogue literature where the poet

revives this tradition and invokes the muses as a positive and divine power:

O djevice Ciste i blage (Oh maidens pure and gentle

ke vrh gore slavne i svete who upon the mountain glorious and saint
slatkom vlasti pjesni drage sweet rule over dear song

svijem pjevocim naricete, to all poets lend,

narecite sad i meni [...]. lend it now to me as well [...].)3

(Gunduli¢ 1990: 24)

In the given constellation, the maidens stay physically distant. Gunduli¢ implicitly
refers to the ancient myth, according to which the muses are situated on Mount Helicon. In
addition, he regards them as “a form of remembering” (Tutter 2017: 2), which Adele Tutter
emphasises in her conceptualisation of the ancient muses as Mnemosyne’s daughters.
Furthermore, Gunduli¢’s poem follows the ancient tradition: his lyrical subject asks the muses
for inspiration and to lend him the right words. One, thus, may read the (male) poet as a

(passive) medium of creation through which the (female) muses’ speech will be materialised.



The topos of the muse changes in modernity, where it becomes closely connected to
erotic experience.* The (male) artist is attracted by the sexualised female body and gains
inspiration from the physical union with his muse or desperately dreams of possessing her. This
leads to a conceptual overlapping between the muse and the femme fatale: the female allegory
of inspiration is no longer seen simply as divine, pure, and wise but becomes ambiguous,
demanding, and unpredictable. Such a trend can especially be observed within the European
Kinstlerroman (cf. Jandl 2016: 494), which replicates the traditional gender roles of a male
creator and a female source of inspiration. Important South Slavic examples can be found in
Antun Gustav Matos’s story “Helena” (1909) (cf. Jandl 497-499) and in Miroslav Krleza’s
novel Povratak Filipa Latinovicza (1932, The Return of Philip Latinovicz).® Both texts show
the fatal consequences of replacing the divine muse with an enticing woman: with their
appearances, Helena and Bobocka attract the attention of their respective artists and provoke
their desire. Nowhere in the texts, however, does one find a remark on their inspiring wisdom.
The artists” imaginative powers are not bestowed by these incarnate muses but by the male
gaze and, what is more, they are not directed towards the act of creation but lead to a fixation:
the wish of possessing the women.

A similar problem provides the setting in Slavenka Drakuli¢’s Dora, if we read this
novel from Picasso’s perspective. The painter’s abusive relationships with women are the result
of his artistic obsession: he encounters them in connection with his arts, that is to say, as muses
who promise the gift of creation to him: “Ta fotografija odredila mi je zivot: kad se u nju
zagledao Picasso, zaljubio se u indijansku princezu. U model, ne u mene.” (Drakuli¢ 2015: 41)
(This photograph determined my fate: when Picasso contemplated it, he fell in love with an
Indian princess. With the model, not with me.) This imaginary relationship with a muse is
demystified by everyday life, with the result that his metaphysical addressee loses the attributed
power of inspiration and becomes an undesirable object. The parallel to texts from the
beginning of the twentieth century results from the historical context of the novel, through
which Drakuli¢ revives the historical concept of the muse. She has, however, chosen a different
focus. Drakuli¢ does not problematize the male artist’s conflict of solipsism that arises from
his confusion of an attractive woman with an inaccessible muse but emphatically traces the
consequences for his misread partner.

Attempts to question the gendered tradition of the artist and his muse are a logical
consequence of feminist achievements in the later decades of the twentieth century. Drakuli¢
demonstrates in her novel that the muse is a victim in this early-twentieth-century

understanding. Unlike an ancient goddess, the selfish genius forces her into a passive and



subordinate position. At the same time, Drakuli¢ tries to redefine Dora Maar’s identity by
shedding light on her own artistic ambitions and career. In the following close readings, | will
not focus on the female muse but on the female artist and on how contemporary feminist writers
challenge and define this concept. Slavenka Drakuli¢, Adisa Basi¢, Dijala Hasanbegovi¢, and
Lana BastaSi¢ use historical, fictional, or autofictional contexts to reflect upon the position of
the female artist, which is a topic that indirectly also concerns their personal situation. How do

they define the female creator, and where does she draw her inspiration from?

Male Artist, Female Muse: Stolen Identity in Slavenka Drakulié¢’s Dora i Minotaur

(Dora and the Minotaur)

In the novel Dora i Minotaur, Slavenka Drakuli¢ deals with the relationship between
Dora Maar and Picasso. Drakuli¢ focuses on the destructive part of this love story, elaborating
on how Dora loses her own artistic self-concept as a well-educated woman and talented
photographer by becoming Picasso’s lover. At a reading in the Literary House Graz, Drakuli¢
mentioned that she was interested in the private relationship of couples consisting of two
talented partners. She empathically adopts the position of skilled women who are unable to
fully actualize their talent or desires because they subordinate their own dreams to their
partners’ well-being and career. This series of biographically inspired novels also contains one
about Frida Kahlo (Frida, ili o boli, 2007; Frida’s Bed, 2008) and one about Mileva Einstein
(Mileva Einstein, teorija tuge, 2016; Mileva Einstein, a Theory of Melancholy).® These
examples confirm one of Aage Hansen-Ldve’s conclusions concerning female poets of Russian
modernity: the time was not yet ripe for male muses, and the dual female role of an artist and
a muse could lead to identity conflicts (cf. Hansen-L6ve 2019: 689).

With Dora Maar’s fictional autobiography, Drakuli¢ summarises the gendered identity
challenge of artistically gifted women as follows: “[Z]nate li da su samo Zene dovedene u
situaciju da biraju izmedu toga da budu zene ili umjetnice?” (Drakuli¢ 2015: 199) ([A]re you
aware of the fact that only women are urged to make a decision to be either a woman or an
artist?) In several constellations, she illustrates the conflict between Dora’s part as a muse and
as an artist. The main character tries to be both, and at the beginning of her career she
successfully reconciles her fame as a photographer with being a femme fatale. Drakuli¢ also
uses Dora’s case to illustrate the dissolute culture in artistic circles at the turn of the last century:
“Umisljale smo da smo umjetnice i muze [...]. Bile smo sebiéne i okrutne.” (Drakuli¢ 2015:

58f.) (We assumed that we were artists and muses [...]. We were selfish and cruel.) For Dora,



her identity as an artist takes priority when she is trying to make a name for herself;
promiscuity, however, can only be beneficial in this context: “Uskoro sam postala Dora Maar.
S promjenom imena promijenio se i moj identitet.” (Drakuli¢ 2015: 40f.) (Soon | became Dora
Maar. With the change of name my identity also changed.)

According to Drakuli¢’s interpretation, Dora refuses to be a muse in the classical way,
i.e. a source of inspiration or the subject of an artwork, and chooses active parts for herself in
terms of sexuality as well as in terms of art: “Kamera mi je pruzila osjecaj sigurnosti i uzitka.
Ili mozda mo¢i. Uzitka u moéi, zasto ne?” (Drakuli¢ 2015: 38) (The camera gave me a feeling
of security and pleasure. Or maybe of power. The jouissance of power, why not?) The text
presents a negative and passive concept of the muse, who is represented as the masochistic
(female) complement of a sadistic (male) artist. For Dora, resisting means, on the one hand, to
imitate the despotic, selfish behaviour of the artist and, on the other, to avoid a deep emotional
involvement in the toxic reality of the bohemian milieu. The camera enables her to do this, but

Dora gives in on both levels when she meets Picasso:

Zato jer sam se od svijeta, pa i od svojih prijatelja, morala braniti svojim fotografijama,
staklom le¢e — inaCe bih postala poput Jacqueline ili Nusch, Zena-Zrtva. A to sam
postala tek onog trenutka kad sam zauvijek odloZila kameru. Jer me Picasso na to

natjerao. Jer sam mu to dopustila. (Drakuli¢ 2015: 59f.)

(Hence with the help of my photographs, with the glass of the lens, | had to resist the
world, and also my friends — otherwise | would have become like Jacqueline or Nusch,
a typical female victim. And this is what | became right at that moment when | laid
aside my camera. Because Picasso forced me to do so. Because | allowed him to force

me to do so.)

With regard to two earlier novels, Dagmar Burkhart (2004: 352) has pointed out that
Drakuli¢ avoids repeating a feminist discourse of women as victims: in Bozanska glad (1995;
The Taste of Men, 1997),” she subverts traditional power relations and chooses a female first-
person narrator who kills her lover out of love and symbolically consumes parts of his body
(the skin of his fingertips), invoking a ritual religious subtext. This ‘good deed’ follows a series
of literary and filmic models with masculine protagonists and a prevalent male gaze that

Drakuli¢ transforms into a sexist view of men: Tereza makes her decision to murder José when



she realises her fading desire for him and admits that he has become an object for her (cf.
Burkhart 2004: 350).

Has Drakuli¢ changed her position? By lending her voice to Dora, she re-enacts the
experience of a woman who is conquered and emotionally destroyed by Picasso, the
‘Minotaur’. On the surface, this constellation recalls the narrative of the woman as a victim.
Although the text empathises with the female protagonist, the statement is not as simple as that.
In a subtle way, Drakuli¢ blames Dora for her own fate. This becomes especially apparent
when she introduces a Venetian mask maker, who recommends the cat mask to her. He explains
that this type of mask was originally linked to cross-dressing roles in the theatre, in which men
played the roles of amorous women: “Gatta vam savrSeno pristaje jer vidim u vama
seksualnost, ali i muskost. I oholost [...]. Vasa je maska najljepSa upravo zato jer nije maska
[...].” (Drakuli¢ 2015: 198) (The cat fits you perfectly well, because | recognise in you
lewdness, but also masculinity. And pride [...]. Your mask is the most beautiful one, because
itis not a mask [...].) Like a mirror, this encounter confronts Dora with her failure: she has no
authentic personality, only a mask that hides her pain and emphasises her need for love and
attention.

Throughout the novel, male gazes resolve her unintentional ‘choice’ between being a
woman or an artist in the worst possible way. Already Picasso, just like the mask maker,
associated her with masculinity, which means that both men call into question her identity as a
woman. Furthermore, both attribute lewdness to her and thus move her identity as an artist
beyond reach, by framing Dora as a dependent lover. To make matters worse, Dora discovers
that she is infertile: “Ruke su mi prazne. Nemam djeteta, nemam kameru, nemam nista.”
(Drakuli¢ 2015: 139) (My hands are empty. I have no child, I have no camera, | have nothing.)
In the end, Dora herself believes in the role of a muse that is imposed on her: “Ipak sam ostala
francesa.” (Drakuli¢ 2015: 205) (I stayed a prostitute, after all.)

Drakuli¢ illustrates how Dora’s regress is initiated by Picasso’s personality but also by
his art and creative work. The novel indicates how art and art production control the relation
between a subject (the creator) and an object (the model). According to Drakuli¢, Picasso knew
Man Ray’s photograph of Dora as an Indian princess already before their personal acquaintance
(see the quote in the previous chapter). This is what she will stay for him: a piece of art, an
object, a muse. What is more, he repeats this approach in his paintings and even seems to
reinforce her passiveness and submission: “Zena se ne odupire, ali ne gleda u njega. Pasivna
je.” (Drakuli¢ 2015: 75) (The woman does not resist, but she does not look at him. She is

passive.) This is how Drakuli¢’s Dora translates the gestures from Picasso’s painting Dora and



the Minotaur (1936). The conquered muse is contrasted with Picasso’s portrait of himself as a
violent lover, who claims: “Ja sam tvoj gospodar. Pokorit ¢u te.” (Drakuli¢ 2015: 76) (I am
your master. | will subdue you.) In retrospect, Dora recognises the suggestive force of Picasso’s
paintings. The artist unveils in advance, and maybe even causes, her upcoming mental decline:
“Sudeéi po tim mojim portretima pretvarala sam se u Zenu koja place.” (Drakuli¢ 2015: 117)
(Judging from my portraits, | was transforming into The Weeping Woman.)

Drakuli¢ does not discard a productive love relationship of two artistic partners as
impossible, and — like a proposition — depicts a short period of shared happiness. While Picasso
is painting Guernica (1937), Dora photographs him: “Malo smo govorili. Moje je oko pratilo
njegovu ruku u savr$enoj harmoniji, u uskladenom ritmu, u tisini, da ne ometamo koncentraciju
jedno drugome.” (Drakuli¢ 2015: 99) (We hardly talked. My eye followed his hand in perfect
harmony, and we worked in a synchronised rhythm, in silence, so as not to disturb each other.)
Dora and Picasso reach genuine equality in a setting where both are artistically productive in
their own field of expertise. Within this short episode, Dora even seems to be in a position of
power, as she depicts Picasso with her camera. This is also when, according to Drakuli¢’s
interpretation, it comes to rival claims: Dora desires to reach Picasso’s artistic level, while he
wants to rank first.

Such a conflict is never made a subject of discussion in the novel but can be read
between the lines. Even though he is interested in experimenting with techniques of the
photogram that he learns from Dora, Picasso refuses to accept her photographing as a discipline
of art and tries to prevent her from further developing this talent: “Ostavi se fotoaparata, Doro.
Slikaj! Ovo nije umjetnost. Probaj nesto drugo.” (Drakuli¢ 2015: 113) (Forget the camera,
Dora. Paint! This is not art. Try something new.) Picasso’s unfavourable opinion of
photography may also be linked to his own ability of producing perfect realist paintings that he
had already developed in adolescence. Still, his wish to control Dora’s art, on which Drakuli¢
focuses, seems to become apparent in other contexts as well, e.g. in the attempt to monopolise
her as his apprentice: “Znas da su renesansni majstori imali uc¢enike koji su dovrsavali slike
[...]?” (Drakuli¢ 2015: 99) (Did you know that Renaissance artists had apprentices who finished
their paintings [...]?)

Even more subtle, Drakuli¢ uses Dora’s perspective to depict Picasso as vain, not only
regarding arts but also his appearance: “On se znao odjenuti gotovo svecano, u bijelu kosulju,
¢ak je vezao i kravatu. Mozda zbog fotografiranja?” (Drakuli¢ 2015: 99) (He would perfectly
attire himself in a white shirt, even wear a tie. Maybe in order to be photographed?) Her hidden

criticism of men is mainly directed against narcissistic tendencies and a lack of empathy for



women. Similarly, Drakuli¢ subliminally criticises also other male friends of Dora’s. One of
them is her later therapist Jacques Lacan, who tries to cure her from depression after a stay in
the psychiatric hospital Saint Anne but never recommends to her that she should revive her
favourite occupation, photography. Through Dora’s eyes, Drakuli¢ reproaches him for a
masculine worldview and states that he is too busy with his own self-discovery to understand
the mental state of his patient. Especially Gustave Courbet’s painting L’Origine du monde
(1866) in his office seems to demonstrate this, as she states: “Da sam muskarac, gledajuci
Porijeklo svijeta pomislila bih: pokoriti, savladati, kontrolirati.” (Drakuli¢ 2015: 177) (Looking

at The Origin of the World as a man, my thoughts would be: subdue, seize, control.)

Picasso’s Guernica as the Battle of Two Equal Artists

Drakuli¢ substantiates her interpretation of the relationship between Picasso and Dora
with reflections upon visual materials. She deduces the following key constellations: Picasso’s
attraction to an imago (Man Ray’s photograph of the Indian princess from 1936), mutual love
(an early photograph of the couple in the sea), rape and submission (Dora and the Minotaur,
1936), equality, closeness, rivalry between two artists (Guernica, June 1937), and finally
Picasso’s sadistic triumph over Dora’s pride (The Weeping Woman, 26 October 1937, followed
by a whole series of similar paintings). Departing from these materials, the novel sheds light
on Dora’s emotional states and her response to the transgressive love triangle that her
relationship with Picasso turns out to be: unbeknownst to Dora, he has never broken up the
love affair with his younger muse Marie-Thérese Walter, the mother of their one-year-old
daughter (cf. Caws 2000: 81). According to Drakuli¢’s polemic interpretation, The Weeping
Woman does not represent Picasso’s allegoric mourning over the Spanish Civil War, as this
painting is often interpreted, but a psychograph of Dora’s long-lasting inner pain. Drakuli¢
underlines the painter’s passive and nearly apolitical view of the war, for which Dora, who has
understood her own arts as political from the very beginning (cf. Caws 2000: 9), keeps
criticising her famous partner.

Even in Guernica, Picasso’s epic painting of this war, interdisciplinary studies
recognise personal undercurrents, which do not deal with historic circumstances but with
private relationships. Ora Attia points to the artist’s repeated self-portrait as a bull, Minotaur
or warrior: “Picasso’s preceding works portraying soldiers or Minotaurs reveal that, apparently,
the warrior, too, represents the artist, in addition to the Civil War soldiers” (Attia 2011: 1566).

Especially Picasso’s sketches for Guernica shed light on drastic changes in the relationships



between his protagonists. Raul Hartke states that this “group of works centred on Guernica
[...] are made up of triangular sexual scenes from which one of the participants is excluded
[...]” (Hartke 2000: 124). The main symbolic components of this preselected central scene of
the later Guernica are the bull, the warrior, the horse, a woman with a light in her hand, and a
little Pegasus.

Starting with 1 May 1937, one sequence shows a love scene between the bull and the
horse, the little Pegasus is sitting on the bull’s back, the bull is looking into the same direction
as the horse. This draft consists of two parts; at the top of the drawing, the woman with the
light is extending her arm and head through a window, the bull is trying to approach her, but
this seems difficult as the whole scene is flooded with water, only the bull’s torso is visible
(Abb. 1 May 1937 II, see the drawing in: Attia 2011: 1576). Hartke refers to another drawing
from the same day, in which “the horse has a neck in the shape of a phallus and an opening in
its belly” (Hartke 2000: 127; see: ibid. 136). In a further drawing from the same day, the horse
is having sexual intercourse with the warrior, who is lying on the ground with a lance in his
hand; the woman is holding the light directly over this scene, she has wings and her hand is
directly above the bull, who is standing close to the horse but looking in the opposite direction,
so that there is no eye contact between any of the characters. The horse is pregnant with the
little Pegasus, and everyone except the woman seems to be satisfied (Abb. 1 May 1937 VI, see:
Attia 2011: 1576). In a subsequent drawing also from this day, “horse and warrior are now
dead [the horse might only be hurt — I. J.] — the warrior’s head is severed, and his lance broken
[...]. The woman with the lamp is lighting up the scene directly and the bull appears to be
fleeing [and is turning its head, so that it is looking directly at the light-bearer woman - 1. J.]”
(Hartke 2000: 127; see: ibid. 136).

Obviously, the love relationship between the horse and the bull is short-lived. Within
this cycle, the horse is depicted as the more active partner: in the first example, the bull is
following her gaze, while the drafts of erotic scenes with the warrior frame the horse as the
dominant and even aggressive part. Who is symbolised by this horse? Attia recalls what
Francgoise Gilot mentioned in her autobiographical book Vivre avec Picasso (1964): Picasso
“told Gilot [...] that the horse was her symbol, and the bull, his [...]” (Attia 2011: 1566). As
the artist made acquaintance with Francoise Gilot only in 1943, she cannot be depicted in
Guernica. In light of the contexts, it is plausible to read the horse as a symbol of Picasso’s then
lover, Dora. She unites the strong, multi-layered temperament expressed by the horse and
shares the self-confidence and identity of being an artist with Gilot. In addition, Picasso will

portray Dora’s face fifteen years later with the traits of a haggard and skull-like horse. Aage



Hansen-Love argues that the horse as a symbol of a woman who represents the anima or muse
of the male protagonist was a common topos in canonical realist novels in the nineteenth
century (cf. Hansen-Love 2019: 215-217), which is a plausible background that could have
influenced Picasso. In Guernica he added a white flash coming out of the horse’s mouth,
directed at the bull’s head: it is reminiscent of a photographic flash and, thus, identifies Dora
as a photographer.®

Picasso painted Guernica at a moment of intimacy and in her presence, one could even
say in cooperation with her as a photographer. The most multifaceted character in the drafts of
Guernica is the horse, which changes from friendly to phallic, fertile, stubborn, and aggressive.
The horse is fighting and struggling with all its strength until the warrior’s death and, if
necessary, until its own breakdown. All this is still present in the final painting, where the horse
expresses power, strength, and a claim to dominance.

As mentioned above, Picasso appears in this painting twice, and | would like to
emphasise that he painted himself in two different ways, as an artist (the bull) and as a man
(the warrior lying on the ground with a broken sword). The Minotaur that he uses in other
contexts as his own symbol represents the unity of both. Especially the separation of the two
identities allows him to characterise the relationship between Dora and himself in great detail.
The early draft of the horse and the bull with the little Pegasus shows Picasso’s initially positive
view of their artistic collaboration: he paints the emotional and mental union of two
harmonious, loving partners, from which he himself draws inspiration; little Pegasus is on his
back, as their creative child, or the result of his creative period. This drawing does not show an
artist and a muse but two artists who inspire each other.

If Dora and the Minotaur shows the painter violating his entirely passive muse Dora,
so only one year later, in the drafts of Guernica, excessive sexuality and creation are inversely
proportionally attributed to Dora, the horse. The little Pegasus, symbolising creation, is in her
womb. As the dying warrior illustrates, Dora, the artist, becomes dominant and threatens
Picasso’s narcissistic masculine identity. The bull (artist) is not directly involved in the sexual
act anymore and is standing aside. Picasso, thus, now interprets Dora as an abusive, violent,
and superior artist, while he has become the muse, mainly serving as a source of inspiration for
her. The final painting of Guernica shows how Dora is wounding his masculine pride and is
threatening Picasso with her artistic self-confidence. The photographic flash marks him as her
subject. Furthermore, photography seems to be reflected in the predominance of artificial light:
while working on the painting, Picasso replaced the sun at the top centre with a lamp, and the

light bearer is passing him a source of artificial light, too.



It seems more difficult to determine the light bearer’s identity: the women in Guernica
resemble Marie-Thérése Walter, as she is depicted in Picasso’s other paintings: smoothly
rounded traits, fine blond hair, and often a natural, friendly, peaceful, and slightly naive
radiance. Picasso paints Dora’s face differently with rough edges, strong colours, sometimes
also with male traits in one half of her fragmented face, and she always has a striking facial
expression, be it arrogance, criticism, anger, or grief.® In Guernica, the prototype of Marie-
Thérese’s face appears four times: as a light bearer, a fleeing woman, a burning woman and a
woman mourning her dead child. Interestingly, in the process Picasso changed the light bearer’s
hair from blond to dark so that this woman also becomes linked to Dora.'® He also changed
further details that blend features of both women. A possible interpretation might be that during
this period both were his muses and inspired him as parts of a conflictual triangle, confirming

his virility and male privileges.

A Female Artist and a Male Muse: Adisa BaSi¢’s story “A ti zakljucaj” (“Would
You Lock the Door?”)

While Drakuli¢ points towards the mental and creative destruction of talented women
through their transition from a subject to an object and exposes their growing helplessness and
suffering, Adisa Basi¢ presents a self-confident female artist and a subordinate male lover.
Thereby, she reverses the subject-object relation that defines the suffering of Drakuli¢’s Dora
on two levels: love and artistic creation. The female protagonist Arnela leaves for Berlin to
advance her artistic career. She takes this as an occasion to break up with her gentle lover
Samir, who cooks for her and cares for her emotional well-being. For Arnela, the farewell is
clear from the very beginning of the story, while Samir can only guess the definite decision at
the end of their last date. Once more, Basi¢’s female character is in the position of power.

Let us now see how Basi¢ thematises seduction and creation in her story “A ti
zakljucaj”. It is important to know that the author wrote a dissertation on joyful erotic love and
humour in South Slavic poetry (defended in 2019). In line with this, she narrates a relationship
in which both partners have joyful sex together. At the same time, Basi¢’s female artist seems
to consume her muse similarly to Drakuli¢’s Picasso, who draws inspiration from sexual
relationships with women. However, in spite of Arnela’s active part in this love affair, Basi¢
does not give up a rather patriarchal concept of love and pleasure. The narrator seems to
reproduce a hierarchy rather in accordance with the male gaze than with feminist liberation and

underlines the male character’s pleasure — not Arnela’s or that of both characters: “Ona ima



bezbroj lica i seks s njom je za Samira svaki put otkrivenje.” (Basi¢ 2017: 104) (She had
countless faces, and sex with her was always a discovery for Samir.) This is striking because
here we have a text with a very clear feminist intention written by a feminist author. And yet,
the quality of female sex is outlined by a man who enjoys it.

The same perspective is found regarding artistic inspiration. Basi¢ underlines Samir’s
lack of artistic performance and understanding. The following quote outlines the part of arts in

this relationship between the artist Arnela and her muse Samir:

Samir je ponosan. Zna da na to nema pravo jer ni¢im ne doprinosi njenoj umjetnosti,
ali kad mu prica o svom radu, krizama, dilemama, uspjesima on osjeti da je dio neceg
velikog i vaznog. U isto vrijeme zna da tamo ne pripada i plasi se tog njenog svijeta,

privla¢nog, nestalog i nemilosrdnog. (Basi¢ 2017: 103)

(Samir is proud. He knows that he has no right to this, as he does not contribute to her
art in any way, but when she talks to him about her work, her crises, dilemmas,
successes, he feels that he is part of something great and important. At the same time,
he knows that he does not belong to this world and fears it as something attractive but

unsafe and pitiless.)

Basi¢ clearly attributes artistic creation as well as artistic identity to her female
character only. Like a typical muse around 1900, Samir is used by Arnela as a projection
surface: she interacts with him in a rather self-reflective way. However, in contrast to
modernity, this contemporary female artist does not idealise her male muse: she is fully aware
of and highlights the fact that Samir has no creative talents himself and that he does not entirely
understand her world, from which he stays excluded. This has a negative impact on his task of
being a source of inspiration for her: although Samir is supposed to be Arnela’s muse, the
narrator mentions (as a structural parallel to sexual pleasure) that it is he who is inspired by her
experiences, and not the other way round. In some way, these changes destroy the union of the
artist and the muse; the functional connection between them is split, or more precisely, Basi¢’s
female artist is so heavily in control of the connection between herself and her muse that she
destroys Samir as a possible source of inspiration, if we bear in mind that from the beginning
the inspirational power of the muse was based on the artist’s subjective attributing of this power

to her.



The fact that Ba$i¢’s narrator depicts a male muse without any special erotic appeal or
artistic talent may be due to different reasons. On the one hand, the author thereby reinforces
her female artist’s demonstrative independence of men. On the other hand, this can be seen as
a rhetoric strategy to anticipate the heroine’s desertion of her partner. Basi¢’s most important
subversive strategy, which contributes to her feminist intention, can, however, be seen in the
fact that she allows her female character to have more unshared thoughts. Her narrator even
gives Samir less room to think: throughout the story, it is Arnela who knows what she is going
to do, without sharing any of her thoughts with him. Thereby, she makes it possible for Samir
to overestimate his own part in this artistic relationship, although he can do nothing to save
their future.

Arnela watches Samir the way a painter looks at his model, not the way a woman looks
at a desired man. She studies physiognomic shapes and details of his body, not the individual

character of a dear friend. By doing so, she behaves like a female dandy.

Nakon kupanja oboje se ugnijezde ispred televizora. Samir gleda neki dokumentarac o
Drugom svjetskom ratu, a Arnela gleda njega. Pamti crte njegovog lica, oblinu cela,
krivulju usana, teksturu koze. Proucava ga, kao da je on model koji treba Sto je vjernije
naslikati. UdiSe njegov miris i zna da ga nakon nekog vremena vise ne¢e moci dozvati

u pamcenje. (Basi¢ 2017: 106)

(After a bath, both make themselves comfortable in front of the television. Samir is
watching a documentary about the Second World War, and Arnela is watching him.
She is trying to remember his facial features, the round of his forehead, the curves of
his lips, the texture of his skin. She is studying him as if he were a model that one has
to paint as faithfully as possible. She is inhaling his scent and knows that after some

time she will not be able to recall it anymore.)

However, while the narrator is implicitly laughing about Samir, Arnela’s secret decision
to leave implies her own giving in to a situation she cannot change. In the background, or one
might even say in the foreground, of this secret relationship between a female artist and her
male muse is Samir’s official relationship with his wife, who will soon give birth to their first
child. Samir’s fatherhood will give him a position as a creator, not erotically or artistically but
biologically. Throughout the story, Arnela’s dominant part in the relationship is emphasised,

although it is actually broken at the very moment he becomes a father. Samir’s upcoming



parenthood is framed as his anticipated regress: he is about to further develop his caring identity
in the context of his family. While the emphasis on this imminent ‘degeneration’ is the
argumentatively prevalent reason for Arnela’s leaving, the “other’ reason, namely her jealousy,
is never given, and yet made implicitly obvious by at least one random sentence: “Kada je prvi
put ¢ula da je Samirova Zena trudna, Arnela je reagovala kao ranjena zvijer razjarena od bola.”
(Basi¢ 2017: 102) (When Arnela came to know that Samir’s wife was pregnant, she reacted
like a beast that is hurt and furious with pain.) Samir’s fatherhood will strengthen his family
bonds and thereby threaten his loving attention for Arnela. She anticipates that it will be hurtful
to receive proudly sent photos of the child, as they will imply the message that she is excluded
from this new, most intimate part of his life.

While Basi¢ tells the story of a female artist possessing her male muse, she also tells
the story of a female lover losing her caring partner to another woman. There is an over-
emphasis on the female dandy, which contributes to the idea that Basi¢ tells the story of the

male muse to hide how much her female artist is hurt.

Dijala Hasanbegovi¢’s Female Artist in the Poem “Moj prvi single” (“My First

Single”)

Adisa Basi¢’s story illustrates some potential areas of conflict in a relationship between
an independent female artist and a domestic male muse: in the given case, the union is
dysfunctional as the artist fails to control her muse, despite her highly emphasised sexual and
artistic power. This is only one possible reason for Dijala Hasanbegovi¢’s lyrical subject to
refuse any type of cooperation with men — professional as well as private. In the poem “Moj
prvi single”, the author discusses the position of a female poet with a rather broad focus on art
production and art reception. Her lyrical subject has no male muse, and, in contrast to Basi¢,
Hasanbegovi¢ does not try to represent caring masculinity as weak. She addresses gendered
conflicts of power within a system of art production, which she outlines as structured by
patriarchally transmitted claims of validity. She speaks with the voice of a female poet who
looks down on the self-proclaimed masculine genius, which she denotes as loud, self-
publicising, and presumptuous. Like in Basi¢’s story, her lyrical subject writes back against a

patriarchal system that she is effectively unable to change.

Vi idete na manifestacije (You go to the demonstrations,



A mi koji se ne manifestiramo And we, who are not demonstrating,
Cistimo vasu mast s nasih laminata  Clean your lard from our floors

Na koje se sliva vasa jetra On which outpours your liver

Vasa jetra gospodine pjesnice Your liver, Mister Poet,

Pamti vaSe najbolje kreativne dane Remembers your best creative days
Onako kako to mozak ne¢e nikad. Inaway the brain never will.)
(Hasanbegovi¢ 2017: 16)

Hasanbegovi¢ attacks the poet’s, the editor’s, and the professor’s masculinity with her
satirical comments in a way very different from Basi¢’s: she declares her competitor’s creative
abilities as void, his poems as trivial, his wording as corny, and his success as ephemeral.
Furthermore, she highlights his self-promotion and frames (female) artistic quality as silent,
decent, and modest.

The poem has many layers and illustrates different relations within a male-dominated
literary scene: it challenges male colleagues, male editors, and male professors who discuss
and promote the works of their male protégés. Hasanbegovi¢ outlines male characteristics as
the only prerequisite for their claim to power and validity and refuses this way of legitimation.
She explains mentorship (of exclusively male artists) as the (male) editor’s subconscious effort
to compensate for a narcissistic injury: the inferiority complex resulting from his own lack of

artistic talent and career.

Gospodine sjedokosi urednice (Dear grey-haired editor,

javi mi se kad uspijes u zivotu! contact me, if you have time for this in your
Call me maybe! life! / Call me maybe!

Slobodno se javi i oboje ¢emo biti Feel free to contact me and both of us will be
mali i nesretni little and unhappy

ti ¢e$ i dalje biti onaj you will continue to be the person

koji je htio na mome mjestu who wanted in my place

neko kvalitetno neko kurcevito someone with quality, someone with a dick
neko slojevito musko someone thoroughly male

Sto se ne srami od svoga pisanja who is not ashamed of his writing,

cirkus da pravi da Suta da luta who behaves flamboyantly, who jokes, who

da psuje da bude fanki da bude panki is crazy, / someone who swears, who is



da bude prostonarodni duhoviti heroj funky, who is punky, / who is an
Kakav sam nikad nisi bio. unsophisticated and witty hero / That you

(Hasanbegovi¢ 2017: 19-20) yourself never have been.)

What is conceptually interesting in Hasanbegovi¢’s statement is that she rudely
formulates thoughts that usually remain unarticulated. In her readings, she stages the present
poem effectively, sitting next to her real male editor or promoter and other, usually male, poets.
Therefore, even though Hasanbegovi¢ in some way frames her female subject as subordinate
and thematically reproduces a rather traditional narrative of suppression, she overcomes this
narrative at the same time, as she herself in fact actively participates in the literary scene and
directly faces her opponents. With her performance, she refuses to give in to the problems she
evokes.

Refusal also stays the main theme in the concluding statement of this poem, where the

lyrical subject prohibits the grey-haired editor from making any changes in her manuscript:

Necu vam napisati jo§ sto pjesama, (I won’t write you another hundred poems,
Gospodine urednice. Mister Editor.

Necu uvaziti vasu lektiru, profesore. | won’t respect your readings, professor.

Ovo nije pjesma. This is not a poem.
Ovo nije zemlja. This is not the world.
Ja nisam ovdje. I am not here.

Vi niste istina. You are not true.)
(Ibid. 20)

Slightly different from the connection to a muse, the cooperation between the author
and the editor opens up a connection between inspiration and creation, too. In this case,
however, the comments — as a possible source of inspiration — do not seem to advance the text
as intended but threaten to extinguish the artist. Hasanbegovi¢’s conception does not include a
typical muse, neither male nor female. Her speaker stages herself alone in front of a patriarchal
system with a long-standing tradition. She neither tries to blend into this male-dominated
setting by adopting the role of a muse, nor does she revolt against it by outlining her own
exuberant sexual or artistic potential. From a certain distance, she satirically discusses the
gendered perception and production of artists and insists on the fact that especially female

artists are often not measured by their art but defined by a male-dominated literary industry.



Hasanbegovi¢’s strategy to write about men, however, entails the fact that editors,
poets, and grey-haired professors in some way become her muses: they become the subjects of
her poetry, unable to define or protect themselves. It cannot be ruled out that their artistic
representation in Hasanbegovi¢’s poem is shaped by the same distortions with which Picasso

decided to depict Dora Maar.

Inspiration and Self-Concept: Lana Bastasi¢’s Novel Uhvati zeca (Catch the
Rabbit)

All three feminist texts that have been discussed so far depict the failure of the classic
union of a female artist and a male muse. In each text, the contact with men initiates moral and
artistic destruction, be it on the level of art (Drakuli¢), on one of partnership and affection
(Basic), or on a structural level (Hasanbegovi¢). Lana Bastasi¢’s novel Uhvati zeca, in contrast,
shows an ideal imaginary union between the female protagonist Sara and her childhood love
Armin. This union has never been realised because of the war in Yugoslavia, where Armin
disappeared without a trace. Nonetheless, even 20 years later, he constitutes an important
source of inspiration and vital energy for Sara, who is introduced as the author of the novel.
Bastasi¢’s book shows clear feminist features: for example, it contains manifold masculine
lovers and interested candidates, who are, not without humour, all outlined as clumsy, sexually
impotent, boring, aggressive, or slightly perverse. Still, these unflattering studies of men are
never hostile or pained as in the texts analysed above. The narrator simply does not take these
characters too seriously, a fact that is linked to Sara’s persisting feelings for Armin, which
outshine any other relationship.

Sara’s literary creation is closely linked to Armin. She mentions that, regardless of his
absence, he inspired her to write one of her first stories, where she used him as a prototype to
shape the main character. However, beside the part he played as a literary motif, Armin is also

the person who awakened Sara’s consciousness, not only of literature but also of herself:

Pita me koja mi je omiljena boja, tek tako. Kazem zelena. Pita me koji mi je omiljeni
oblik. Moram da razmislim. Osjetim tanjiri¢ na svom krilu i kazem krug. “To je dobar
oblik”, kaze mi on, a ja sam odjednom ponosna. [...] [N]isam do prije nekoliko sekundi
ni znala da imam svoj oblik. On mi postavlja gomilu pitanja, viSe nego Sto mi je

uciteljica postavila tokom cijele godine. Ali ne glupa pitanja, ne teska pitanja — ne, on



me pita o meni. Koje mi je omiljeno godisnje doba, koja mi je omiljena Zivotinja, koji

mi je omiljeni broj. (Bastasi¢ 2019: 79)

(He asks me what my favourite colour is, just like that. | say green. He asks me what
my favourite shape is. | have to think about it. | feel the small plate on my lap and say
“circle.” “This is a good shape,” he tells me, and | feel proud at once. [...] [U]p to a
few seconds ago, | did not know that | had my own shape. He asks me lots of questions,
more than my teacher has asked me during the whole year. But no stupid questions, no
difficult questions — no, he asks me about me. What is my favourite season, what is my

favourite animal, what is my favourite number.)

Since this first encounter at a children’s birthday party, Sara has been searching for her
own answers to those questions, which he was able to answer so naturally for himself. The
importance of this conversation lies in the reflective process that Armin initiates. For the first
time in her life, someone has asked Sara’s subjective opinion, and he thereby awakens her wish
to define herself. While in Drakuli¢’s novel Picasso asks Dora to follow in his own footsteps
and Hasanbegovi¢’s male editors transform the lyrical subject’s text beyond recognition,
Armin does not suggest anything to Sara but opens her mind to an indefinite world and the
manifold ways one may look at it. Consequently, as the first-person narrator of Uhvati zeca,
she positions herself as a highly subjective and transformative creator of the recounted past:
“Osim toga, Sta ti zna$ o uspomenama? Baca$ ih za sobom kao iskoriStene tampone. Ovo ¢u ja
da ispricam, kao i sve. Skola, tmuran dan [...]. I tada te ugledam. Tada po¢inje$ da postojis.
Prava ti, bez imena.” (Bastasi¢ 2019: 161-162) (Moreover, what do you know about
memories? You throw them away behind yourself like used tampons. | will tell this story, and
everything. The school, a cloudy day [...]. And then I saw you. Then you began to exist. The
true you, without a name.)

Sara randomly meets Armin only a few times before he irreversibly disappears. Each
of these encounters cautiously hints at their mutual affection for each other. At one time, Armin,
who is four and a half years older than her, undoes her ponytail: ““Vidis, tako je bolje. Kao
Venera.” ‘Kao $ta?’, pitala sam ga.” (Bastasi¢ 2019: 50) (“You see, it’s better like that, like a
Venus.” ‘Like what?’, 1 asked him.) Especially retrospectively, when Sara begins to write, this
fragile relationship stays an intellectually challenging and at the same time harmonious union
of the artist and her muse, who in this way can be understood as her imaginary communication

partner. The self-reflective character of this emotional bond leads back to the original concept



of the muse as an absent source of inspiration that initiates and accompanies the creative act.
Through different times of life, the memories of Armin confront Sara with unknown questions
that she carefully tries to resolve and that will continue to be her secret source of vital and
creative energy. Despite his absence, Sara maintains this relationship on several levels: until
graduation, she and his sister Lejla refuse to overtly acknowledge Armin’s death, while at the
same time the great loss effects a wide range of emotions that includes mourning and gratitude
for having made his acquaintance. If nothing else, this ambiguous state between Sara’s
remembering and redefining him will constitute one main chronotope of the novel Uhvati zeca:
her fantasy of his return.

The mainly imaginary relationship between Sara and Armin illustrates some key
prerequisites for an artistically productive realisation of the union between an artist and a muse.
The latter cannot be a source of inspiration by defining the artist’s work and path but by opening
his or her eyes to important questions or topics and by making room in his or her mind for new
insights and thoughts. Physical absence might facilitate such a union as the artist will fill the
empty space with expectations, such as the anticipation of a possible reunion, and
independently work out unsolved questions, which leads him or her to creation. Even more
important, however, is the emotional quality of the relationship: in the previously discussed
examples, the relationship of an artist and a muse is constructed along a hierarchical dichotomy,
defined by categories of suppression and submission. For this reason, one of the partners — and
usually the female creator — will finally be condemned to give in. Bastasic¢, in contrast, discards
the idea of an affectionate connection as a basis for an abiding relationship of mutual love and

unity that also empowers her main character to be creative.

Conclusion: Fragile Artist, Fragile Muse

In at least three of the discussed examples, the productive relationship between artistic
women and inspiring men is doomed to fail. The respective feminist authors implicitly blame
men for this, who are too possessive, too weak, too proud, or too biased by a male-dominated
canon. Drakuli¢ reacts to such an insight by emphatically sympathizing with her female
protagonist, Basi¢’s female character proudly looks down on her partner, trying to hide how
much she is hurt, and Hasanbegovi¢’s subject speaks out to the audience to declare her rejection
of patriarchal principles throughout the literary industry.

Although Bastasi¢ does not hide her feminist position when she exposes the moral or

personal weakness of men, she clearly depicts Sara’s connection with Armin as a loving and



artistically inspiring union: the productive relationship of the artist and the muse resembles the
ancient prototype of a muse who stays physically absent but provides the artist with the gift of
speech.

One major difficulty that the female artists face in the other settings is linked to an
actual relationship, which makes it more difficult to idealise their partner as a potential muse.
Drakuli¢ fictionally reconstructs Dora Maar’s psychological and artistic destruction by Picasso,
who not only refuses to be a muse to her but even restricts her artistic independence. What is
more, Picasso’s paintings seem to confirm his secret fear of Dora’s own artistic performance
as do his attempts to bring her down morally and to restrict her identity to that of a woman
fully possessed by him. In line with the historical setting, the conception of Dora as a muse
follows the topos of modernity that is linked to the femme fatale.

As Carola Hilmes (1990: XI) underlines, the femme fatale brings seduction and pain to
men, but her most frequent fate is to be killed in the end. Picasso’s Dora is not killed but
emotionally broken, which also entails serious consequences for her health. Hilmes (1990: 65)
links aggression against the femme fatale to a crisis of male self-confidence, which is provoked
by her sensuality: the sexual obsession to possess her is accompanied by the man’s fear of her
power and by his envying her for the same. This may explain Picasso’s jealous and nervous
aggression against Dora, which is found in Drakuli¢’s novel as well as in his own paintings.

Furthermore, at this point, a connection to the motif of the ‘beautiful dead body’, which
Elisabeth Bronfen links to the concept of the modern muse, appears. She discusses historical
and literary examples where the death of a muse increased her inspiring effect on the artist (cf.
Bronfen 1994: 516-552). Picasso’s paintings of Dora’s living body rather show something
different: they give proof of the fact that creation can be an aggressive act against the model.
Drakuli¢ imagines Dora’s possible pain when she is confronted with Picasso’s visual
deformations of her own body. By exposing her suffering, he even distorts her soul. For the
historical Picasso, this may have been one further reason to fear Dora as an artist with a camera:
she appropriates his appearance and might even record his weak moments'! in a way that does
not correspond to his self-image. As a subject of art, the muse has, thus, to be recognised as
exposed and fragile.

Basi¢ and Hasanbegovi¢ define the female artist’s identity reactively. Both try to
reverse an imaginary patriarchal constellation of power: by depicting an uncreative, caring, and
subordinate lover that is about to be abandoned, Basi¢ constructs and emphasises the fragility
of Samir as a muse. Hasanbegovi¢ does this even more violently with male editors and

colleagues when she frames the latter as self-publicising and overrated and the former as grey-



haired, proud, and driven by their failed attempt to become artists themselves. Both strategies
aim to free the female creator by rhetorically reducing her structural dependence on a loving
partner and the literary scene. Although Basi¢ and Hasanbegovi¢ hit sensitive spots, their
muses, who also resemble enemies or oppressors, seem resistant to their verbal aggression.
Even though these texts can fulfil a cathartic function, they do not entirely hide the wounded
female subject in their centre. Thus, one may see Basi¢’s and Hasanbegovi¢’s approaches in
relation to the modern muse, as they relate to the problem of possessing, dominating, or
influencing an autonomous subject who is claimed as the artist’s model.

The main structural difference of Bastasi¢’s male muse is Armin’s sad absence. He is
fragile not as a person but as a victim of war, and Sara’s memory does not confront her with
his but with her own fragility of searching for someone dear who will stay absent forever.
Armin is not as absent as the muses of antiquity but far less close than those of modernity. He
cannot be approached and does not have to be defeated: this imaginary relation is introspective,
reflection-oriented, and inspiring in a constructive way. The female artist does not remember
his death but his warm, intelligent, and mind-opening personality in life.

As is the case with any love relationship, that of an artist and a muse can also develop
in a constructive or toxic way. This is already evident by the traditional topos of the male artist
and his female muse and its shift from antiquity to modernity. The examples of the female artist
and her male muse seem to demonstrate that gender identity is not of primary importance to
constitute and frame a relationship between an artist and a muse. At the same time, they reflect
historically shaped constructs and developments of relationships: the beginnings of modern
women’s emancipation in the twentieth century (not least in terms of their identity as artists)
and the societal limits they faced, as well as feminist ideas and movements in the twenty-first
century. The female artists no longer seem directly oppressed by a hegemonic masculine lover,
but they still face a crisis for lack of an ideal union: because of a weak, indefinite partner or an
outdated system.

The relationship of an artist and a muse always combines two realities: that within arts
and the personal one. Writing about a muse can easily mean to miss the real person (Drakulig,
Basi¢, Hasanbegovic), just as having missed someone (Bastasi¢) can be one reason to write
about him or her. Imaginary shifts between a relationship and a piece of art may be productive.
As all examples mention the hidden or overt emotional suffering of the artist or the muse, it
seems, however, important — especially within the transgressive context that artistic production

represents — to bear in mind the fragility of the artist and the muse.



1 A version of this paper was presented at the lecture series “Women in Balkan Literature and Culture:
Subversive Readings and Identity Challenges” organized by the universities of Ghent and Manchester.
I would like to thank the organisers Dr Miglena Dikova-Milanova and Dr Adelina Angusheva-Tihanov
for their invitation.

2 Aage Hansen-Love (2019: 681-690) discusses similar questions for poets of the Russian Silver Age.
3 All translations by 1. J.

* In the visual arts, the erotic dimension of the relationship between an artist and a muse was a common
motif already during the Renaissance (cf. Tutter 2019: 4).

® See The Return of Philip Latinovicz. Translated by Zora Depolo. Evanston, Illinois: Northwestern
University Press, 1959.

® Translated into English by Christina Pribichevich Zori¢.

" The translation into English by Christina P. Zoric.

8 For the outlined reasons, | do not share the psychoanalytical interpretation of Guernica and the related
materials as Picasso’s re-enactment of his childhood trauma, his jealous reaction to the birth of his
younger sister, elaborated in the two papers quoted. There the horse is seen as a symbol of his mother,
which seems to me to be a misinterpretation of Freud: the symbolic relation between mother and horse
is present in the individual case study of ‘little Hans’ in Analyse der Phobie eines fiinfjahrigen Knaben
(1909, Analysis of a Phobia In a Five-Year-Old Boy), but Freud never claimed it to be a general
archetype.

% Cf. also Peter Read’s comment: “Portraits of Marie-Thérese are often exquisite and often show her as
serenely beautiful, but the most powerfully assertive female presence in the exhibition is that of Dora
Maar.” (cf. Read 2020:19)

19 1n some sources, the light bearer is identified as Dora Maar (cf. Caws 2000: 9).

11 Cf. e.g. Dora Maar’s photograph of sleeping Picasso (cf. Baring 2017: 170).



References

Attia, Ora. “Separation and individuation in Picasso’s Guernica”. The International
Journal of Psychoanalysis No. 92: 6. (2011), 1561-1581.

Baring, Louise. Dora Maar. Paris in the time of Man Ray, Jean Cocteau, and Picasso.
New York et al.: Rizzoli, 2017.

Bastasi¢, Lana. Uhvati zeca. Sarajevo, Zagreb: Buybook, 2019.

Basi¢, Adisa. 4 ti zakljucaj. Sarajevo: Buybook, 2017,

Basi¢, Adisa. Komicki pristup erotskoj ljubavi u odabranoj juznoslavenskoj lirici. Graz:

Dissertation, 20109.
Bie, Oskar. “Musen”. In Ausfihrliches Lexikon der griechischen und rémischen
Mythologie. Bd 2/2, editor: Wilhelm Heinrich Roscher, Sp. 3238-3295. Leipzig: Teubner,

1894-1897.

Bronfen, Elisabeth. Nur (iber ihre Leiche. Tod, Weiblichkeit und Asthetik. Miinchen:
Deutscher Taschenbuch Verlag, 1994.

Burkhart, Dagmar. “‘Gottlicher Hunger’. Slavenka Drakuli¢s Literarischer
Kannibalismus als multiple Chiffre”. Stidost-Forschungen No. 63-64 (2004): 339-359.

Caws, Mary Ann. Dora Maar with & without Picasso. A Biography. London: Thames
& Hudson, 2000.

Drakuli¢, Slavenka. Dora i Minotaur. Moj Zivot s Picassom. Zagreb: Fraktura, 2015.

Freud, Sigmund. Analyse der Phobie eines funfjahrigen Knaben. Frankfurt am Main:
Fischer Taschenbuch, 1909.



Gunduli¢, Ivan. Osman. Sarajevo: Svjetlost, 1990.

Hansen-LoOve, Aage Ansgar. Schwangere Musen — Rebellische Helden. Antigenerisches
Schreiben. Von Sterne zu Dostoevskij, von Flaubert zu Nabokov. Paderborn: Wilhelm Fink,
2019.

Hartke, Raul. “The primal scene and Picasso’s Guernica”. The International Journal of
Psycho-Analysis No. 81, 1(2000): 121-1309.

Hasanbegovic¢, Dijala. Nece biti djece za rat. Zenica: Vrijeme, 2017,

Hilmes, Carola. Die Femme fatale. Ein Weiblichkeitstypus in der nachromantischen
Literatur. Stuttgart: Metzler, 1990.

Homer. Odyssee. Stuttgart: Reclam, 1986.

Jandl, Ingeborg. “Zenski likovi kao orijentir u vanjskom svijetu i ogledalo duse.
Nepoznata ljepotica u umjetnickom diskursu moderne: Antun Gustav Matos, Ivo Andri¢,
Aleksandr Blok i Oscar Wilde”. In Sesti hrvatski slavisticki kongres. Zbornik radova sa
znanstvenoga skupa s medunarodnim sudjelovanjem odrzanoga u Vukovaru i Vinkovcima od
10. do 13. rujna 2014, editors: Stipe Botica, Davor Nikoli¢, Josipa Tomasi¢, Ivana Vidovié¢
Bolt, 493-503. Zagreb: Hrvatsko filoloSko drustvo, 2016.

Krleza, Miroslav. Povratak Filipa Latinovicza. Zagreb: Minerva, 1932.

Krleza, Miroslav. The Return of Philip Latinovicz. Translated by Zora Depolo.

Evanston, Illinois: Northwestern University Press, 1959.

Mato$, Antun Gustav. Utjeha kose. Poezija i proza. Zagreb: Mladost, 1991.

Read, Peter. “Shadows and shape-shifting. Pablo Picasso and Dora Maar, together and
apart”. Times Literary Supplement. No. 6103 (2020): 18-19.



Tutter, Adele. “Introduction: Mnemosyne, Mother of the Muse”. In The Muse:
Psychoanalytic explorations of creative inspiration, editor: Adele Tutter, 1-10. London, New
York: Routledge, 2017.



Huredopr Janaa https://doi.org/10.18485/knjiz.2021.11.11.5

ingeborg.jandl@univie.ac.at YJIK: 821.163.42.09-31 [dpakymnuh C.
Yuusep3uteT y beuy 821.163.4(497.6).09-31 bammwmh A.
dakynrer 3a QUIOIOTH]Y U CTYIH]E 821.163.4(497.6).09-31 Xacan6erosuh /.
KyAType 821.163.41(497.6).09-31 bacrammuh JI.
Karenpa 3a cioBeHCke cTyanje 821:305-055.2

OpuruHaiH{ Hay4YHU YIaHaK

YMeTHHIIa ¥ lbeHA MYy3a: 011 JKCHCKHX Te¢Ja KA }JKCHCKHM MACHTUTECTUMA

(Ipaxkynauh, bammuh, Xacan6erosuh, bacrammh)

OBaj Tekct mcnutyje rpah)ere YMETHHYKOT HICHTHTETa KPO3 MPHU3MY TEKCTOBA >KEHCKUX
aytopa 21. Beka. Y3umajyhu y 003up aHTHYKE ¥ MOJIepHE KOHCTPYKIHje oHOCca u3Mel)y cTBapaoma u
My3€, WIaHaK ce Y IIPBOj JIMHUjU 0aBH QEMUHUCTHUKHUM CTpaTETHjaMa HICaTHOT jeJMHCTBA, BEKOBUMA
OOJIMKOBAaHMUM YHYTap MaTpHjapXaHOT KOHTeKcTa cTBapanamTsa. CinaBenka Jpakynuh, Anauca bammh,
Hujana XacanOerosuh u Jlana bacraiuh kopucTe ce pa3aduuTHM CYOBEP3UMBHHM CTpaTerdjama Kako
Ou McruTale U U3MEHUIIE OKBUPE 3a/1aTe THM KOHTEKCTOM. Y OBOj aHAJIN3W MOXKEMO 1ohu ox Temkoha
ca KojuMa ce eMaHLUIIOBaHa MOIepHa My3a cycpehe y HacTojamy Ja Oyne mpeno3HaTta Kao caMocTaiHa
yMmeTHHIA. Y 01a0paHuM KIWKEBHUM TEKCTOBMMA BUAMMO aKTHUBHHjE JIEIOBamE KOje MoApa3yMeBa
MIPEOKPETAmHE TPATUIMOHATHAX POJHUX YIIOTa y JbyOaBHUM OJHOCHMA, WIIM KIIKEBHU 00padyH ca
MYIIKUM KoJierama-nipodurepuma ca murepape criene. Mimajyhu y Buy i1a naean ogHoca uaMely myse
U CTBapaola, TO jecT, u3Mely MHCIUpaluje 1 Kpeanuje, He Tpebda OUTH HapyIleH, jOII jeIHO MUTAkE
KOj€ ce 0TBapa jecTe U TO Y KOjOj MEpH je YKUIAhE WK IPOLITNPUBAKE OBE KOHCTPYKIIH]E ONPaBIaHo.

K.Tby‘-lHe pe4un: )XCHCKN UACHTUTCTH, YMETHUYKN UICHTUTET, KOHUECIITH MY3E, Cy6Bep3I/IBHO nrucame


https://doi.org/10.18485/knjiz.2021.11.11.5

Merima Omeragi¢ https://doi.org/10.18485/knjiz.2021.11.11.6

merima.omeragic@unsa.ba UDK: 172.4:355.106
Univerzitet u Sarajevu 821.09(497.1-89)-055.2
Centar za interdisciplinarne studije Originalni nau¢ni ¢lanak

Transnacionalnost u post/jugoslavenskom antiratnom zenskom eseju

Rad je utemeljen na ideji zajednickog reprezentovanoj u esejima post/jugoslavenskih
spisateljica i autorki, te odraZzenoj u angaZiranoj: transnacionalnosti, anacionalnosti, antimilitarizmu i
feminizmu. Zajednicka, transnacionalna tacka esejistkinja Dubravke Ugresi¢, Rade Ivekovi¢, Jasmine
Tesanovi¢, Lepe Mladenovi¢ i Alme Lazarevske razotkriva se u opserviranim i kritiziranim druStvenim
sistemima nacionalizma koji su uslovljeni patrijarhalnim strukturama. Odnosno, jugoslavenski
nacionalni ratni sukobi su, utvrduju esejistkinje, zasnovani na ratovima medu spolovima. AngaZiranim
pisanjem eseja razgraden je konglomerat stereotipa (jugoimaginarij) koji poti¢u od nacionalizovane i
militarizovane konstrukcije spola kao i primarne patrijarhalne potrebe kontrole, posebno vidljive u
dimenziji kreirane figure majke nacije, te u eskalaciji razli¢itih oblika ratnog nasilja nad Zenama.
Posebno mjesto u antiratnom zenskom esejisticCkom diskursu zauzima pozicija spisateljice s (direktnim)
iskustvom rata, na primjeru ¢ega je, $to je interpretativno istaknuto, moguce najpreciznije se osvrnuti
na devastirajuci uticaj ratne traume, ali i narativa koji su doveli do upitnosti egzistencije: tradicije,
istorije i ideologije nacionalizma. Post/jugoslavenske esejistkinje su zauzimale skoro istovjetne
angazirane pozicije otpora, tvoreci uz pomoc¢ alternativnog diskursa sigurne prostore transnacionalnosti.
Stoga, korpus post/jugoslavenskog antiratnog Zenskog eseja postaje centar novih znanja o nasim, i
ratovima uopste.

Kljuéne redi: antiratni esej, spisateljice, angazman, post/jugoslavenstvo, feminizam

Spisateljice i autorke protiv rata

Ratnu proizvodnju haosa, uzasa, emocija Soka i straha u politickoj dimenziji utemeljuje
poostrena ideologija patrijarhata proZeta projektom nacionalizacije Zene. U navedenom
procesu Nira Juval Dejvis (Nira Yuval Davis) u Rodu i naciji (1997) detektira krizanje roda i
nacije ,,polazec¢i od ‘uobicajenih’ uloga zena u bioloskoj reprodukciji nacije, preko njihovih
uloga u kulturnim tumacenjima nacija do nacina na koji civilni oblici nacionalnog,
posredstvom prava i duznosti gradana, dobivaju rodni karakter (Yuval Davis 2004: 15).
Postupak kontroliranja i formiranja pozZeljne figure Zene u ratu determiniran je fenomenom koji
Sintija Enlo (Cynthia Enloe) naziva militarizmom ili opravdavanjem i provodenjem akcija u
cilju zastite nacionalne sigurnosti. U knjizi Globalizacija i militarizam (2016) Enlo
militarizacijske procese promatra kroz prizmu umanjenja ili obezvrijedenja brojnih oblika
feminiteta,! odnosno marginalizacije Zena jer ,one su u ovim izrazito militariziranim i

maskuliniziranim regijama danas vidljive tek kao nijeme Zrtve ili korisne patriotkinje* (Enloe
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2020: 47). Odstupanje od modela Zene u naciji i ratu (kao i sferi koja definira druStveni poloZaj)
oznacava ulazak na teren borbe za autonomiju koja ukljucuje: pomjereni rezon, argumentiranje
alternativnih spoznaja i artikuliranje glasova zene uprkos moc¢i i dinamici desubjekcije.

Navedene drustvene okvire nuzno je dekonstruisati i na nivou uloge Zene, ali i u polju
potencijala konstrukcije antiratnog zenskog teksta. Zadatak Citateljke je da, uprkos
marginalizaciji, antiratne narative spisateljica i autorki interpretira kao ,,neophodan vitalni deo
celine®, odnosno iz perspektive koju za oblikovanje feministickih teorija crnkinja uvodi bel
huks (bell hooks), a koja proizlazi iz suprotstavljenog videnja svijeta koje ¢e nas usmjeravati
da ,razvijemo ideje i analize koje ukljuCuju razli¢ita iskustva“ (hooks 2006: 10). Uprkos
monopolu militaristiCkog narativa, utiSani glasovi s margina uzurpiraju prostor bez ,,dozvole
za druge [...] alternativne diskurse® (Cooper et al. 1989: 19). Promatrani s ovog aspekta,
antiratni zenski tekstovi zauzimaju specificnu poziciju koja se reflektira kroz stvarnost
istorijskog dogadaja raspada Jugoslavije, a iz mikroherstorijskog rakursa — Zenskog
iskustvenog subjekta utisnutog u tijelo teksta. Unutar literarnog korpusa se isti¢e Zanr eseja za
koje Tatjana Rosi¢ u radu ,,Feministi¢ki esej u srpskoj knjizevnosti i raspad Jugoslavije” (2015)
navodi da su ,rezultat angazovanog ‘rukopisa’ spisateljica i teoretiCarki s prostora bivse
Jugoslavije, koje u svojim tekstovima na kriticko-polemicki i analiticki na¢in ukazuju na
uzroke politicke krize, dolaze¢eg gradanskog rata i dezintegracije ne samo SFRJ, vec
celokupnog nasleda jugoslovenstva® (Rosi¢ 2015: 233-254). Angazirane esejistkinje, svjesne
ili ne zenske, autorske pozicije, promisljaju ratne uzase i komentiraju kompleksnost zenskog
polozaja u drustvu uopste. Na bazi hibridnosti feministicke autorske poetike 1 eseja moguce je
za istrazivacku osnovu istaknuti zajedniStvo, a koje u interpretativnim dimenzijama posjeduje
jasne konture onog $to Tatjana Rosi¢ vidi kao transnacionalni kriti¢ko-esejisticki diskurs s
feministickim predznakom.

Polje antiratnog Zenskog eseja u post/jugoslavenskom alternativnom 1 anti/politickom
kontekstu obuhvata sklop heterogenih mehanizmama koji redefiniraju angaziranost ispoljenu
kroz determinante transnacionalnog: antiratnog, alternativnog, anti/politicCkog i1 zenskog.
Angazman producira licno [je] politicko? opredjeljenje esejistkinja na dekonstrukciju
patrijarhalnih i nacionalnih diskursa. Transnacionalnost se definira primarno kao kulturalni
proces prevazilaska granica nacionalnih drZava, te ga je neophodno kontekstualizirati pojmom
nacionalizma.®

Poslednji segment se ne odnosi na zensko pismo, ve¢ na ukljuc¢ivost i pluralnost zenskog
zapisanog iskustva, te odlucnost na drustvenu promjenu. U jeziku esejistkinja odvija se fuzija

intimnog 1 javnog, koje je ujedno i anti/politi¢ko jer podrazumijeva ¢in podrivanja ideoloskih



svjetonazora na nacin da se anti/politicko etablira kao individualni spisateljski ¢in protiv
nacionalizma i rata kao ¢inova gluposti i zla. 1z direktnog ratnog podrazaja na tekst antiratno
zensko pismo se etablira u neminovnostima simboli¢kog, te osim $to donosi subjektivne isjecke
individualnog traumatskog iskustva, forma eseja sluzi za iskaz egzistencijalnih pitanja vezanih
za opstanak zene u ratovima. Otpor ratu ras¢lanjen do najsitnijeg elementa oznacava borbu
protiv srodne patrijarhalne ideologije i obrnuto, jer ,,iskorjenjivanje patrijarhata necée izlijeciti
sve drustvene boljke, mora se takoder iskorijeniti povezani ratni sistem‘ (Cooper et al. 1989:
21). Post/jugoslavenski antiratni Zenski esej oznacava alternativni diskurs: pluralnih zenskih
glasova s razlicitih strana novouspostavljenih i zarac¢enih granica i (pod)svijesti o zenskom
poloZaju unutar nacionalnih korpusa. Kao takav, esej se pojavljuje kao forma ili hibrid* satkan
od autonomnih refleksija na personalna iskustva i poziciju politickog kao anti/politickog.

U interpretativnom fokusu rada nalaze se reprezentativni antiratni zenski eseji
zasnovani na razlici pisanja, dakle ideji transnacionalnog i anacionalnog, kao i na
humanistickom 1 etickom ¢inu pri ¢emu spisateljski subjekt funkcionira kao autonomna i
kulturoloska nositeljka teksta/tekstova u kojima se podudaraju premise u jedinstven kognitivni
okvir. S ciljem dokazivanja navedenog nau¢nog konstrukta koristice se eseji: Dubravke
Ugresi¢, Rade Ivekovi¢, Jasmine TeSanovi¢, Lepe Mladenovi¢ i Alme Lazarevske. Razlog
uspostavljanju transnacionalne i anacionalne paradigme je dvostruk. Za razliku od postojecih
studija koje se uglavnom odnose na partikularne i1 jednonacionalne esejisticke kanone ili
pojedinacna djela ili opuse autorki, primarni zadatak ovog rada je da se napravi iskorak iz
takvih ograniCenja, da se suoci s potencijalima i izazovima interdisciplinarnih Citanja, te da se
kontinuiranim prelaskom utvrdenih barijera izgradi i nau¢no opiSe sintetizirana ideja kod
spisateljica i autorki u medudrzavnim kontekstima — veza zenskog zajedniStva kao referentne
tacke (feministi¢kog) otpora zvani¢nim razaracko-ratnim diskursima. Esejistkinje su prevazisle
granice 1 ucestvovale u uspostavljanju pluralnog prostora antiratnog otpora. Uporiste
zajedniStvu potice iz naslijeda antifasisticke borbe, ranijih emancipacijskih praksi i pristupa
znanjima koji su oblikovali Zene koje pripadaju generacijama autorki antiratnih zenskih eseja.

Kada su u pitanju antiratni eseji, potrebno je sagledati umrezenost problema:
kulturoloske negativizacije Zenskog ¢ina pisanja (kanonskog smjestanja u bezopasne, rubne
Zanrove), zahtjev oponaSanja pozeljnog feminiteta, asimilacije s nacionalnim identitetom i
zauzimanja pozicije nacionalnog pisca. U odnosu na licno iskustvo sataniziranja zbog
autonomije u pisanju u kljuénim godinama rata, Dubravka Ugresi¢ s pravom deSifrira profil
nacionalnog pisca navodeci da je najlakSe i najprofitabilnije biti pripadnikom nacionalnog

kanona i nacionalnih fantazmi, odnosno biti ,,knjiZzevnicom svoga naroda®, ali ipak, ,,izabrala



sam neprofitabilniji put: ne Zelim pripadati nikomu, ni narodu, ni naciji, niti nacionalnoj
knjizevnosti“ (Ugresi¢ 2008: 367). Otpor nacionalnoj, ali 1 knjizevnoj angaziranosti u
kontekstu ratova u kojima se raspala Jugoslavija za spisateljice i intelektualke predstavljao je
prisivanje etikete narodne neprijateljice, defektnosti i deformiranosti. Zene u javnom prostoru
su prokazane kategorizacijom rada (nastalog na etickim porivima zastite umjetnosti i odbrane
vrijednosti humanizma) kao izdajnickog, zbog ¢ega su dozivjele nasilje i progon, ¢emu je
svakako najzorniji prikaz lin¢a filmske dive Mire Furlan ili slu¢aj Vjestica iz Rija.°
Visedecenijski napad na VjesStice, koji i danas traje, svjedo¢i najviSem stepenu
tradicionalistickog i instrumentaliziranja Zene kojim je zapaljen plamen narodne hajke (iz
politickih razloga namjerno ne upotrebljavam rije¢ histerija, iako se simbolicki spaja s
inkvizicijskim tehnikama) ¢iji cilj je: diskreditirati, demonizirati i organizovati lomacu za
neposlusne umjetnice i intelektualke. Udar su pretrpjele i zene s drugih nacionalnih strana, koje
su se kao VjeStice ogrjeSile o nacionalni koncept Zene i odbacile patrijarhalno-nacionalno
proskribovan feminitet. Spisateljice i autorke prisutne u javnosti imale su (i imaju) izbor:
lojalnosti ka ideoloskim vrijednostima nacije, odnosno, prema rije¢ima jedne od vjeStica,
Dubravke Ugresic, izdaje, svrstavajuci se uz jugonostalgiju kojom se definira izdajica koja ne
stoji na braniku novokompovane nacionalne domovine, ve¢ bira prostranstva lijepe
knjiZzevnosti i ,,Slobode Govora“ (Ugresi¢, 2008: 130). Veéina post/jugoslavenskih antiratnih
esejistkinja, kao i sama Dubravka UgreSi¢, odabrale su put odbrane anacionalnosti, slobode
govora i pisanja, te obaveze drugacije i pravicnije participacije u druStvenim tokovima. Esejom
»Profesija: intelektualac* iz zbirke Kultura lazi: antipoliticki eseji (1996), Dubravka Ugresic¢
je sumirala nasilje 1 eskomuniciranost kao pesimisticnu bespomoc¢nost, odnosno sumnju u

mogucénost i1 znacaj rijeci:

Nisam se u znak protesta protiv rata polila benzinom i javno spalila. Nisam obracala
paznju na postojanu proizvodnju lazi, pustila sam da teku niz mene kao prljava voda.
Moje su akcije zanemarljive, imale su uglavnom pisanu narav. Pisanom rjecju prekasno
sam razgnjevila svoju sredinu. Nisam cak, eto, uspjela umrijeti od stida. To $to nisu ni

drugi ne opravdava me. Da, ja sam kriva! (Ugresi¢ 2008: 266)

Potresnom autopercepcijom vlastite nedostatnosti pisanja u navedenom citatu razotkriva se
skopcanost antiratnog pisanja s teznjom na osmisljavanje egzistencije u ratu. U okviru
Sokantnog iskaza o samospaljivanju kao konacnom protestu protiv drustva rata (smrt kao pecat

konacnosti i opomene, ali i zavrSetak postojanja svijeta) i protivteZi koja je imanentna pisanju



— generira se pesimisti¢no iskustvo destabiliziranog identiteta suo¢enog s mrznjom i opasnosti
iz Cega se formira Zenski subjekt u otporu. Ugresickin subjekt pregovara za ugrozeno eticko Ja
1 u borbi, opovrgavaju¢i mo¢ rijei, u ¢emu bi se mogla u recidivima prona¢i i strepnja od
autorstva. Naime, radi se o tragu kulturoloskog obeshrabrenja spisateljice kroz utjerivanje
straha koji usvaja, a $to funkcionira kao problem ,,korjenite strepnje da ne umije da stvara, da
¢e je [...] Cin pisanja izolovati 1 unistiti (Gilbert 1 Gubar 1984: 49) usloZznjen napadom na
smetajuce devalorizirano tijelo Zene koje treba spaliti. Iskazana skepsa u pisanje upucuje na
osmisljavanje svrhe pisanja, pogotovo u haosu i bestijalnosti rata i upitnosti egzistencije. U
cilju interpretiranja stava Dubravke Ugresi¢ nuzno je posegnuti za desifriranjem znakova.®
Smisao ne moZze biti determiniran Zenskim samo/Zrtvovanjem, prije horizont o¢ekivanja treba
biti unutar literarno-lucidnog iskazljivog Ja koje se artikulira kao jezi¢ki, autonomni, abjektni
kulturoloski subjekt esejistickih tekstova kao replike povijesti drustvenih neprilika. Brutalna
autokritika esejistkinje u interpretativnom smislu uslovno moze biti istumacena u etickoj sferi
bolne bespomocnosti da se (ideoloSko-politicki 1 nacionalno-ratnicki) poreci smijene.
Ugresicka ilustrira beskompromisnost pozicije spisateljice Sto postaje uopsteno mjesto za sve
post/jugoslavene antiratne esejistkinje.

Citateljske strategije pri analizi eseja igraju klju¢nu ulogu u odbacivanju nacionalne
napetosti koja uvjetuje recepciju, to jeste uti¢e na negiranje alternativnih, zenskih tekstova o
ratu. Citanjem se imanentno traga za vijerom u svrhu tekstova. Nauéni pristup integrira poziciju
ucenja Citanja kao zena, ako se poigramo rijeCima Anet Kolodni (Annette Kolodny), Sto
determinira generiranje znanja o hipotezi iz domena transnacionalnog zajedniStva u
post/jugoslavenskom antiratnom Zenskom eseju. UkrStanjem diskursa Zenskih iskustava s
razli¢itih strana novih drzavnih granica, a koja su iskazana jezikom, ostvaruje se nova
,moguénost da se Cita ‘kao zena’* (Culler 1991: 44), uz nuzno osvjestavanje da interpretacija
sluZi za izgradnju i uévrséivanje temelja za proizvodnju i kontekstualizaciju drugacijih znanja

u sistemima koji pretenduju na cenzuru.

Figura post/jugoslavenske zZene: od emancipacije do instrumentalizacije

Procesu ratne zloupotrebe Zene kao majke nacije zasnovanom na simbolu etni¢kog
diskursa koji racuna na ,,gensku zalihu nacije* (Yuval Davis 2004: 36), doprinosi i fakt da se
pripadnost odredenom kolektivu odreduje rodenjem. Nacionalni nadzor nad prokreativnim
sposobnostima Zenskog tijela, uz ideje o Cistoti rase, ali i Krvi, pro¢is¢en je iz pamteceg

karaktera kulturalnih naslaga i neravnopravne distribucije mo¢i izmedu spolova. Aktiviranjem



stereotipa iz tradicionalnog seta vrijednosti, kreiraju se preporuceni modeli feminiteta
metaforizirani nacijom, pri ¢emu se modeliranje temelji na ulogama zena ,,kao simbolickih
Cuvara granica i utjelovljenja kolektiviteta koji ih istodobno kulturno reproduciraju (Yuval
Davis 2004: 37). Esejisticka kritika manipulacije i instrumentalizacije Zene kao tijela na kojem
se odvija bitka i na koje se kao na mapu upisuju poruke neprijateljima i putem kojih se mijenja
strukturna cistofa nacije zasnovana je na pocetnim pretpostavkama koje se vezuju za
deemancipacijske prakse posljednje faze socijalizma, a koja se odvila u nacionalpopulisti¢(kom
ambijentu 80-ih godina 20. vijeka u Jugoslaviji.

U eseju ,,(Ne)predstavljivost zenskog u simboli¢koj ekonomiji: Zene, nacija i rat nakon
1989 godine* (2000) Rada Ivekovi¢ se osvrée na znacaj uCestvovanja Zena u oslobodilackom
pokretu u Drugom svjetskom ratu, Sto je posluzilo za temelj (primarno kroz aktivnosti
Antifasistickog fronta Zena) za postizanje vidljivosti kroz reprezentaciju u politickoj i
drustvenoj sferi.” Posljednje decenije jugoslavenskog drustva su obiljezene izrazitim
deemancipacijskim pokusajima za koje Rada Ivekovi¢ daje ocjenu privida ako se uzme u obzir
da ,,vidljivost nije istinski pra¢ena ni podrzavana dubokim promjenama u druStvu, ponasanju
ili uvjerenjima u pogledu Zena“ (Ivekovi¢ 2000: 18). Tokom 80-ih zene su bile ,,postepeno
eliminirane iz javnog Zivota i ono malo posredne politicke reprezentacije” (Ivekovic¢ 2000: 18).
Nada Ler Sofroni¢ u knjizi Neofeminizam i socijalisticka alternativa (1986) upucuje na potrebu
dijalekticko-istorijske analize polozaja Zene u socijalizmu u odnosu na oslobodenje od
patrijarhalnih okova. Kao centralni problem socijalizma navedeno je formiranje zene u svijetu
manipulacije materinstvom, odnosno ,,kroz polnu socijalizaciju i pristajanje na ulogu drugog*
(Ler Sofroni¢ 1986: 121). Protivrje¢nosti socijalizma prenijete su 1 u nacionalne sisteme iz
razloga njihovog povratka na ,,istorijske svesti [koje] se fiksiraju, vulgarizuju i funkcionalizuju
u sluzbi autoritarne vlasti, ekstremno represivne socijalizacije, hermetickog osujecenja kriticke
svesti i autonomne prakse, totalne ideoloske kontrole® (Ler Sofroni¢ 1986: 131-132). U
nacional-populizmu, slika Zene je kreirana uz tradiciju, nacionalizam i mizoginiju. Jasmina
TeSanovi¢ u eseju ,,Zene i rat* iz zbirke Balkan ne postoji (2004) dekonstruise mehanizme

modeliranja zene koji su se odvijali paralelno u svim krajevima Jugoslavije.

Konstrukcija starog-novog modela moze da se definiSe u tri reci: instrumentalizacija,
tradicionalizacija 1 naturalizacija Zena za vreme rata a naroCito za vreme
nacionalisti¢kih ratova. Zato S§to je to trenutak kad se druStvo totemizuje: svaki

nacionalizam pozitivan ili negativan, konstruisan je na razli¢ito konstruisanom musko-



Zzenskom odnosu ali postoji u svima jedna zajedni¢ka tacka: muSkost muSkarca se

forsira kao podredenost Zena. (TeSanovi¢ 2004: 16)

Preplitanjem procesa instrumentalizacije, tradicionalizacije i naturalizacije generira se pozeljna
figura Zene/nacije otjelovljene njenim bioloskim mocima i patrijarhalizovanim feminitetom. S
tim procesima dolazi do poimanja Zena kao ,,prirodnih granica“ (Juval-Dejvis 2015: 122)
nacije. Istovremeno, evociran je simbolizam domovine ili istorijsko-kulturoloski zalog
viktimizacije, S§to je pojacalo instrumentalizaciju Zene u nacionalistickim ratovima.
Instrumentalizacija se namece kao problem odnosa medu spolovima koji je duboko politicki
proces. Jasmina TeSanovi¢ s razlogom ukazuje na okidac i rezultat distribucije rodne moc¢i jer
je i rat prevashodno izrazen u tom hijerarhijskom odnosu — forsiranju muskosti muskarca i
podredenosti Zene. I Rada Ivekovi¢ u ve¢ pomenutom eseju isti¢e naturalizaciju kao znacajnu
za odrZavanje etnokracijskog poretka. Naturalizacija je zasnovana na subordinaciji Zene, te
stoga taj ideal postaje osnova svim drugim svodenjima: klasnom, rasnom i nacionalnom.
Drustvena promjena u smjeru individualnog i kolektivnog esencijaliziranja neprijateljskih
Drugih u cilju je ostvarenja dominacije nad njima. Zahvat omogucava filozofska asimetrija
definiranja jednih uz pomo¢ Drugih (mi naspram njih), odnosno vjecito negativna kulturoloska

slika razli¢itih od normiranih nosioca mo¢i.

Ovi se postizu putem historijskog procesa naturalizacije, esencijalizacije podredenog
Clana jedne dihotomije koja se pocetno i1 apstraktno prikazuje kao simetricka.
Podredena klasa, rasa, etnicka grupa, nacija (sve redom historijski 1 druStveni
konstrukti, i dakle relevantne fikcije) se feminizira (naturalizira) da bi se njeno

poredenje ucinilo prihvatljivim, da bi izgledalo prirodno. (Ivekovi¢ 2000: 11)

Obrazac o feminizaciji neprijateljskih nacionalnih skupina pitanje je obezvredivanja i
podredenog poloZaja Zena. Parafrazirajéi Seri Ortner (Sherry Ortner) moguée je prepoznati
univerzalni karakter Sistema povratne sprege, koji ne samo da aspektira fizicke, drustvene i
psiholoske razlike kao bliZze prirodi i samim time proporcionalno negativne, ve¢ navedeno
institucionalizira u svrhu opste podredenosti i reproduciranja drustvenih modela i konstrukata
etni¢ke grupe i nacije.®

U feminiziranom drustvenom ambijentu odvijaju se mikroprocesi ograni¢avanja i
vraéanja Zene u privatnu sferu. ,,Zene su &esto Zrtve nacina na koji drzava definira kulturne

potrebe zajednice u pogledu obrazovanja, braka i razvoda i drugih podru¢ja“ (Yuval Davis



2004: 103). ,,Zene su u kolektivnoj imaginaciji povezane s decom i stoga sa buduéno$éu kako
kolektiva, tako i porodice” (Juval-Dejvis 2015: 121). Takoder, razlog shvatanju potice iz svrhe
porodice kao druStveno razdrobljavajuce, koja omogucava zenama ,,partikularisticku vrstu
preokupacija, nasuprot onima izmedu porodica koji predstavljaju visu, integrativnu,
univerzalisti¢ku vrstu preokupacija“ (Ortner 2003: 163). Zahvaljujuci bioloSkim vezama zena
se obavezuje poslovima radanja, brige o potomstvu, cuvanju i kuvanju. Jasmina TeSanovi¢
korijen tradicionalizaciji nalazi u druStvenom sistemu i porodici: maj¢instvu, domacinstvu i
zadatku supruge. ,, Tradicionalizacija drustava se pojavljuje kao posledica ovog fenomena: zene
koje su vrac¢ene u kucu sada bivaju konstruisane kao male Zene koje se bave malim stvarima
po ceo dan: savrSene zene, majke, domacice” (TeSanovi¢ 2004: 17). Interpretacija ove
zabiljeske je slozena jer ukljucuje pozitivnu nacionalnu figuru Zene koja, s jedne strane,
praktikuje ispunjavanje prirodnih zadataka, dok, s druge, znaci njenu savrSenost na osnovu
identifikacije s kolektivnim. Kako se u analizi navedenog ne bi izostavila uloga supruge,
potrebno je interpretirati ideju heteronormativnosti vezanu za poimanje Zene kao inkubatora
nacije 1 pripadnosti kolektivitetu koja se odreduje nadzorom nad ,sklapanjem braka,
prokreacijom, te, dakle spolnoscu (Yuval Davis 2004: 36). RijeCima Elizabet Badenter
(Elisabeth Badinter), brak je temelj patrijarhalnog drustva koji legitimizira vlast muskarca nad
zenom pri ¢emu sistem opstaje pod uslovima ,,da brak zadrzi znacenje razmjene Zena; drugi,
koji je preduslov prvoga, da bude odrzana asimetrija spolova, odnosno [...] da Zene i dalje
ostanu vezane za kategoriju predmeta“ (Badenter 1986: 113). Jasmina TeSanovi¢ u kontekstu
rata demontira ¢injenicu da zene nikad ne pripadaju sebi, nego druStvu kojim upravljaju
muskarci, a koje Zene podrzavaju. Stoga, Zenski identitet je iz druge ruke, sekundaran ili
polovan. U odnosu na drustvenu distribuciju uslovljenu patrijarhatom, Zena prihvata model i

konstituira se kao korisna patriotkinja.

Dakle takva drzava kao i javni identitet joS uvek postoje i to ne samo u nasoj podsvesti
i u psiholoskim razlikama, ve¢ i u naSim zakonima. [...] To je kod Zena neSto sasvim
drugacije: zato Sto je nacionalni, drzavni i javni identitet kod Zena uvek identitet iz
druge ruke: polovni. [...] Njihova veza sa drustvom, njihov kredo je potpuno filozofski,
legalno i psiholoski druge vrste i prirode od muskarceve. One konstruiSu svoj identitet
podrzavaju¢i svog muskarca. I u tom smislu, nacionalizam je, kao 1 histerija,

reifikovana bolest muskarca kroz telo zene. (Tesanovi¢ 2004: 12)



Pripadnost Zene kolektivnim identitetima je prinudna, ste¢ena rodenjem i1 vjekovnim tlacenjem,
te argumentiranjem u polju nacionalizma. Radi se o militarizaciji koja podrazumijeva odricanje
zena od ,,individualnog rasudivanja i znatizelje* (Enloe 2020: 61) u korist muskarca, vlade i
rata ili ideologija. Sintija Enlo istie karakter Zenskog prihvatanja bracnog ugovora koji
podrazumijeva podrZavanje preferiranih doktrina: porodice i militarizovanog braka. Prisilan
identitet (Chhachhi, prema Yuval Davis) Zene povezan je sa svim razinama kulturalnih
znacenja. SavrSenstvo Zene u akcijama ukljucuje ispunjavanje domestickih duznosti ¢ime se
potvrduje involviranost planovima (reprodukciji, konceptima krvi i pripadanja — etni¢kog
porijekla) i odanosti naciji.®

Unutar procesa instrumentalitacije Zena se pozicionira kao instrument u rukama ratnika.
Spolni element je strukturiran tijelom kao esencijalnim simbolom teritorije i granica, Sto vodi
u ideju ,,nacionalne Cistote*. Tragom tih ideja Jasmina TeSanovi¢ i Rada Ivekovi¢ zakljucuju
da rat postaje povod iza kojeg se nalazi drustveni zahtjev stalnog obracuna muskog sa zenskim
spolom. Jasmina TeSanovi¢ navodi da rat ,,nema veze samo sa muskim ratom, ve¢ je to jedan
trajni musko-zenski rat. To je polno nasilje...” (TeSanovi¢ 2004: 18). Tu pretpostavku iznosi i
Margaret Higone (Margaret Higonnet) u knjizi Civil Wars and Sexual Territories (Gradanski
ratovi i seksualne teritorije, 1994) gdje konstatira da je rat ,,metafora za bitku medu spolovima*
(Higonnet 1994: 80). Osim §to direktno odrazavaju politicke relacije, rodni odnosi su pozeljni
I za analizu ,kratkotrajnih ali radikalnih smjena u Zzenskom polozaju koje otkrivaju u kojoj
mjeri su arbitrarne naSe definicije maskulinog i feminilnog“ (Higonnet 1994: 80). Na temelju
patrijarhalnih odrednica maskulinog i feminilnog zasnovana je logika vojniStva. Suzan
Braunmiler (Susan Brownmiller) u studiji Against Our Will: Men, Women, and Rape (Protiv
nase volje: muskarci, zene i silovanje, 1975) stavlja akcent na karakter maskulinog u vojskama,
pojasnjavajuéi da muskost vojni¢kog i mo¢ oruzja, duhovna povezanost ratnika, disciplina i
naredbe (hijerarhija) potvrduje muskarcima njihovu superiornost i zensku pasivnost i
inferiornost. U prilog tezi ide uzasna provala nacionalizma na primjeru ratnog silovanja u
bivsoj Jugoslaviji, kao izravne poruke tudim zenama kao ,,simbolicki najsigurnijem nacinu
osporavanja neprijatelju ciste loze, dakle, granica i teritorija” (Ivekovi¢ 2000: 26). Rijeima
Braunmilerove, tijelo silovane Zene postaje ceremonijalno ratiste, a sam ¢in ,,poruka muskarca
muskarcu, Zivi dokaz pobjede jednog, a neuspjeha i poraza drugog™ (Braunmiler 2013: 9), ali
istovremeno i prilika jer ,,rat muskarcima pruza savrsenu psiholosku pozadinu da daju oduska
svom preziru prema zenama“ (Braunmiler 2013: 8). Zbog toga, Zena postaje subordinirana

figura 1 meta nacije. Dodirnu tacku s premisama Jasmine TeSanovi¢ i Rade Ivekovi¢ imaju 1



stavovi Dubravke Ugresi¢ iznijeti u eseju ,,Mi smo decki* (u: Kultura laZi, 1996) u kojima kao

istinske Zrtve ratova navodi Zene.

Zene su u ratu izgubile domove, djecu, muZeve. Zene su u ratu silovali. Najprije jedni
muskarci, zatim Cesto 1 njihovi muzevi (,,Iz polupane ¢ase se ne pije*), zatim strani
mediji, pa domaci mediji... U ovom trenutku o prognanim i silovanim Zenama i njihovoj

djeci brinu — druge zene. Ne muskarci. (Ugresic¢ 2008: 178-179)

Ratni zloc€in silovanja zasnovan je na brutalnom nasilju usmjerenom ka zeni. Dubravka Ugresic¢
ukazuje na pogubnost ratnog silovanja koje donosi pluralne traume i nepopravljiv razdor bica,
te stigmu radi zloc¢ina, odbacenost i1 repetitivno nasilje. Navodenjem narodne uzreCice se
opservira karakter muskog dozivljaja silovanja svojih Zena kao ponizenja. ,,U ratu, kao i u miru,
muzevi glavni teret krivnje za taj uzasni zlo€in prebacuju na svoje zene* (Braunmiler 2013: 9),
Sto im daje opravdanje da sistemski dodatno teroriSu i na same Zene stavljaju teret krivice za
zlo¢in poc¢injen nad njima. U pozadini reprezentovanih odnosa nalazi se kod po kojem su
»patrijarhalne zajednice izmislile brojna lukavstva kako bi muskarac ostao gospodarem zenina
trbuha* (Badenter 1986: 111). | to je u ratovima najvidljivije, ,,Zene u ratu su poStanski
sanducici, tijela koja sluze za odasiljanje poruka drugim muskarcima, neprijateljima. Pritom
neprijateljima koji su joS donedavno bili bra¢a® (Ugresi¢ 2008: 178-179). Parafrazirajuci
ogorcenog poznanika (Zene kao medij za prenos poruka), esejistkinja pogada u srz maskuline

nacionalne dogme — dekodiraju¢i jezik svojstven muskarcima.

Esejistkinje vs. logika rata i jugoimaginarij

Post/jugoslavenske autorke poput Rade Ivekovié¢, Lepe Mladenovi¢ i Dubravke Ugresi¢
u esejima argumentovale su stav o, kako ga Ugresi¢ imenuje, specificnom jugoimaginariju koji
uz dekonstrukciju moze posluziti za iSCitavanje logike rata. Osnovu za razumijevanje ratova u
distribuciji mo¢i medu spolovima. Utvrdivsi da su nasi ratovi sustinski bili bratoubilacki, Rada
Ivekovi¢ implicira da unutar tog poretka nije bilo Zena. Potcrtavsi ujedinjenje u pocinjenju
ratnickih brutalnosti (usmjerenih protiv Zena), esejistkinja bratoubilacko analizira u
feministickom smislu — jer u nasem jeziku cak i pojam ,,nosi polnu podjelu, ¢ak i porodi¢nu
strukturu“ kroz koju se ogleda mo¢ patrijarhalnog militarizma. U jugoslavenskom toposu

bratstvo se artikulira procesima ukljuc¢ivanja (sebi istih muskaraca) i isklju¢ivanja 1 unistavanja



neprijatelja. Bratstvo ojacava nacionalisti¢ki konflikt. Dakle, zene su isklju¢ene kao primarni
neprijatelji jer militarizovani poredak (bratskog) druStvenog ugovora je generiran iz
patrijarhalnog prava koje muskarci primjenjuju nad zenama. Kerol Pejtmen (Carole Pateman)
u Zenskom neredu (1990) identificira drustveni ugovor kao ,.bratski savez koji konstituira
gradansko drustvo kao patrijarhalan ili muski poredak* (Pateman 1998: 38). Drustveni ugovor
su sklopila (oblikovala) bra¢a kako bi uveli patrijarhalno pravo bratstva. Cilj druStvene akcije
muskaraca je primjeniti ugovor ,koji legitimira njihovo pravo i omogucuje im da izvlace
materijalnu i psiholosku korist iz podredenosti Zena* (Pateman 1998: 49). Na istim postulatima
na kojima je strukturirano bratstvo, kodiran je i rat. Stoga, Rada Ivekovi¢ zakljucuje:
,Bratoubilacki rat 1 jeste paradigma svakog rata® (Ivekovi¢ 2000: 24). Sukus ugovora
predstavlja komunikacija s drustvenim resursima i drugim muskarcima. Iznjedreno bratstvo (u)
ratovima utemeljeno je na osje¢aju maskuline lojalnosti. To je ,,0sje¢aj odanosti Svojim
deckima [koji] igra glavnu ulogu u iskustvu muskih boraca. Bez obzira na kontekst i razmjere
rata, ratni drugovi, ili muSka povezanost, gotovo uvijek se naglase kada se govori o tome kako
vojnici mogu izdrzati nevjerovatne napore Sto ih donosi rat“ (Yuval Davis 2004: 138).
Apsurdno, muskarac se namece kao jedini zastitnik koji performira ulogu zastitnika nacionalne
sigurnosti. Na taj nacin potvrduje vlastitu superiornost. Prirodni zaStitnik u patrijarhalnom
drustvu se smatra i idealnim kontrolorom ,,feminiziranih zasti¢enih ne samo zato $to su jaci
nego i (navodno) pametniji* (Enloe 2020: 65). Legitimirani ideoloSkom mo¢i, zaStitnici ¢e
Ciniti strasne zlo¢ine.

Logiku kulture nasilja u eseju Prljave ulice (1995) demistificira Lepa Mladenovic¢
polazeci od pretpostavke o rodno uvjetovanom nasilju (muskaraca ka zenama i imaginarnom
neprijatelju) podizu¢i je na analoski nivo s ratnim nasiljem. Lepa Mladenovi¢ locira transmisiju
svakodnevnog rodnog nasilja u ratno nasilje nad Zenama. Na binarnom sistemu opozicija
generirano je nasilje nad Drugima. ,,Ako interferencija spolova poti¢e zebnju narocito kod
muskaraca, moZemo shvatiti njihovu agresivnost prema Zenama i proces spolne segregacije
koji se izrodava u konfliktnost* (Badenter 1986: 142). U vremenu ratne, ideoloske
neuravnotezenosti provode se strategije nasilja nad pocinjenima. U tom smislu, ratno nasilje
funkcionira kao bitna vojna strategija uniStavanja neprijatelja. Rasclanjen, problem distribucije
moc¢i izmedu spolova zasnovane na ocuvanju poretka u kojem ,,jedan od spolova raspolaze
cjelokupnom vlaséu — a to moze biti samo muski spol, siguran u postojanost svoje fizicke
sposobnosti — on ¢e vladati u uzasnom strahu da ¢e mu vlast preuzeti ono Drugo i njega samog

pretvoriti u nista® (Badenter 1986: 143). Nasilje se etablira kao klju¢ni mehanizam uspostave



kontrole nad drugima/pot¢injenima 1 trajnijeg ocuvanja poretka. Analizom drustvene kontrole

prioritetne skupine Zena je objasnjena logika nasilja.

Sli¢nosti se mogu videti u logici tlacitelja i ratnika koji razliku stanja Drugosti tretiraju
sa mrznjom, razaraju je i zloupotrebljavaju. Slicnosti se vide u iskustvima zena koje su
zlostavljane zbog svog pola ili zbog svog etniciteta. [...] Logika rata i logika nasilja
prema zenama imaju mnoge zajedniCke strategije. Kontrola teritorije Drugog pomocu

straha i nasilja jedan je od aspekta ove zajednicke logike. (Mladenovi¢ 1995: 5-8)

Primarni aspekt o kojem esejistkinja vodi raCuna je mapiranje tijela kao mjesta ispisivanja
mo¢i. Kontrola kao discipliniraju¢a tehnologija Misela Fukoa, usmjerena je na metode
djelovanja moéi putem kojih se oblikuje subjektivnost individue. S obzirom na to da je u
srediStu njegove paznje protok moci (provedba politike), nacini izvrSenja moc¢i su konkretni 1
partikularni. U ratu moc¢ figurira zahvaljuju¢i uspostavi ratne kontrole koja se postize
mucenjem kao nasiljem.’® Mucenje kao dio rituala usmjereno je na tijelo, na Zudnju da se
fizicko postojanje (ratnog ili Zenskog) neprijatelja javno obiljezi i da ¢lanovi oba kolektiva —
onog u ¢ije ime se provodi kaznena pravda i drugog kaznjenickog — shvate ko i zasto je Zrtva
koja se ,,zigoSe sramom — bilo ozZiljkom koji ostavlja na telu, bilo prizorom za javnost, jer
ionako je svrha mucenja da se iskupi zloc€in, time se izmiruju ra¢uni (Fuko 1997: 35). U ime
etnickih dugova neprijateljske drugosti — ona/j koja/i posjeduje karakteristike prezrene drugosti
bic¢e podvrgnut/a kontroli i kaznjavanju. Cilj javnih nasilnih rituala proistice iz principa osvete
zadavanjem boli, izazivanjem straha i respekta spram moc¢nika. Taj princip skopcan je s idejom
krvi i tla koje sluze uspostavi dominacije. Rezultat djelovanja ovog principa je mucenje ili smrt.
Logike tlacitelja (po spolu) i ratnika (po etnicitetu) postaju identicne u efektu. Cilj jeste napad
na tijelo kao bioloski sklop i kulturoloski simbol. Tijelo determinirano biologijom,
patrijarhalnom feminilnosti i nacionalnim identitetom postaje sinonim politickog polja mo¢i.
Mo¢ se izrazava borbom za oblikovanje, kontrolu, dresiranje i slanje poruka preko tijela Zene.
Takoder, tijelo je povriina za iznudivanje znakova.'* Mugkarci u ratovima koriste Zensko tijelo
za desubjekciju li¢nosti, destabilizaciju identiteta i koloniziranje, mucenje i mijenjanje stanja
tijela. Ukratko, patrijarhat je sistem discipliniranja Zena. Ratnicki patrijarhat se sluzi

strategijama slanja poruka neprijateljima putem njihovih Zena.

Zar se nismo toliko puta pitale kako ¢ovek u ratu moze da siluje zenu koju mrzi? Kako

on moze da ude u njeno telo, jer mi smo mislile ako nekoga mrzi§, ne mozes ni da ga



dotaknes. Pogresile smo. [...] Mnogi su zauvek prihvatili da ne postoje granice ulasku
u telo onih koji su manje mo¢ni od njih. Tako bolje naoruzana armija ulazi na
»heprijateljsku® teritoriju. Tako muskarac ulazi u zenu i siluje je. (Mladenovi¢ 1995:
5-8)

Napad na Zensko tijelo o kojem diskutira Lepa Mladenovi¢, u navedenom eseju postaje stjeciste
strateSke bitke: napada na neprijateljsku naciju i osvete muSkarca nad zenom. U
jugoslavenskim, koji su bili i nacionalisticki ratovi, koriStena je strategija dominacije nad
svojinom. Dominacija je zasnovana nad tehnikama 1 taktikama u kojima je moguce prepoznati
splet snaznih veza ili, rije¢ima Misela Fukoa, model dominacije je uopste ,,neprekidna borba“
(Fuko 1997: 29). Pored napada na set nacionalnih vrijednosti reprezentiranih i identificiranih
zenom pripadnicom neprijateljskog naroda, zena individualno i duboko intimno ispasSta
fizickim postojanjem. Taj ¢in, kako dokazuju post/jugoslavenske esejistkinje, ali i sama Lepa
Mladenovi¢, povod je iskazivanja spolnog neprijateljstva muskarca ka Zeni. Usporedbom ratne
I mirnodopske realnosti putem patrijarhalnog normiranja, esejistkinja izvodi zakljucak o
univerzalnom karakteru rata: rat je civilizacijski projekt ozakonjen drzavom i pravom uz mo¢
ideologije nacije. Iz civilizacijsko-istorijskih setova pojmova (tradicija i religija) muskarci uce
kako ratovati, osvajati teritorije, vrsiti nasilje i zlo¢ine nad drugima, kako kontrolirati, mugiti i
ubijati u dimenzijama javne osvete. Lepa Mladenovi¢ efektno navodi: ,,Patrijarhat ¢e ratovati
zauvek™ (Mladenovi¢ 1995: 5-8). Ovom konstatacijom se razotkriva karakter patrijarhata u
dimenziji spolnih politika koje se prenose i na druge oblasti, poput ratova i uopste na sve
drustvene relacije.

Neravnopravnost spolova kao karakteristiku ratova u Jugoslaviji kritikuje Dubravka
Ugresi¢ koja prepoznaje kulturu kao mjesto produkcije nasilja. Stoga, jugoimaginarij
funkcionira kao set kulturoloSkih mema. Sa svijeS¢u o Stetnom karakteru mema 1 moci
inficiranja stereotipima svih drustvenih pora, Dubravka Ugres$i¢ se obrusava na kulturu koja
definira subordiniran polozaj zene u porodici, drustvu, naciji i posredno preko identiteta jugo-
muskarca (koji se definira u ¢oporu muskaraca preko ponizene i iskljuceno-daleke zenskosti,
to jeste ,,Zene u statusu nizeg bi¢a“ kako stoji u eseju Mi smo decki [Ugresi¢ 2008: 169]).
Posljedica precizne analize je detekcija svrhe rata izmedu spolova koji sluzi kao paradigma
nacionalisti¢kih ratova, a koja se afirmira u svakodnevnim komunikativnim sistemima: jeziku,

muzici, filmu, knjizevnosti i posebno u simbolickom kapitalu vojske.



Rat je samo aktivirao ono Sto je u muskom imaginariju oduvijek postojalo. Vicevi i
zgode na racun vojske (one bivse) ustupili su mjesto ratnom junastvu, iskuSavanju
hrabrosti, a price o nepobjedivosti na polju kreveta, preselile su se na polje fronta.
RatniStvo i seks bogato su se isprepleli. [...] Tradicionalisti¢ku ratni¢ko-pornografsku
retoriku potvrduju nazivi oruzja (Cesto zenska imena), ratne fotografije (ratnika sa
puskom, vojnika koji grle topovsku cijev), ratni¢ka subkulutra (stripovi, ,literatura®,
Sale, humor, ,ratnicka publicistika®). Ratna propaganda ceS¢e prikazuje rat kao
privlacnu i uzbudljivu musku avanturu, rjede kao svetu, asketsku borbu za domovinu.

(Ugresi¢ 2008: 174)

U navedenom ulomku Dubravka Ugresi¢ ukazuje na isprepletenost i zavisnost stereotipa o
zenama s politikama ratovanja. Jugoimaginarij postaje pitanje kulture rata utemeljene na
mizoginiji i seksizmu. U slu¢aju izbijanja ratova, ta mjesta u kulturi postaju okidaci brutalnijeg
ratnog nasilja nad Zenama. Radi se o militariziranoj kulturi koja je specifi¢no 80-ih godina 20.
vijeka u polju filma, muzike, knjizevnosti, kao i viceva i anegdota u kojima su odnjegovani
najpoznatiji stereotipi pojacani vulgarizmima na koje apelira esejistkinja. Katarina Luketi¢ u
knjizi Balkan: od geografije do fantazije (2013) proziva knjizevnost kao ,,rasadnik stereotipova
1 maskiranih politickih naracija, i u njoj upravo imaginacije o nama i Drugima imaju povlastenu
ulogu kao konstitutivni elementi teksta i prevoditelji poruka‘ (Luketi¢ 2013: 265). Prosirenjem
Luketi¢kinog zakljucka uz spoznaju povecanja dinamike druStvenosti pri pricanju viceva (uz
neizostavan efekt smijeha na iznesene stavove i poente), komentar Dubravke Ugresi¢ ukazuje
na funkcije stereotipa. Relacija po kojoj funkcionira stereotip je dvostrana: drugi pol je
reprezent negativne osobine, dok se prvi oblikuje tipskim/pozitivnim uzorcima iz vlastite
kulture. Pomenute forme pripovijedanja nude steteotipne istine kao dogmu s ciljem da ,,ta
znacenja budu svima razumljiva i naidu na odobravanje* (Luketi¢ 2013: 265). U bazi stereotipa
ili jugoimaginariju uspostavlja se konekcija bratstva i produkcije nasilja. Centralno mjesto
potvrde musSkaraca u jugoimaginariju zauzimala je Jugoslovenska narodna armija na ¢ijim
popularnim naracijama se kreirao identitet jugomuskarca. Zahvaljujuéi patrijarhalnoj moc¢i i
konstruktu rodova formirana je figura jugomuskarca i jugoZene. Poseban fokus je stavljen na,
za post/jugoslavenske esejistkinje, zajednicki tip ratne propagande, onaj koji identificira rat
kao muski projekt, to jeste na rat kao brutalni obracun medu spolovima. Potenciranjem rata
medu spolovima kao zajednicke premise post/jugoslavenskih antiratnih eseja, osim §to je
istaknut karakter rata, istovremeno je relativizirana i snaga patriotizma i nacionalizma.

Esejistkinje su pokazale da su nacionalna i ratnicka ideologija stvorene patrijarhalnim



strukturama. lako je ideoloSka mo¢ neosporna, lakoca s kojom muskarci odlaze u rat 1
demistificirani okidaci privla¢nosti i avanturizma pokazuju sloZenost razloga iz kojih muskarci

ratuju.

Rat iz prvog lica ili partikularno esejizirano iskustvo iz Sarajeva

Krajnje brutalno i ogoljeno iskustvo rata, sa samog fronta u mjestu krvavog
Cetverogodi$njeg stradanja — u Sarajevu kao poligonu ratnih okrSaja — u esejima Sarajevski
pasijans (1994) reprezentovala je Alma Lazarevska. Knjigu otvaraju proroc¢ki tekstovi nastali
u osvit rata (april 1991) u Bosni i Hercegovini. U njima nizom vjestih naznaka preplic¢u se ideje
utemeljene na civilizacijskim, politickim 1 medijskim kodovima. Realnost pooStrena uzasom 1
neizvjesnosc¢u koja paralizira, radikalno je transformirana. Obrasci bez kojih se pisanje 0 ratu
ispostavlja nemoguéim ostaju prisutni i obiljezavaju zbirku iz stranice u stranicu, a tokom
narednih godina'? i vitalni su dio spisatelji¢ine imaginacije, pisanja, kao i naéina
re/konstrukcije, te golog prezivljavanja ratne realnosti.'® Zato¢ena u ,,limitnoj situaciji“ kako
posvemasnju ogranicenost ratnim dejstvima imenuje Ivana Macek, Alma Lazarevska prkosnu
borbu Sarajlija za opstanak i teznju da se uspostavi privid normalnosti, uopste kulturu ljudskog
(ne humanog) postojanja, stavlja u drugaciji, egzistencijalnom upitnoS¢u definiran kontekst.
Spisateljica ulaze ,,kulturalne resurse i inventivnost u cilju da osmisli ratnodopsko postojanje*
(Macek 2009: 34) hronoloski zapisujuci i ironijski komentirajuci vlastito prisustvo dogadajima
u tom poretku. Njeno pisanje je obiljezeno novom iskrenoséu — svojevrsnim dokumentiranjem
uzasa.'* Uprkos faktu da ,,haos i paranoja upravljaju danom* (Macek 2009: 35), esejistkinja
gradi smisao oko smrti, nagona za prezivljavanjem i probijanja faktora izvan individualne
kontrole, koji manipulativno dominiraju ratnim danima. Pred nezaustavljivo$¢u rata,
Lazarevska je direktno ,,suocena sa terorom nasilne smrti i destrukcije* (Macek 2009: 34). U
konfrontaciji s takvim dogadajima osjeca eticku odgovornost u spisateljskom angazmanu da
artikulira vlastitu iskustvenu istinu, kao i spoznaje o svojim sugradankama/nima.

U tekstovima koji su prethodili ratu, Lazarevska se fokusira na dva komplementarna
fenomena: pamcenje i1 povijest. Razlika individualnog sjecanja i kolektivnog (kulturalnog)
pamcenja vezana je za koncepte subjektivnosti i individualnosti doZivljavanja — sje¢anje, dok
je potonje — pamcenje, kolektivno oblikovan fenomen. U eseju Plombiranje memorije (april
pri ¢emu se u srediStu interpretacije nalazi put od personalizovanog zapisa do opovrgavanja

ideologije kolektiva. Autonomna perspektiva esejistkinje se moze dekodirati licnom Zivotnom



istorijom, uz ,,vlastito mesto sa specificnim opazajnim polozajem* (Asman, 2011: 23). Njena
pozicija je odredena umrezavanjem i komunikacijom u zajednici, ali 1 specifi¢nim inventarom
u posjedu drustva. Pripadnost grupi (kulturalnim kodovima) i prelazak s licnog na kolektivno
(i paméenje) postize se saglasnoscu i kako navodi u Dugoj senci proslosti (2006) Alaida Asman
(Aleida Assmann), u¢eS¢em u ritualima i ceremonijama, te kapacitetom da se ,,minuli dogada;ji
tumace [...] komuniciraju 1 praktikuju tako da ostanu sadaSnjica® (Asman, 2011: 269).
Prekoracenje navedenih zakonitosti moze se prepoznati kao otpor Alme Lazarevske da
ucestvuje u kolektivnim ritualima, kakvi su dodirivanje, odlaganje i prezerviranje koji vode ka

posjedovanju:

Kopanje po margini /neki vole re¢i — prahu/ povijesti zavrSava se ovih dana
publiciranjem slika uredno slozenih PVC kesa u kojima su izlozene kosti Sto su
decenijama lezale u jamama. ... Agresivna namjena plombiranja u sprezi s
politikantskim ciljevima rezultirala je, evo, jezivo banalnom golotinjom,
pornografskom obradom tragedije. Hoce li neko na ovaj nacin posegnuti i za zemnim
ostacima Zrtava zloglasnih krematorijuma? Hoce 1i i u tom slucaju instrumenti
speleologa biti zamijenjeni usisivacima i detektorima praha, kad bas sve mora rukom
da se dotakne i u PVC smjesti, da bi se povijest kona¢no imala u svojim rukama?
(Lazarevska 1994: 15)

Patoloska Zelja za posjedovanjem vlastite (podvuceno: nacionalne) istorije istaknuta je
sukladno pravilu o¢uvanja 1 prenosa tradicijskog pokretanja sjecanja, te Cinjenja dostupnim 1i
javnim. To je klju¢no kad su posrijedi nacionalni narativi iz(s)vodenjem ,,na prakse zvani¢nog
se¢anja“ (Karge 2014: 245). Kako primje¢uje Hajke Karge (Heike Karge) pri analizi socijalnih
praksi kulturalnog paméenja,’® pored politickih elita i drugih aktera ,koji usvajaju zvani¢no
postavljene okvire za razumevanje proslosti, 0 njima do izvesne mere pregovaraju i putem tih
procesa usvajanja i pregovaranja menjaju im oblik* (Karge 2014: 245). Radi se o0 narativima
tradicije 1 istorije koje su sluzbi nametanja zvani¢nog mita 0 proslosti ili kako bi to precizirala
Alaida Asman, u prozvodnji emocije i naknadnog dozivljaja stradanja svojih — pa i
sunarodnika. Li¢na perspektiva Alme Lazarevske ponajbolje je izrazena cini¢nim komentarom
kojim je sintetizirana trauma ratnog stradanja sa viktimizacijskim (i/ili herojskim) diskursom,
1 na kraju opozita izmedu kapitala pocinioca i zrtava. Uprkos kontinuitetu patnje spisateljica
svjedoci, Sto znaci ,,napet odnos izmedu procedura objektivne rekonstrukcije [koliko sadasnjeg

trenutka nasilja, toliko] proslosti i empati¢nog odgovora“ (LaCapra 2001: 87). I s druge strane,



nemogucnost bilo kakve distance, jer ,,jezicke funkcije obezbjeduju mjere svjesne kontrole,
kriti¢ke distance i perspektive (LaCapra 2001: 90). Iako se doima nemoguc¢im, esejistkinja je
posjedovala racionalnu osnovu u ekspresiji ratnog Soka. Rita Felski u knjizi Namjene
knjizevnosti (2008) utvrduje karakter Soka na na¢in da smatra da ,,Sok postupno gubi svoju
emotivnu snagu i mo¢ mijenjanja svijesti (Felski 2016: 152). Preciznije, Sok Ccine
dezorijentacija (Felski) 1 gubitak smisla o postojanju i djelovanju (LaCapra) koji uti¢u ne samo
na percepciju, nego i na pisanje. Antiratne Zenske eseje, pa partikularno i ove Alme Lazarevske,
treba sagledati kroz optiku Soka reprezentovanog u tekstu — drame prozivljenih uzasa, rata,
destruktivnosti, nasilja i mrznje, direktne patnje. Izrazena patnja omogucava ,,posvjedociti joj
izbliza, uvecanoj na entu, katkad do groznih 1 krvlju poprskanih tancina“ (Felski 2016: 151).
To potvrduje pojam pasije iz naslova esejske zbirke Alme Lazarevske, a koji ima dvostruko
znacenje: kartaske igre kao sinonima za ratno poigravanje s civilnim stanovni$tvom, kao i za
ratnu traumu kroz proces trpljenja ,,koje prelazi u patnju, pasivnost u pasiju, u mucenje*
(Asman 2011: 116). Tekstualizirana trauma i Sok neminovno su realizirani pod znakom
angaziranosti — konstrukcije pripovjedackog Ja u eseju. Zapravo, postajanje svrhe pisanja
,»,Samo planiranjem promjene* (Sartre 1947: 23) determinirano je bitkom za slobodu, odbranu
1 Cuvanje odredenog (personalnog) ideala vrijednosti. U antiratnim esejima angaziranost na
pitanju ocuvanja zivota, te pre/vrednovanja mira kao vrhunaravne vrijednosti jesu
fundamentalni okidaci otpora politickoj i ideoloskoj dominaciji. Bunt izrazen esejima Alme
Lazarevske nije samo pitanje odbijanja uceS¢a u kolektivnim ritualima (relacioniranim s
nacionalnim politikama razora), ve¢ 1 generiranja autonomnog, antipolitickog i humanistickog
stava. Istovremeno, humanizam spisateljice sadrzZi i kritiku nacionalisti¢kih elita i procesa
formiranja povijesnosti. Lazarevska konfrontira individualno, bolno iskustvo kolektivnim
mehanizmima pamdcenja. Njenu perspektivu odreduje autonomija (uprkos cijeni izlaganja
progonu od strane vlastitog kolektiva, jer strane se moraju odabrati i zauzeti), te moc
prokazivanja Stetnosti bilo kojeg nacionalnog, ideoloskog opredjeljenja.

Ogolivsi ljudski barbarizam, esejistkinja Plombiranjem memorije osim Sto razotkriva
mracnu stranu propagande (medijske i politicke), takoder, upucuje i na kolektivne mehanizme
pamcenja metaforiziranih popravkom pokvarenog zuba, tom neizbjeZnom (privremenom)
fazom koja djeluje pogresnom snagom kojom neminovno otuduje pojedince od koncepata
sjetanog, prezivljenog i humanog. U dramati¢noj borbi za prevlast izmedu iskustvenog i
konstruisanog, Lazarevska direktno suocava Citateljku sa ¢injenicom da mo¢ koju proizvodi
ideologija daje primat kolektivnim mehanizmima i povijesnosti, nad ostacima ljudskih tijela

zrtvovanih ratu. Zvani¢ni kanon pamcenja na priznaje pojedinacne Zrtve (ostatke pakirane u



PVC), on ih instrumentalizira, omasovljuje u diskurse tumacenja rata. Ovim esejom Alma
Lazarevska problematizira to razmede tragicne individualnosti i zvani¢nih politika, koje Hajke
Karge uopste kao fenomen dekonstruise cjeneci zvani¢ni narativ kao orude ,,represije koji se
upotrebljava od ‘gore’* (Karge 2014: 246). LeSevi koje je proizvela nacionalna politika postaju
idealno orude za manipulaciju nacionalnim 1 istorijskim toposom, identitetom i prisilnim
procesom identifikacije s kolektivnim. Posjedovanje povijesti esejistkinja dovodi u vezu s
ideoloskim prioritetima kao uslovima uhodanog sistema plombiranja. Jezicki prizor surovog

operiranja s mrtvima spisateljica sumira na sljede¢i nacin:

1z njenog zemnog praha, iz njenih sasusenih kostiju, alhemic¢ari nacionalne povijesti ¢e
potom spravljati efikasne plombe. Ko ne zna ili ko loSe poznaje tragediju ovdasnjih
jama, dobijat ¢e ko terapiju dozu PVC vulgarnosti. Da nije tuzan i zastraSujuci, prizor
bi bio zarazno komican. Ovako oskrnavljene kosti, nasilno izuzete iz znakovite tiSine
jama, podsje¢aju me da je neko negdje definirao humor kao ono S§to blamira
imanentnost odvajaju¢i je od transcendentalnosti. Nad ovako izloZenim kostima

bogohulno je recitirati, dapace i pomenuti Goranovu Jamu. (Lazarevska 1994: 15)

Ulog Zrtava u stvaranju nacionalne povijesti u takvim okolnostima postaje primarni zadatak
drzave jer se putem memorijskih znakova: simbola mitologije, tradicije, kulture i istorije stvara
pamcenje. Identifikacije sa zajednicom i izgradnja zajedniStva znaCe zamjenu intimnog
sjecanja kolektivnim. Ili preciznije, kako to vidi Suzan Sontag (Susan Sontag), a prenosi Alaida
Asman — kolektivno (pamcenje) moze se tumaciti kao ideolosko jer se sastoji od ,,0d skladista
sugestivnih slika koje utiCu na verovanja, ose¢anja i misljenja ljudi i usmeravaju ih. Re¢
ideologija implicira da se posredstvom uticajnih slika prenose istovremeno opasni i lazni
misaoni i vredonosni sistemi koje bezuslovno treba kritikovati i zatirati“ (Asman 2011: 31).
Spisateljica dekonstrukcijom procesa Plombiranja memorije tvori opozitni diskurs koji negira
i viktimolosku i herojsku (nacionalnu) proslost, obe zasnovane na ljudskom stradanju.

Alma Lazarevska u esejima pokusava naci ,,balans izmedu priznavanja i ignoriranja
okolnosti u kojima postojimo, a koje su prijetece po zivot* (Macek 2009: 35). Esej La morte
di Satropolis (decembar 1992) otvara pitanje svijesti gradanki i gradana o ratu koji nije shva¢en
u totalitetu. Smrt u nazovi-gradu koji je izgubio civilizacijske aspekte urbane sredine —
odrednice polis u filozofskom smislu i Satro u slengu, upucuju na jezik (koji upotrebljava
esejistkinja) u zbirci eseja rade¢i na opstanku dinami¢nog sistema sporazumijevanja

obremenjenog ratnim iskustvom traume 1 prezivljavanja. U SatrovaCkom kontekstu Sarajevo



p/ostaje 'ko fol' grad u kojem Zivotne stilove diktira smrtna prijetnja. Iz individualnog doZivljaja
traume 1 grada kao klanice, Alma Lazarevska spoznaje, biljezi i upozorava na iSc¢asenje
civilizacije. Direktan susret sa realnoS¢u ratnog nasilja, kako smatra Katerina Kolozova,
iskljucuje identitet u odnosu na politicki subjekt nametanjem pritiskaju¢ih mo¢i nasilja. Tim
procesom se simbolicki izokre¢e poznati (normalni, civilizacijski) univerzum ovaplocen
razli¢itim kodovima grada. Urbani prostor Sarajeva ima mo¢ oblikovanja politickog i
diskursivnog, a priroda ovih mo¢i jeste restriktivna. U kontekstu ratnog ogranicavanja
funkcioniranja grada ,traumatizirajuce fizicke restrikcije kretanja u prostoru — umetnuto je ili
se samo umece u ‘etericnu’ delikatnu prirodu identiteta i njegove osetljivosti (Kolozova
2007). U takvom kontekstu ograni¢enosti traumom, Lazarevska moZze jedino da se obrati svojoj
zajednici, kao 1 sebi samoj, ukazujuéi na pogubnost naivne nesvjesnosti i kratkovidosti pred

snagom rata.

Osim iskustva klanice, ovda$nji ¢ovjek danas spoznaje skoro pa nadrealno iskustvo
i8¢aSenja iz dostignutog civilizacijskog konteksta. U ve¢ degutantnom licitiranju kad je
rat u Bosni poceo /Ravno, pod tri vodoravno/ preferiram datiranje koje uvazava
pomenuti aspekt. Zar bas mora granata da pukne, da bismo u redovima za benzin kojeg
nema, prepoznali rat. Shvatili, ne shvatili Sarajlije se za nastupajucu zimu moraju snaci.
Traje bjesomucna potraga za ¢vrstim gorivom, u gradu u ¢ijim je zilama presahla
elektricna energija. Potraga bi se mogla, utjehe radi, ludisticki preformulirati. Tek toliko
da bismo puku borbu za opstanak formulirali na civlizacijski zahtjevnijem nivou. Da
bismo ostali stanovnici Grada. [...] Sta ste, cijenjene Sarajlije, danas spremne Zrtvovati
za plamen na kojem nam se zimus valja ugrijati? Kad smo ve¢ kod tastina, na vatru bi
prvo trebalo baciti sve sarajevske mirnodopske umisljaje i zablude, specifi¢nu
sarajevsku tastinu koja je tako kratkovido i uporno odbijala svijest o ratu. (Lazarevska
1994: 73)

Suocavanje civila sa svakodnevnim potrebama (npr. toplina za vrijeme zimskih hladno¢a)*® u
haosu i sveopstoj devastiranosti, esejistkinja uzdiZe na nivo spaljivanja tastine. PreZivljavanje
time postaje ne samo osuje¢eno naivnoS¢u, ve¢ 1 samo smanjenje potencijala za borbu za
opstanak ovisi 0 ,,snalazenju od trenutka do sljedeceg™ (Macek 2009: 35). Takoder, u eseju
Stvar temperamenta Alma Lazarevska pogada u sujetu — parodiranjem politi¢ke vlasti, kao i u
individualnoj dimenziji cinizmom prezivljavanja, koje u opskurnim okolnostima dosezu

vrhunac gluposti i besmisla.



Stoji neunistivi Sarajlija pored obecanja spomenice i onaj datum na njoj ga opominje
da je red da se dotle i prezivi, da eventualni samrtnik u ime spomenice mora odloziti
Cas izlaska Bogu na istinu. A tako mu se Zuri, bas kao i onom Sarajliji koji je uspio
srediti sve papire za Ameriku te sad odlaZe svoj put ka svjetlosti na kraju tunela, odlaze
u ime Zelje da i on dobije spomenicu. Ovo je jedinstvena prilika da svaki ¢ovjek u ovom
gradu u vidu spomenice visi na sopstvenom zidu. Ko prezivi visit ¢e! (Lazarevska 1994:
140)

Cinizam prozima tekstove u kojima spisateljica pravi otklon od li¢ne pozicije i kritikuje stavove
posmatraca bestijalnog rata. Dokidanje zivota u najbrutalnijem smislu oznacava postojanje
nasilja usmjerenog ,,protiv (necije) ‘fizickosti’* (Kolozova 2007). Osudeni na svoje nezeljene
identitete, suoceni sa i pred istrebljivatkom maSinerijom satanovnici/e Sarajeva ne mogu
pobje¢i od realnog, nezauzdanog momenta krize traume 1 straha pred neizvjesnos¢u rata. U
iskazu rat zadobija obrise simbolickog jer se performira u jeziku i diskursu. Katerina Kolozova
interpretiraju¢i ratnu traumu, smatra da se realno oprisutnjuje i znakom i preformativom,
odnosno neizbjeznos¢u nasilja koje prati diskurs. Proizvodi poput identiteta i diskursa su
izvedeni iz Realnog — koje je specifi¢no traumati¢no. Paradoksalno, Alma Lazarevska ukazuje
na sveprisutnost traume koja u vidu prilike za prezivljavanje daje samo novu, realnu Sansu za
smrt.

Sarajevski pasijans se zatvara esejom All that Pasijans u kome se iz autenti¢ne
autsajderske perspektive potencijalne ratne zrtve i Zene, ali i antiratnog angazmana — ispreplicu
nadrealna trauma i smrt. U kartaSkoj igri bespomoc¢nosti i ¢ekanja na pravu (i krivu) dodjeljenu

kartu, taCnije na spontano angaziranje, ili na sigurnosne intervencije i licnu nemo¢ —

obuhvaceni su snovi o miru i slobodi.

Ocekujuci da se stvari §to prije i povoljno /da bude kao nekad!/ rijese, prvih su mjeseci
gotovo zarazno igrali pasijans. Izmedu ostalog igru &ekanja! Cekanje vojne
intervencije, druge Olimpijade, kenijade, deblokade, rije¢ju — ¢ekanja. [...] U ovom
slu¢aju uvazavamo da knjiga nosi naziv ne samo po igri strpljenja, ve¢ po igri
osamljenika, samotnjaka... Ovdje je bio po srijedi splet okolnosti u kojima je svaka rije¢
postala izliSna te se zato izbjegavao razgovor koji uvijek traZzi rjeSenja i obeéanja.
(Lazarevska 1994: 146)



U igri pasije ili borbe za opstanak sa moci esejistiCkog iskaza, Alma Lazarevska reprezentira
mo¢ rekonstrukcije Zenskog (destabiliziranog) identiteta. Poznati zapadnoevropski
kulturoloski motiv za kojim poseze je figura Zene koja odbija nasilje i zauzima eticki stav —
oli¢en u figuri anti¢ke heroine Kasandre, junakinje Homerove llijade. Prori¢uci tragican kraj
Troje proglasena je ludom, zatocenom i odbacenom, onom koja je izrekla istinu kako bi postala
,tudinkom, izgnanom medu svojima® (Antimilitarizam i Zene 2009: 47). Posezanjem za
modelom kasandrijskog svjedocenja protiv rata, opomene i javnosti Lazarevska identificira
bosansku zenu u kompleksnosti antiratnog i humanog stava. Kako u okolnostima rata da djeluje
zena? ,,Bosanska Kasandra, kao svaka Kasandra, place nad svojim pasijansom* (Lazarevska
1994: 147). Uprkos pesimizmu — iskazanom pla¢em nad bespomoénosc¢u i gubitkom kontrole
nad igrom rata koju igraju drugi (nacionalni ideolozi i politicke elite u nase ime), nasuprot
iznimnoj mo¢i destabilizacije identiteta, esejistkinja zazivajuci Kasandrinu mudrost osvjeStava
princip akcije — zasnovan na mo¢i autonomnog i kritickog govora. Takvim govorom se negira
romantizovan povod rata — otmica lijepe Helene, a argumentira sukob izmedu Grcke i Troje,
borba u kojoj ,,muskarci ratuju da bi na vlasti o¢uvali muski princip Zivljenja* (Antimilitarizam
I zene 2009: 48). U maniru odbijanja muskog ratnic¢kog principa uniStavanja, Lazarevska zna
da joj u okolnostima egzistencijalne prijetnje preostaje pisanje kao dokumentiranje uZasa,
pisanje kao svjedoCenje iz ugrozene Zenske pozicije 0 postojanju alternativne antiratne politike.
Esejskim iskazom u stanju Soka ,,trauma se jezickom artikulacijom oslobada svoje kapsule* i
postaje ,,deo svesnog identiteta” (Asman 2011: 115). EsejistiCko pisanje problematizira
neprivilegiranost i opasnost militarizma u okolnostima gubitka kormila sopstvenog Zivota, te
na taj nacin pisanje radi na oCuvanju zivota (tekst postoji nakon potencijalne smrti). Putem
angazmana u osmisSljavanju Zivota stvaraju se znacenja ,,u duboko alteriranim situacijama“
(Macek 2009: 34). Esejistika Alme Lazarevske nad uzasom reprezentuje, ono $to Dominik
LaKapra uop$te naziva ,empatiénim neraspolozenjem (LaCapra 2001: 37-42) kao
odgovornoS¢u za traumatsko iskustvo drugih. Empatija ne funkcionira sa identifikacijom, ve¢
afektnim odgovorom na nehumanost CovjeCanstva. Jedan od afektivnih postupaka je i
interpretacija. Citanje eseja iz zbirke Sarajevski pasijans uvla¢i nas u proces koji autsajderu
omogucava odgovornost da saslusa tuda traumatska i ratna iskustva. Britki i duhoviti eseji
Alme Lazarevske s jasnim moralnim stavom, ne samo da donose nove ironijske uvide u
civilizacijska dostignuca u prizmi rata, oni predstavljaju vrijedan doprinos herstoriji i stvaranju
paradigme Zenskih znanja o ratu koja su a priori podvrgnuta cenzuri koju dominantni narativi

sprovode nad nepozeljnim i neprihvatljivim alternativnim pricama.



Zavrsna promisljanja

Teza ovog rada generirana je na osnovu esejskih materijala spisateljica i autorki iz
razli¢itih nacionalnih korpusa. S fokusom na ideoloski aspekt nacionalizma i1 militarizma koji
su doveli do ratnog raspada Jugoslavije esejistkinje su tekstualno oblikovale zapaZanja nastala
iz osvjeStene perspektive o kulturoloskom kontekstu — refleksije drustvenih procesa na spolove.
S obzirom da se u dosadasnjim istrazivanjima malo vodilo racuna o prevazilasku nacionalnih
granica i odbijanju dogmi, otvorilo se polje za novi interpretativni pristup utemeljen na razlici:
Zenskog alternativnog pisanja o ratu, kreiranju novih znanja, kritici patrijarhalnih i nacionalnih
sistema vrijednosti i1 rata kao odnosa medu spolovima.

Esejski zapisi Dubravke Ugresi¢, Rade Ivekovi¢, Jasmine TeSanovi¢, Lepe Mladenovi¢
I Alme Lazarevske koji su posluzili kao paradigmatski uzorak, iskristalizirali su se s
potencijalom za rekonstrukciju kulture rata promatranu iz Drugog (neminovno Zenskog i
feministickog) ugla. Problematiziranje rata, osim S§to je iskustveno diferencirano, te stoga
donosi znaajna znanja sa suprotstavljenih i zaracenih strana, oznacava ukljucivost koja se
krece u rasponu od teorijske do kriticke analize rata. Esejistkinje dekonstruiraju mizogini i
seksisticki (patrijarhalni) ucinak rata, te argumentiraju tezu da su ratovi u Jugoslaviji

koncipirani i realizirani kao ratovi medu spolovima,®’

ali i simultano s neizbjeznom
nacionalistiCkom ideologijom i na koncu u sferama konkretnog iskustva rata s fronta.
Interpretacija eseja u radu pokazala je da su post/jugoslavenske esejistkinje, uprkos potrganim
kontaktima 1 zvani¢nom neprijateljstvu, zauzimale skoro istovjetne antinacionalne i prozenske
pozicije otpora. Svojim pisanjem one su demontirale opsta i specificna, tradicionalna mjesta 1
norme s kojima su nase Zene suocavane i suocene. U odredenim aspektima njihova sa/znanja
moguce je proucavati kroz naucno sintetizirano zajednistvo. U usporednim Citanjima ti tekstovi
komuniciraju i nadopunjavaju, tvorec€i prostor transnacionalnosti, alternative 1 angaziranosti, te
antipoliti¢nosti kojima se de(kon)struiraju nacionalni i kolektivni narativi.

Posebnu paznju esejistkinje posvecuju polozaju Zene u ratu na nacin da dekodiraju
tradiciju ukazujuc¢i na opasnost modela i nacina instrumentalizacije spolnog i kolektivnog
nacionalnog aspekta identiteta. Istovremeno, dokazana je pretpostavka da patrijarhat u
kontekstu rata nije samo u sluzbi borbe protiv neprijatelja, ve¢ i drustvenog discipliniranja
neprijateljskih 1 Zena pripadnica vlastite etnicke skupine. Antiratni Zzenski eseji
post/jugoslavenskog korpusa su mjesto otpora setovima vrijednosti: militaristickog patrijarhata
i nacionalizma usmjerenim na Zene. Eseji, kao i antiratna knjizevnost su ,,sjajan izvor mo¢i u

borbi protiv represije* (Cooper et al. 1989: 13). Na nivou diskursa i rat i rod mijenjaju znacenja,



,,5to znaci da promjena kao kulturalna kodificira znacenje drugacije (Cooper et al. 1989: 19).
Znacenje kao konstrukt alternativnog i antipolitickog, etickog tipa pisanja reprezentuje
ozakonjenje Zenske razlike ¢ime se ,,proizvode drugacije figuracije orodnjenog znac¢enja rata u
modernom i postmodernom pisanju“ (Cooper et al. 1989: 19). Unutar spoznajnog prostora
post/jugoslavenskog antiratnog zenskog eseja razotkriva se 1 svjedoCi blago centrirajuceg

znanja o istorijskom znacenju kako nasih, tako i ratova uopste.

1 U binarnom drustvenom konstruktu feminitet se percipira kroz subordiniranost, nered i inferiornost.
2 Svako li¢no zensko iskustvo moze biti locirano unutar sistema i hijerarhije moéi, to jeste kao dijela
dominantne politike, te se radi navedenog trpljenja opresije u privatnoj sferi namece kao znacajno
politicko.

3 Usp. Encyclopedia Britannica (2021). Tekst dostupan na veb-stranici Encyclopaedie Britannice:
https://www.britannica.com/topic/transnationalism (preuzeto: 17. 6. 2021)

* Pri interpretaciji feministi¢kog eseja u srpskoj knjizevnosti Tatjana Rosi¢ precizno odreduje karakter
»hibridizacije u kojoj se na kraju dvadesetog veka preispitaju disciplinarne i diskurzivne granice, pri
¢emu knjiZzevno i teoretsko- filozofsko misljenje ¢esto zamenjuju mesta, prepli¢uci se” (Rosi¢ 2015:
233-254).

% Indikativan pokazatelj poloZaja Zene u otporu u nacionalistitkom kontekstu predstavlja i slucaj
Vjestica iz Rija. Rada Ivekovi¢, Dubravka Ugresi¢, Slavenka Drakuli¢, Vesna Kesi¢ i Jelena Lovri¢ su
o$tro i krvavo prozvane i odbaéene kao trivijalne autorke i nepatriotkinje jugo-oficirskog porijekla, kao
neprijateljice hrvatstva, Zene koje su slavu stekle na sumnjivim junakinjama, potom kao frustrirane Zene
koje su izgubile intelektualnu orijentaciju, bez osjecaja za domoljublje, profiterke jugonostalgije i
komunizma. Zapravo, radilo se o otvorenom pozivu na linCovanje, protjerivanje i spaljivanje ljevicarki,
feministikinja i antimilitaristkinja, komunistkinja u ime njihovog javnog angazmana — radi kojeg su bile
izlozene govoru mrznje, seksizmu, mizoginiji i senzacionalizmu. U radikalno nacionalistiCkom
okruZenju autorke su beskompromisno udarile na temelje novog demokratskog poretka. Vjestice iz Rija,
kao i uopste ostale esejistkinje beskompromisno su stale u stranu odbijanja i borbe protiv
nacionalisti¢kog modela Zene kodiranog jezikom, istorijom, tradicijom i modelom nacionalnog pisca, i
s druge strane, krotke Zene koja ¢uti (a nacionalizirana je simbolima doma/domovine i
majéinstva/nacije). Cin etickog i antipolititkog angazmana u javnom djelovanju i pisanju prije svega
pracen je neprestanom borbom s okruZenjem: intelektualnim elitama, institucijama i partikularno s
medijima.

€ Mo¢ rijeéi lezi u njihovom smislu, kombiniranju i tvorbi znagenja i prevodu u alfabetski prostor. Prema
Miselu Fukou (Michel Foucault) jezicke znakove treba ,,saznati, prema tome [...] interpretirati: krenuti
od vidljivog obiljeZja ka onome $§to je iskazano u tom obiljezju i $to bi bez njega ostala nijema rijec,
uspavana u mraku stvari* (Fuko 1971: 99).

" O dinamiénijoj emancipaciji Zena u na§im dru$tvima moguée je govoriti tek sa Drugim svjetskim
ratom, kada se osvijestila potreba za doprinosom i u¢esé¢em zena. U kriti¢nim trenucima pokulturavanja
rata, patrijarhalni nagonski okvir o polozaju (ali ne i o ulozi) zene biva, kako to primje¢uje Sintija Enlo,
kao karakteristiku svih ratova — gurnut u stranu, kako bi se podnijele dodatne drustvene Zrtve kojima su
predodredene. U formi ravnopravnog ukljucivanja u borbu protiv fasizma, heroine Drugog svjetskog
rata su izaSle u prvi plan boreci se za izgradnju novog, te ravnopravnijeg drustva, posebno uz brigu o
Zenskim pravima i vlastitoj osporenosti u dotadadnjim drustvima. AFZ, osim preimenovanja (1953) je
preusmjeren dodatno na porodi¢na pitanja, ogranicen aspektima rada i sveden na skoro manifestacijski
karakter. Bio je to prvi, ali klju¢ni potez drzave protiv Zena, koji je usmjeren na deemancipaciju i koji
je dugoro¢no odredio njihov daljnji polozaj i borbu.

8 Usp. Ortner, Seri. ,,Zena spram muskarca kao priroda spram kulture®. U: Antropologija Zene, ur.
Zarana Papi¢ i Lydia Sklevicky, 146-177. Beograd: Biblioteka XX vek, 2003.

® Devalvirani potencijali Zene proisticu iz kulturoloskog (maskulinocentri¢nog) nadziranja i kontrole
Zenske biologije.



https://www.britannica.com/topic/transnationalism

10 Jako Fuko u Nadziranju i kaZnjavanju (1975) istrazuje kaznenu mo¢, moguée je povuéi paralelu
izmedu nacina funkcioniranja ove moéi sa ratnim kaznjavanjem jer obje posjeduju elemente
teatralnosti, montaZze, javnosti, iskupa pocinjenog i osudenog zlocina Zrtve, te zelje da se izmire racuni
i postigne ritualnost.

11 Primjer takve prakse je prisilna trudnoca kao rezultat organiziranog ¢ina discipliniranja tijela kroz
reproduktivnost. Po eugenickom diskursu obiljezena kao inkubator nacije, Zena je predodredena za
poniZavanje i manipulativnu izmjenu strukture neprijateljske nacionalne grupe.

12 Esejski zapisi i komentari drustveno-politicke realnosti u Sarajevskom pasijansu koje iznosi Alma
Lazarevska, a koji se prelamaju kroz prizmu njenog Zivota i iskustvo utopljeno u ratu, ukljucuju period
od maja 1990. do septembra 1994. godine.

13 Pri ¢emu se sam ¢in pisanja namede u askijanskim okvirima — ples za Zivot i opstanak pod granatama.
14U tekstu Ratno pismo Alme Lazarevske: nova iskrenost ili dokumentiranje uzasa (2013) Azijada
Zahirovi¢ polazi od tvrdnji Trvtka Kulenovica i Envera Kazaza da knjiZzevnost o ratu funkcionira kao
dokument stvarnosti. Prilikom razumijevanja prosedea Alme Lazarevske, a na primjeru navedene
zbirke, kriti¢arka primje¢uje da je Sarajevski pasijans utemeljen na poetici dokumentarizma ratnih
strahota, urbicida, masovnih ubistava, logora, nasilja, grobnica, granatiranja, gladi i sli¢no.
Literarizacija ratnih dogadaja postaje pitanje mapiranja uZasa sa zadatkom da sdm/a narator/ka
»postavlja pitanje i istovremeno dolazi do spoznaje da se historija, moZda, ponavlja*“ (Zahirovi¢ 2013:
63-79). Informacije o dogadajima i tragovima postojanja ljudi postaju autenticne svjedoceci, ali i
materijalni dokumenti ratnog uZasa i stradanja.

15 Na Drugi svjetski rat u kontekstu Jugoslavije, sto moze posluZziti kao indikator.

16 Poznati topos ratnih sarajevskih zima je grijanje na vlastitim knjigama. I Dubravka Ugresi¢ u eseju
Prica o geleru i knjizi (u: Kultura laZi — antipoliticki eseji) u paragrafima naslovljenim kao smrt knjige
navodi iskustva Sarajlija koji su se grijali na vlastitim ku¢nim bibliotekama, posebice sabranim djelima:
,Kad se takva sabrana djela ¢vrsto povezu zicom, gore polako, bez Zurbe, poput najboljeg ugljena‘“
(Ugresic¢, 2008: 218).

17Uz odgovornost muskaraca za politiku i rat.
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Transnationality in Post-Yugoslav Anti-War Women’s Essays

The work is based on the idea of the common represented in the essays of post-Yugoslav women
writers and authors, and reflected in the socially engaged transnationality, anationality, antimilitarism
and feminism. The common, transnational viewpoint of essayists Dubravka Ugresi¢, Rada Ivekovi¢,
Jasmina Tesanovi¢, Lepa Mladenovi¢ and Alma Lazarevska is revealed in the observed and critiqued
societal systems of nationalism, which are conditioned by patriarchal structures. In other words, the
Yugoslav national armed conflicts were based on the war of the sexes, according to these authors. Their
activist essays break down the cluster of stereotypes (Yugoimaginarium) that stems from a nationalised
and militarised construction of sexes, as well as a primary patriarchal need for control, especially visible
in the figure of the mother-nation and in the escalation of different forms of conflict-related violence
against women. A special place in the anti-war women's essayist discourse belongs to those women
authors who experienced war (directly), and are in a position that allows for the most precise reflection
on the devastating effect of the war trauma but also of the narratives that led to threatened existence:
tradition, history, and nationalism. Post-Yugoslav women essayists wrote from nearly identical activist
vantage points of resistance, using an alternative discourse to build safe spaces of transnationality.
Therefore, the corpus of post-Yugoslav anti-war women's essays became a centre of new discovery
about our and other wars.
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Je3uk u uaenturer y pomany Ensupe Myjuunh

VYV pamy ce 0aBUMO MUTakEM TPAHCHALMOHAIHE KHIIKEBHOCTH KpO3 CIydaj ayTOpKe
0OCaHCKOXEepIeTOBauKoT Mopujekia Emsupe Myjumh koja, kKao TpeacTaBHUIIA TaKO3BaHE IpyTe
reHepalyje UMHIPaHTCKUX mucana y Wrtanuju, nuine u 00jaBibyje MCKJbYUYHMBO Ha HMTAJIHjaHCKOM
jesuky. IloceOHa naxxma je mocseheHa nuTamy je3uKa y U3rpamby HISHTUTETa KOjUM ce ayTOpKa 0aBu
y jeHOM 071 CBOjuX HajBakHUjux poMana La lingua di Ana. Chi sei quando perdi radici e parole (Axun
jesuk. Ko cu kama usryourn KopujeHe u pujeun), odjaseHoM 2012, romune. Y T€OPHjCKOM CMHCIY,
OKBHp 3a aHaIM3y OBOT pOMaHa NpeacTaB/ba yTHLAjHa ctyauja Mappings (Manupama) Cysan
Crendopn Ppunman, jeaHe o Haj3HAYAJHUjUX KPUTHUAPKH TPAHCHAIMOHAIHE KHM)KEBHOCTH H
nokanujckor pemuHu3Ma. lbeHa uyeja 1a KibM)keBHU TEKCT CTBapa TEOpH]y Mopa3yMujeBa Jia pOMaH
La lingua di Ana mosxemMo cMaTpaTi IPOrpaMCKUM [IjeIOM Y KOjeM j€ jaCHO Ie(pUHHUCAHO UTAE je3UKa
U HEroBe Be3e C WACHTHTETOM, ajld M KJbydyHHM /[lpyrum. Y pomaHy je JOMHHAaHTHa H7eja O
KOET3HUCTEHIIN] U JIBajy je3HKa Kao MOryhHOCTH Kpenpama ofHoca ipemMa J[pyrom, pa3muauToM oJ1 Hac,
mro oMoryhaBa (IyHIHOCT WICHTHTETAa JYHAKHUILE, alli U HEHO OJ0Wjamhe OMHAPHHUX KaTeropuja
MOCTOjamka, ILITO je Y JMHMjU C OCHOBHUM ITOCTAaBKaMa JIoKalujckor ¢pemruan3ma. Kako hemo nokymaru
MoKa3aTu y pajay, je3uk jaomahnHa MMa J0AaTHY (QYHKIHjy IMOHOBHOT paljama HAKOH TPayMaTCKOT
ersuia u3 jesuka nopujekia. Kako ce EnBupa Myjunh akTHBHO 0aBH M KEHXKEBHHUM IpeBOhemeM,
y3ehemMo y pa3marpame meH ecej cumObonuuHor Hacimosa ,,L’Altra” (Ipyra) y xojem objamimasa
BIIACTHTO CXBaTamke KOE3r3UCTEHIIH]j e Ba je3nka, Te 3Hauaja u pyHKIuje npeBoaa. Takohe, oBuM pagom
ce MOKYIIaBa yKa3aTu Ha motpely 3a JajbUM MalHpameM KiKEBHHUX TJIacoBa TUjacriope, ajld U 3a
JoBohemEeM Y MMTake TPAAUIIMOHAIHUX KaTeropHja MOIyT HAIIMOHATHE KEbHKEBHOCTH.

KibyuHe peuu: TpaHCHAIMOHATHA/MUTPAIMjCKa KIH)KEBHOCT, HACHTUTET, IMPASSe, KaHOH

Ensupa Myjunh - npeacraBHMma MHUIpandjcke HW  TPaHCHAIMOHAJIHE

KIbHKEBHOCTH

Ensupa Myjunh pohena je y Jlo3Huiu, u3 Koje ce€ C TOPOAMIIOM IIpeceshbaBa y
Cpebpenuny, raje he xusjetn 10 n3bujama paTHUX cyko0a, 1a Ou MOTOM OuIa MPUCUIBLEHA
u30jehn ¢ mopoaunom y Mranujy. Tamo je 3aBpuImiia U IIKOJIOBame, a KIHM)KEBHU 3aHAT
MOTBPAWJIA THCAkeM HWCKJbYYMBO HA HTAIHMJaHCKOM je3WKy uM 0OaBehu ce HMHTEH3WBHO
MpeBOhemEM KILMIKEBHOCTH ayTOPKU W ayTopa ¢ IpocTtopa OwuBiie JyrociaBuje Ha
WTaJUJaHCKH JE3WK, INTO MpeACTaB/ba CBOjeBpCHU (eHoMmeH. Ha wurammjanckom je3uky
o6jaBuna je pomane La lingua di Ana. Chi sei quando perdi radici e parole (2012),! Dieci
prugne ai fascisti (2016), Consigli per essere un bravo immigrato (2020). Cmaga y
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Haj3HavyajHU]e MPEICTABHUKE MUTPAI]CKe KIbMKEBHOCTH Y Mtanuju, mehy kojuma cy u [lyma
banweruh, Munua Mapunkosuh, Hukona I1. CaBuh u MmHOTH nipyTH.

3axBasbyjyhu Hanopy nuonupa Apmanna thummuja (Armando Gnisci) koju je modeTkoM
JIeBEeJICCETUX TOJIMHA MPOLUIOT BHjeKa Y aKaJeMCKe KPYroBe YBEO M3y4aBame MUTpAIM]jCKe
KEGIDKEBHOCTH HA WTAIMjaHCKOM je3WKy,” JaHac TOBOPUMO O TpH (ase MHTpaIjcke
KIbMOKEBHOCTH: TIPBa, Yy KOjO] HACTajy Jjejla HamucaHa y KOayTOPCTBY C TOBOPHHUIIMMA
UTAIMjaHCKOT je3HKa; JIpyra, y KO0joj ce MHUCIH OcaMoCTalbyjy M 00jaBibyjy Ijena Ha
UTAJIMjaHCKOM je3WKY, a y OBOj (a3u HacTajy MHOTe M3JaBauke Kyhe 3auMHTEpecoBaHE 3a
00jaBJpHBamE pasIoBa MPEACTABHUKA MUTPAIIN]CKE KEbHKEBHOCTH; T€ TTOCIbemba, Tpeha da3za,
kojoj mpumana u Enxsupa Myjunh, koja oOyxBara Apyry reHepaivjy KHWKEBHHIIA U
KIbIKEBHUKA KOjU Cy win pohenu y Mranmju, Te UTaIMjaHCKU je3UK JOKUBJbaBajy Kao
MaTepmH, Wi ¢y y Utanujy cTurim y panom 100y, T€ IpOIUIH IjeJIOKyaH 00pa30BHU MyT Ha
TOM je3uky. Mako cy ympaBo Jgjena Jpyre TeHepaldje MUrpaHaTa oOoraTuja CaBpEeMEHY
UTaIMjaHCKY KEMKEBHOCT, ITpeMa pujeunma Anekcanape Bpanheany (Alexandra Vranceanu),
OBM MHUCLU Cy YMjE€CTO MaprHHAIM30BAaHOT MjecTa YHyTap caMmoOr KaHOHAa M3MHUCIWIHA CBOj
BJIACTHTH, TpaHcHanmoHanHu npocrop (Vranceanu 2010: 84). V ckiaay ¢ OBUM KOHLIEIITOM,
Moryhe je TOBOPUTH O TpaHCHAIMOHAIHO] IMUMEH3HMJH MHTPAIUjCKe KIHKEBHOCTH KOja
MPEICTaBJba PEIATHBHO HOB, Al CBAKAKO aKTyeJlaH METOJIOJIOIIKHA OKBHD 33 H3y4YaBame CBE
OpOjHUJUX MMIPAHTCKUX TIJIacOBa. TpaHCHAIMOHAIHA KIHMXKEBHOCT 0OyXBaTa KOMILIEKCHO
MUTakE KIHIKEBHE MPOAYKIHUje y TI00aTu30BaHOM CBHUJETY, ajll Kao TaKBa HE UCKIby4yje
MOCTOjabe HAIMOHAIHUX KHHMDKEBHOCTH. [lpeicTaBHHUIIM OBE TeOpeTcke IIKojie 0aBe ce
ayTopKaMa M ayTOpMMa KOju MHINY W JAjenyjy y mehympocropuma usmely Buie je3uka u
KynaTypa. YTtunajHa crynuja Mappings amepuuke kputuyapke Cyzan Crendopa dpunman
(Susan Stanford Friedman), mnpexacTaBHUIE JOKAlMjCKOT (EMUHH3Ma, TOBOPH O
TCOMOJIUTHYKO] NUMEH3UJU HJACHTUTETa, T€ O MOTpPeOM Ja ce HMACHTUTET TocMarpa Kao
MPOMjEHJbHBA KaTeroprja Koja HacTaje y KOMOMHAIIM]U IMUTakha pace, poia, Ki1ace u CIMIYHUX
Kareropuja. @puaMan moyiazu o Hjaeje Ja KIHKEBHU TEKCT CTBapa TeopHjy, cMaTpajyhu na
je caM WACHTHUTET ,,IOCIOBHO He3aMuciuB Oe3 HaparuBa“ (Friedman 1998: 8), te na
,IieHTpaiHo 3aBucu o HaparuBa“ (Friedman 1998: 153). Kako 01 ce HACHTUTET OCBHjECTHO,
npema @puaMaH, 4eCTO je HEONXOaH MPEIyCIOB HEKA BPCTa UCIIOKAIIH]e, IITO MPEICTaBIbha
U TOYETHY MO3MIMjYy KpeTama HapaTOpKe-NpOTAaroHUCTKHIke pomaHa Ensupe Myjunh La
lingua di Ana. Chi sei quando perdi radici e parole. [lponuTuBame HIACHTUTETa HAKOH
JUCIIOKAI]e, )KUBOT Y MehymmpocTopy /1Ba je3nka, U3rpaama HICHTUTETa KOjU ocTaje QurynaaH

1 HenedUHHCAH, TE€ paalka poMaHa Koja je cMmjemTeHa Yy (UKTUBHH IMPOCTOP KOjU HHjE



ayTOpPKHWHA 3eMJba TOPHjEKJIa, YUME CE€ HarjamiaBa yHHBEp3ajHa BPHJEITHOCT MUTPAIN]CKOT

HCKYCTBa, CaMO Cy HEKH O]l eJleMeHaTa KOj! OBaj pOMaH YMHE TPAHCHALIMOHAIHUM.

dyHIUja je3UKa Yy pOMaHy

Poman Beh ox momHacimoBa oTBapa AMjaior 0 MUTaky WACHTUTETA, OMHOCHO O YIO3H
caMor je3uKa y Mpollecy nenarpujapusamnmje. To je 00pa3oBHU POMaH O ca3pHjeBamy 1jEBOjJKE
Amne xoja u3 Mongasuje nonasu y Utanujy na >kuBU ¢ MajKOM, €EKOHOMCKOM MUTPAHTKUEOM.
[TuTame uneHTUTETa y a10JIECHEHTCKO) 100U caMo 1o ce0H je 0CjeTIHHBO, aJIh Y OBOM POMaHy
je u nogatHo ontepeheHo ocjehajem TUCIOIMPAHOCTH, T€ PECEIBEHEM Y APYTY 3eMJIBY, Y KOjOj
ce TOBOPH HETO3HAT je3uK. AHA TIOHOBO MOpa J1a M3TPay OAHOC C MajKOM, ajli U MMa 3a/1aTaK
Jla CTBOPU HOBY peaslHOCT Koja he mmaru cmucia, a Taj mpolec 3aloyimbe 0JHOCOM IpemMa
jesuky. Panma pomana ommcyje mporec Tpanchopmaiyje JTuKa yrnpaBo Kpo3 IPUXBATAHE
je3uka nomahuHa. AHa MMPOBOJIM TUHEJIEPCKE ToauHEe Y MoJiaByju y3 IBHje Oake U ola, 0K
ce Majka oacemmia y Mranujy y nmorpasu 3a nociaoM. MosgaBuja je y pOMaHy MpeacTaBJbeHa
ca CBUM HpoOjeMHMa jeJHE HCTOYHOEBPOIICKE 3eMJbE. CHPOMAINTBOM, MaTPHjapXaTHUM
YCTPOjCTBOM, JIjEIIOM YHjU CYy POAUTEIbH €KOHOMCKH MUTPAHTH U 300T TOra UX o/rajajy Oake
u njenoBu. CHpOMAIITBO, TOTUTMHA M HETTOCPETHOCT BheHMX 0aKa, y3 OCKYIHO 00pa30Bame KOje
Cy no0uJe, mpeAcTaBbajy KOHTPAITYHKT MajIly Koja je y Cey Mmo3HaTa Kao XKeHa Koja MUCIH
CBOjOM TJIaBOM M MMa XpadbpocTu na 3a cede u khepky o6e30ujenu 6ospy OyayhHoCcT. AHa ce
10 TIpecesbeby KOJ Majke y Mranujy Temko cHajla3u y HOBOM aMOMjEHTY, /0K jOj c€ MajKa
YMHA TONYT CTpaHkKume. HbuxoB oxHoc je KoHGuuUKTaH ycibenq AHuHOr ocjehaja
HAIYIITEHOCTH O] CTpaHEe MajKe, aJld U YHIECHHIIC J]a CE OHA PEIATUBHO WHTETpUCAIa y
WTaJM]jaHCKO APYIITBO, IITO MOApa3yMHjeBa Ja je HalpeaoBayia 01 TO3UIH]j€ HEroBaTeIbUIIe
710 MEIMLIMHCKE CecTpe, Jla Ma naptHepa Mtanujana, anu 1 J1a je MajuuH UTAIHjaHCKU jJ€3UK
CKOpO caBplleH. [[pymTBeHO HampeaoBame Majke 1o fonacky y Uranujy jenan je oa HauMHa
Ja ce CKpeHe NMakKiha Ha MaprHHAJIM30BaHY CKYIIMHY HErOBaTEJbHIIA KOje Cy HEBHIJBUBE Y
npymTBy. Mako je Majka WMHTErprcaHa Ha IOMajo HWACAIM30BaH HAYUH y WTAIH]jaHCKO
JPYIITBO, HE MPECTaBJba AHU MOJPIIKY HUTH MIO3UTHBAH MPUM]jep. JEMHN TPEHYLIH Y KOjuMa
ce AHa ocjeha OGIMCKOM ¢ MajKOM jeCcy OHM Yy KOjUMa pa3roBapajy Ha MOJJIABCKOM jEe3HKY.
Panmwa pomana mpaTu nmpBUX TOAUMHY 1aHa AHUHOT joyiacka y Uranujy. ¥ Tom nepuony, AHa
onbvja Ja Yy4Yd HWTAIMJaHCKHW JE3WK, CIOopa3yMHjeBa C€ YIJIaBHOM HEBEepOAITHOM
KOMYHHUKAIIjOM Yy PHjEeTKUM TpEHyLHMMa KaJga YOIIITe OCjeTH MOTpedy Ja HEIITO KaxKe.

[Iporec ycBajama HOBOT je3uka Kol AHe je mporpaheH cHaxkHUM ocjehajem KpuBHIIEe TpemMa



ceoM mopujekiy. Kama y pasroBopy ¢ 0OakoM TIOYHE Ja KOPHCTH Y3BHUKE CBOJCTBEHE
WTaJUjaHCKOM je3nKy, AHa he camaTu 1a je 3a0opaBWiia MOJJABCKH M C HUM BJIACTUTH
uAeHTUTeT. VTanmjaHCcKu je3uK JI0’KMBJbaBa Kao je3UK MHBa3Mje KOjH jy ,,Tjepa Ha 3a00paB u
3aMjeHy... [Te] ce uymHWIO na je u300p Ja HamyCTH MOJIAABCKH jE€AMHU HAYMH Jla MOXe
xwuBjern” (Mujci¢ 2012: 58). MonaaBuja 1 MaTepI-HU je3HK MOCTAjy 32 AHY BU3Hja H3TYyOJHEHOT
CBHj€Ta CUTYPHOCTH, a Kaja ra uyje Ha ynunama Mranuje, oHo mTo ocjeha je komOuHaImja
cpehe u Gona. Pujeun Ha uTaIMjaHCKOM je3uKy n1oOuhe cMucao TeK Kaja MpBH MyT HOYHE J1a
ocjeha Ha ToM je3uky. tben ormop he ce Taga cmamuTH U 3anouehe mporec Kpeupama HOBE
CTBApHOCTH y K0joj he MojMOBH W JbYIW MONPUMHUTH KOHTYPE W CMHCA0. AHHHO YCBajame
je3WKa 3amovYHbe YUCHEM alCTPAaKTHUX MMEHHUIA U NPEMUCHBAKBEM IjecaMa MTajlijaHCKUX
MjeCHUKa KOjU Cy jOj HEepa3syMJbUBH, aIM jO] HEYTPAIHOCT OBOT IOCTYIKAa IPENUCUBAA
ynujeBa curypHocT. Mnak, ieHu ocjehaju cy amOuBanIeHTHE PUPOJIE, jep je, C jeHE CTpaHe,
HOBa CazHama MpUBJIAYe, 0K ¢ apyre ocjeha cpam 300r ynmbeHUIIE Ja MPUCBaja pyjedr Koje y
IUXO0BOj CYIITHHHU HE pa3yMHje, IPUTOM ce€ OoApuuyhu jeuHe CUTypHE TadyKe KOjy uMa, a TO
je jesuk u3 Kojer motuue. Maeja jesuka kao cpeicTBa U3TpaJmbe HOBE CTBAPHOCTH U HOBOT
UACHTUTETA y pOMaHy OJIMCKa je ca 3alluchMa caMe ayTOpKe O JI0KHMBJbajy JIBa je3uKa Kojuma
npunana. Y ecejy ,,L’Altra“,® ayropka ce 6aBu nmTameM KMBOTa Ha JBa je3WKa, Kao H
MOKPETAauKOM CHaroM KOjy je3WK MMa y W3rpalibHi WICHTUTETA, Al U 'y ofnHOCY ¢ Jpyrum.
Unejy Hpyroctu EnBupa Myjunh ojammaBa Kao HEHWITO IITO HOCH Yy ceOWM O paHOT
IjeTUICTBA, KPO3 EMOTUBHY BPHjEIHOCT KOjy Cy oapelheHe pujedn U3 nujaneKkra umajie y
OJTHOCY Ha CTaHJap/IHU KEMDKEBHU je3UK, MOMYT PHjedH 3a MO3/IPaB KOjy Cy KOPUCTHIIN HECHU
Oaka u njen, Mmepxaba, y 0JIHOCY Ha J00ap JaH Koje Cy KOPHCTHIIC BacIUTA4MIle y BpTUhy.
Cauject o pyroctu uMa u AHa, ajld ce OHa cajJa MPEHOCH Ha OJHOC u3Mely marepmer,
MOJIIABCKOT U je3uKa JoMahnHa, TalujaHCcKor je3uka. Pujed cupomamirBo, o0jacauhe AHa,
Ha MOJIJTABCKOM MMa TeKUHY TPEHYTKa KaJia Cy OTaIl U MajKa, YCJbe ] MOJIMTHYKHUX ITPEBUpaha
M3TYOWJIM TI0Ca0, UMa CPaMoOTy IMOxabaHUX IHWIeNa W TEeXKWHY HaykKa HEHHX Oaka Ja ce
CHpPOMAIITBO MOHOCHO HOCH, YCIIpaBHE TIJIaBe, JOK pHjed CHUPOMAIITBO HA WTAJIMjaHCKOM
Jjenyje mpasHo, jep He O3HayaBa €MOTHMBHO HCKYCTBO. J[pyroct yHyrap je3uka nomahuHa,
Harcahe nasbe Myjumh, maje cHary ga ce u3 TOT je3MKa, KOjH TIPYyXKa yTjeXy U pPell y Xaocy,
MyTyje Ka Apyroj obanu y mpolecy npeBohema, ka MaTEPHEM Je3UKY KOJH j€ Je3UK TpayMe U
CHpOMAIITBA. Y TOM je3UKY, ayTOpPKa je CBjECHO 3ayCTaBMJIa POIIeC OpacTama, xeyehu 1a ce
3aITUTH 01 OOJH KOjy je JAOKMBjella Ha MaTepHEM je3UKY, Ja OU joj UTaIMjaHCKU MOCTA0
CPEICTBO KOjUM he BIacTUTy €r3UCTEeHIM]aTHy U3Ty0JbeHOCT MMOKPEHYTH Ka M3rPailbi HOBOT

unentutera. Cau4aH MOTHB, KOJH je OYMTO ayToOuorpadcke mpupoje, Mperno3HajeMo u y



pomany La lingua di Ana, y kojem AHa, HaKOH IITO ce Hale y Mel)yripocTopy /1Ba je3uka u aBa
WJIEHTUTETA, CXBATH JIa OMIH]ja ,,lToCTojama u3Mel)y* Huje Moryha u nmpurpiu je3uk nomahmuHa
Ka0 je3uK KOjU YHOCHU pell y XaOTUYHOCT NpoMjeHe cpenune. Kao u y cinyyajy ayTropke, je3uk
nomahuHa 3a AHy uma Moh 1a 3anMjeu Tpayme NMPOXKUBJHEHE Ha MATEPHEM MOJIIABCKOM
J€3UKYy, TOMYT OJJlacka MajKe Ka0 eKOHOMCKOT MUTPaHTa U pacnaja Opaka lbeHUX POIUTEIha
300r oueBe HeBjepe. 3HAYAjHO je 1a C€ Y POMaHy Ha HEKOJIMKO MjecTa MOMHEbE iMpasse, Kao
BpCTa €r3MCTEHIIMjaTHOT MeljympocTopa y KojeM ce HapaTopka Hajas3H, a KOju ce IpOCTUpe
u3Mely naBa jesuka, uzmely 3emibe mopujekia U 3emibe AomahuHa, u3mel)y Hekajammer
WUJICHTUTETa W HOBOT. Y pOMaHy jeé YaK IOCTOjake€ Y OBOM MelhynmpocTopy BpPEMEHCKH
nedUHUCAHO, TIOKIana ce ¢ AHMHUM JojackoM y Wtanujy u mpBUX ToAuHY AaHa OOpaBKa y
OBOj 3€MJBbH, y KOjUMa jOj C€ YMHHU Ja €r3UCTUPa Y HEKOj BPCTH JTUMOa, HECBjeCHa CTBAPHOCTHU
Koja je oOkpyxkyje. Kapakrtepucrtuke Iimpasse-a Ha Yy pjenyjy aeBactupajyhe, amm
Mel)yrmpocTop KpHje U OrpoMaH MOTEHIIHjal jep je oMel)eH MoTparom 3a je3uKoM, 3a MPeIackoM
Ha napyry obamny, xkako To EnBupa Myjuunh nedunume y cBoM ecejy O TpeBohemy.
TpaHcHanMOHANHM HApPATUBU YHPABO y HEMY LIPIY CBOjy CHAry, jep jé TpaHCHAlMOHAIHU
CEH3MOWINTET yjeHO U METOI0JIOTHja M HAUMH UCTpare: HAYMH BUl)emha 1 HAMEPHOT He3Hamba,
HAYMH KHBJbEH-a YHYTap IpocTopa u3Mely nmurama u oarosopa (Federici and Fortunati 2019:
52). Vmpago ,,0uBame m3melhy* maje MoryhHOCT mpercnuTHBakba, ydewha O CeOH, aau U O
jesuky. OBo crame omoryhaBa AHHU J1a CKYyITM CHary 3a oHOBHO palame, Koje ce CUMOOTUYKH

OJIBH]ja yIIPaBO KPO3 yCBajame je3nka qomahuHa:

bua cam OpeMeHnTa OBUM j€3MKOM, UTAIMJaHCKUM, M Y€Kaa caM Ja ce pa3BHje, 1a
yrienam CBjeTJIOCT JlaHa, J1a J1aM JKMBOT O0BOj AHM KOja HHUje MOTJa 3ayBHjeK OCTaTh

HEeMOMHUYHA y CBoM Impasse-y. (Muj¢i¢ 2012: 119)

W3 3aBpmiHMX pemoBa poMaHa ca3HajeMoO Ja AHa yClHjeBa Ja C€ HHTETPHUIIC y 3eMJbY
nomahuHa, T€ Ja ce Kao MJiajia HayyHUIa 0aBu OWOJIOTHjOM, alli U Ja U J1aJbeé CBAKOJIHEBHO
M3y4aBa pjeYHUK UTAJIMJAaHCKOT U MOJIIABCKOT j€3MKa KOjU UMa (YHKIU]Y JaBama peaa Xxaocy
KUBOTA. MTanmjaHCcku je3uK 3a oApaciay AHY KOja IPUIIOBH]Ea OCTaj€ Je3UK PAIlMOHAITHOCTH,
Ha KOjEM € PHJETKO OCjeTHJIa HEKYy €MOIIH]y, JOK j€ MaTepmhH MOJJIABCKUA OJUYCHE
Bucuepaisor (Mujci¢ 2012: 119). ®nyuaHocT HACHTUTETA oJpaciie AHe orjiesia Ce y CBUjeCTH
Jla HAYMH Ha KOjU jecMOo Huje AepuHUTHBaH U HenpoMjeHsbuB. bena pazaneroct nsmel)y aBa
MPOCTOpa JaCHO TIOKa3yje /a ce OMBCTBOBAmE JielIaBa yBUjeK W3 mo3unuje pyror, anu u 1a

TaKo HeCcTaOMIIHA MO3MIIHja ca COOOM JIOHOCH, C jeAHE CTpaHe, Hele(UHUCAHOCT, a, C IPYTe,



OTpOMaH CTBapajadku MOTEHIH]jall. JyKCTamo3ullMja MpUBJIadeha U 010Mjama KOjy JTOHOCH
JKUBOT Ha JAPYroM je3uKy, Hehe HecTaTH, ai he ce MPEeTBOPUTH Y KOCT3UCTEHIIN]Y JIBa je3rKa
Koja omoryhaBa o00jeKTHBHHM]y Tauky rieaumTa. HoBe pujeun Koje ycBaja Kpo3 je3WK,
ucnpunosujeqahe AHna, ,Hac mNpoxHMajy Mujewmajyhu Hac, umHehm HAcC Jpyrayujum,
yaasbyjyhu Hac o7 OHOT IITO CMO MUCIIJIA J]a JECMO Ha UMOOWIIaH W JAe(UHUTHBAH HAaYWH"
(Mujci¢ 2012: 63). )KuBoT MMHTpaHTKHILE HE CTaje, OH C€ HAaCcTaBJhba M yIPaBO 3axBasbyjyhu

JE3UKY KOjU TIpyka MOryhHOCT HOBHX JOXXHBJhaja M KOHTAKTa ca J[pyrum.

HaumnoHaHO/TPaHCHAIIMOHAJIHO

VY poMaHy ce ujaeja HAMOHAJIHOT orjiena y AHUHOM JIOKMBJBajy rpanuua. Ha
HEKOJIMKO MjecTa IyTOBaWme npexko TpaHWlla u3a3uBa y o) ocjehaj Tjeckobe. Y HeHO]
nanuUCTUIKO] BU3HJU CBHjETa y KO0jO] jaCHO JOMHHHpa cBHjecT o [Ipyrom, ,,reorpadcka
orpaHuYeHmha Cy M3YM YOBjeKa KOPHCTAH caMoO Ja Hac yowjeaw na cy yHyTap oapeheHux
rpaHuIa Jbyau OOJbM O/ OHUX Koju cy m3BaH muXx" (Mujci¢ 2012: 101). Uaeja o Hauuju je
Takoh)e MpOHM3MpaHA jep Ce MOBOAM Y IHUTAHKE CMHCA0 HHEHOT IOCTOjama KOjU MPEedYecTo
MOYHIHE W 3aBpiiaBa kpBomponuhuma. OBakBU CTaBOBH HE 3ay3WMajy LIEHTPAJTHO MJECTO y
pOMaHy KOje UIaK MPHUIIaia OJHOCY C JE3UKOM, aJTF CBaKaKO TEKE PEIUMEH3HOHUPAkhY CBHjeTa
y kKojeM he ympaBo HapaTHBH MehyrpocTopa yYMHHMTH JETUTMMHUM IMUTama O MOTpedu 3a
NOCTOjatbeM OWHAPHOCTH TONYT HAIMOHAIHOT/TPaHCHAIIMOHAIHOT, JIMYHOT/KOJIEKTUBHOT,
HMCTOYHOT/3amaJHOT U cindHO. baBehw ce mamupameMm aHrI0QOHHX ayTOPKH C IMPOCTOpa
ousme JyrocnmaBuje, Tatjana bujenuh HarmamaBa nga oBe KHWIKEBHHIIE ,,y UCTO BpHjEME
NPUIAAAjy aHTJI0AMEPUYKO], TOCTjyrOCIOBEHCKO] M TPAHCHAIMOHAIHO] MPO3U, YHME Ce
JEIHAKO YCIOXKHaBa U pacBHjeT/baBa HHXO0BA MO3UIHja Y IIUPUM KOHTEKCTHMAa MUTPAIIH]jCKe
kirkeBHocTH (Bijeli¢ 2017: 96). Ananorso Tome, Moryhe je OTBOPUTH MHUTAE MPHUIIaIarha
nTanopoHUX ayTOPKH C TpocTtopa OuBiie JyrocnmaBuje. Kamga je pujed o mpHCYCTBY OBUX
aAyTOPKM Yy WTAJIMJAHCKO] KIbMKEBHOCTH, BHJjENIM CMO Ja Cy CTYAMjH MHTpalujcKe
KIbIKEBHOCTH U J]aJbe HEJOBOJFHO 3aCTYIJBECHU J1a OM YUMHHIIIN JISTUTUMHUM NIPUCYCTBO OBUX
riacoBa yHyTap caMor kaHoHa. OBO MHUTame je JOJAaTHO YCIOXKHEEHO OYCKHBAEHEM
WTaTWjaHCKUX wu3JaBadykux kyha na ce ayropke monyt EnBupe Myjumh OGaBe paTHUM
HCKYCTBOM, OJHOCHO KOJEKTUBHHM YMjECTO JIMYHOI. AYTOpKE Cy uecTo BuleHe Kao
MIPEJICTaBHUIIE 3eMasba MMOPHUjEKIIa, KOje NMajy 3a/laTakK Ja OCBHjETJIC MOJUTHUKY CUTYalujy U
IPYIITBEHA MMUTakha 3eMajba U3 KOJUX J10J1a3€, IOK je NCTOBPEMEHO FHHXOB JINYHH HICHTUTET

MapruHaim3oBaH. AyTopke, kako TBpau bujenuh, yecto mpaBe xommpomwuce u3Mely cBor



CTBapaJlayKor M3pa3a U OYCKHBamba Ja MOCTaHy TJ1ac HAIMOHAIHOT KOJIGKTUBUTETA, Mel)yTHM,
YIPKOC YJIOKEHUM HarlopyuMa M MOCTOjakbMMa HapaTHUBa KOjU HacTajy y mehympocropy, rope
HaBeJieHe OMHapHOCTH cy U Jajbe npucytHe (Bijeli¢ 2017: 109). Poman Enupe Myjuuh La
lingua di Ana BaxaH je, makie, IpHje CBera TeMaTcKu, jep He TOBOpH O paTHOj bocHu u
XepuerouHu, Beh paama mpaTH TJIABHU JKEHCKH JIMK KOju motude n3 MomnaBuje. OBuM
MOCTYIIKOM, ayTOpKa Ce€ TUPEKTHO ONHMpEe OYCKWBAmMMa M3[aBaua, a HheHa Npuda Mmornpuma
YHHUBEp3aJIaH KapakTep MUTpauujckor uckycrsa. [lonaszehu u3 mehynpocropa xuBoTa Ha JBa
je3WKa W y JBUje KYIType, OBaj pOMaH HaM je MOJICJeTHUK Ja je y BpHjeMe MHTEH3MBHHX
MUTpaIrja MoCTaI0 HEJOBOJFHO U OrpaHW4YaBajyhe pa3sMUIIBATH MCKJBYYHBO y TEPMHUHUMA
HAI[MOHATHUX KIWKEBHOCTH W TPUIAJamka HCTUMA. TpaHCHAIMOHAIHA M MUTpAIlH]jcKa
KIIKEBHOCT CY TUCIMIUIMHE KOj€ CYy PelIaTUBHO HOBE Ha EBPOIICKOM IIPOCTOPY, Al CBAKAKO
3aCIIy)KYyjy Jajbe n3ydaBame. Y IpuiIor Toj TBpAmHU, poman Ensupe Myjunh camo je jenan on
MHOTOOPOJHUX TpHMjepa TJIacoBa KOj€é HE MOXXEMO JAe(PUHUCATH €THKETOM HAIIMOHAJHOT.
[Tpo3a koja mpunoBHjea MUTPAITM]CKO UCKYCTBO JjeBojke n3 Monnasuje y Mtanuju, a kojy je
Hanucaiza KibKeBHHLA U3 bocHe n XepleroBuHe Koja Muile UCKJbYYUBO HA MTAIH]aHCKOM
je3uKy moTBpl)yje CBOjy MPUTMIAAHOCT KELMKEBHOCTH KOjy je Hajooske nedunucana [JyOpaBka

Yrpemmuh:

Ha nuTame mra je eBporcKko y eBpOICKOj KEIKEBHOCTH, IMaM CaMo jelaH OJroBOp,
yuja Ou Hajkpaha BapujanTa 6una: rocnoauH barauyapaja, Manujan pohen y Kankyru

Koju skuBH y Ibyjopky u mumie o EBporu. (Ugresic¢ 2003: 172)

3ak/pyuak

Poman La lingua di Ana. Chi sei quando perdi radici e parole Exsupe Myjunh oTBapa
IMjaIoT Ca YUTAaTeJbKOM/EM y KOjeM JOMHUHAHTHY YJIOTYy MMa NHTamke HACHTHTETa Ha
HEMaTepmEM je3uKy, y 3eMJbu qoMahnHa. HoBH je3uk Ha KojeM ce >KMBH Mpyska MoryhHoct
MIOHOBHE U3TrPa/iibe UICHTUTETAa M PUKYIUbaha HOBUX JKMUBOTHUX UCKycTaBa. [Ipemycios 3a
OBaj mpoIiec je kpeatuBHU MehympocTop u3mely nBa je3nka u JBHje KyaType, Kao U u3mehy
CTapor ¥ HOBOT HJICHTUTETAa. TpaHCHAIIMOHAIHN HAapaTHBH MOYMBAjy Ha ToM MmelympocTopy
omoryhaBajyhu HapaTUBHUM TJ1acoBUMa (IIYHIHOCT UIEHTUTETA, IEeTOBY Hele(DUHUCAHOCT U
KOHCTaHTHY CBHjecT o JparoijeHoM Jpyrom. Poman ce JoMUHaHTHO OaBH KUBOTOM Y je3UKY
U KpO3 je3WK, a Mame JAPYIITBCHO-TTOJUTHIKIM OKOJHOCTHMA 3eMibe ToMahmHa. Mnak, Kpo3

HCEKOJIMKO IIOIJIaBJba HAIIMCAHHUX C TAayKE IJICAHUIITa Anmnne MajKe, aHaJIM3upa C€ NUTAlkEC



MaprHHAJIN30BaHE TIO3HIMj€ EKOHOMCKMX WMHIPAHTKUEA, KOje YIJIaBHOM Y YJIO3U
IBEroBaTesbulla ona3e na paae y Hrammjy. OBa apymTBeHa KaTeropvja je HEBUIJbUBA U
PHjeTKO UMa MPUJIMKY MOTITYHe HHTerpalyje. OBUM IMOCTYIIKOM, ayTOpKa IPOroBapa 0 TeMama
KOje jOII YBHjeK HHCY JOBOJbHO MPHCYTHE Y TPAHCHAI[MOHAIHO] KHIMKEBHOCTH Ha
WTaJM]jaHCKOM J€3UKYy M J1aje BUAJBMBOCT W IJIaC MMUTPAHTKHE-aMa Koje 00aBJbajy 3HavajaH

rmocao Opure o HemohHHUMa.

! Poman je o6jaBsben y Utanuju 2012. TomuHe, anv HUje JOKUBUO TIPEBOJ Ha OWIIO KOjU O jE3UKa
ousie Jyrocinasuje. CBe HUTATe ¢ UTAMjAHCKOT je3uKa, YKJbY4yjylin ¥ HACJIOB poMaHa, IpeBeia je
ayTOpKa OBOT TEKCTa.

2 Apmanno Ihbumm 3acimy’kaH je 3a NpBYy KIbHTY O MHUIPAallMjCKOj KEbIKeBHOCTH y Uramuju, La
letteratura italiana della migrazione, koja je o6jaBisera 1998. romuue, ka0 u 3a IMPBY OHJIAjH Oaszy
mojaTaka O JjelMMa M ayTopuMa MUTPAljCcKe KIbIDKEBHOCTH HAa HTAIHMjaHCKOM  jE€3UKY
BASILI&LIMM, https://basili-limm.el-ghibli.it/operecritiche.

% https://rivistatradurre.it/laltra/?fbclid=IwWAR2FVFrobr9ek8c3ZHiVh9gLbjUpORZWOB3dpyV-ekd-
ppBlcvkAwugx2J8 (tipeysero 20. 8. 2021).
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Identity and Language in a Novel by Elvira Mujéié

In this paper we deal with the issue of transnational literature using the case of the author of
Bosnian origin Elvira Muj¢i¢ who, as a representative of the so-called second generation of immigrant
writers in Italy, writes and publishes exclusively in Italian. The paper pays special attention to the issue
of language in the construction of identity, which the author deals with in one of her most important
novels, La lingua di Ana. Chi sei quando perdi radici e parole. If we accept in theoretical terms one of
the basic principles of transnational locational feminism (for which Susan Stanford Friedman, literary
critic and author of the influential study Mappings, is credited) stating that a literary text creates theory,
the novel Ana's Language can be considered a programmatic work that explores the question of
language and its connection with identity, but also with the Other. The dominant idea in the novel is the
coexistence of two languages as a possibility for creating a relationship with the Other, one that is
different from us, which enables the fluidity of the heroine's identity, but also her rejection of binary
categories of existence, which is in line with the basic settings of locational feminism. As we will try to
show in the paper, the host’s language has the additional function of rebirth after her traumatic exile
from the language of her origin. As Elvira Muj¢i¢ is also actively involved in literary translation, we
will consider her essay with the symbolic title “L’Altra”, in which she explains her own understanding
of the coexistence of two languages, and the meaning and function of translation. Also, this paper tries
to point out the need for a further mapping of diasporic literary voices, as well as the need for
considering the status and recognition of female and male writers in the host country.

Keywords: identity, language, transnational, impasse
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HucTuTyT crnoBeHcke (umonoruje

Memoapu Teonope Kocmoncke KpajeBcke: eMaHIMIAIN|jCKUA TUCKYPC

0 nmoJiokajy sxena 'y Bocuu u Xepueropunu®

VY pany ananusupam Memoape Tlomakume Teomope (pol). Kocmorcke) KpajeBcke y KOHTEKCTY
eMaHIIMIALKjCKOT AUcKypca. L{ub je 1a y MOMEHYyTOM KOHTEKCTY yKa)KeM Ha CTpaTeruje IeloBarba
KpajeBcke Ha mpommpemy KyJITypHE H TeJeCHe eMaHIunanuje bocaHku M 1a MONMyHHM JIaKyHe Y
KYJITYPHO] HCTOPHjH skeHa. KpajeBcka je paauiia Kao Jiekapka ¥ yuutesbuila y bocHu u XepleroBuHu
nyHe 34 roauHe Te je OCTaBWIa CHaXaH YTHCAaK y OOCAaHCKO] cpeduHH. Memoapu, Kao HOCHIALl
namhemwa, 3Ha4ajHH Cy M3 TEPCICKTHBE IO3HABamka HCTOpHUje JKeHa, ,kbeHe uctopuje” (herstory),
noceOHO UCTOpHUje MycIMMaHKu u3 buX koje 10 Tajga HEcy uMalle riaca Wi cy Oulie Mambe BUIJbUBE Y
cBojoj kynrypu. Takohe cy 3Ha4yajHM Kao H3y3eTaH €JIEMEHT CTBapama MeljyHapoaHe WIn
TPaHCHAIIMOHAJIHE MpEXKe HapaTHBa S>KCHCKOI ayTOpCTBAa YoImuTe. JeaHa O HCTPaKUBAYKHX
MEPCIEKTHBA Y KOHTEKCTY OCBajarba MecTa 3a ,,lbeHy UCTOPHjY™ Y KyNITypHOM amhemy jecTe HCKYCTBO
KEHCKOT Tella. Y TOM KOHTEKCTY pa3MarpaM KaKo pa3yMeBame KEHCKOCTH, KpO3 MpU3MY Tella U
HETOBOT OMOJIOIIKOT H TTIOJTHOT/POTHOT acleKTa, yTH4e Ha Ipoliec 3a00paBibama/cehama 1 y BE3H ¢ TUM
Ha TPHUCYCTBO/OJICYCTBO HapaIlyje KeHa U 0 )keHaMa y KyntypHoM namhemy. [lo3uBam ce, nakie, Ha
mojaM pojia u mona y Tymauesy Mapuje Comapcke (Maria Solarska) y pany Encyklopedia gender: pleé
w kulturze (Enmukionenuja poja: mosl y KyATypH) W Ha ONKC OJHOCA JKCHCTBEHOCTH M BJIACTH KOJI
Armenike 3emOxycke (Agnieszka Zembrzuska) y Problem slepoty rodzajowej u Michela Foucault
(ITpobGnem pomHor cienuiaa koi Muiena dykoa). YV Taj TEOPH)jCKO-METOIOJIOMIKM OKBUDP CTaBJbaM
Kareropujy KynTypHor namhema Anannge Acman (Alaida Assmann) 1 KOpUCTHM je y KOpeJanuju ca
nojMoM TtenecHocT y pany EBe Xwxu (Ewa Hyzy) Kobieta. Ciato. Tozsamosé. Teorie podmiotu w
filozofii feministycznej konca XX wieku (Xena. Teno. Unerturet. Teopuje cybjekra y peMUHUCTHYUKO]
¢unozoduju xkpajem 20. Beka). Y paay ciieuM eMaHIUNaTopcke kopake KpajeBcke koja je eqykoBaa
u nedmna bocanke, omTpo mX KpUTHKYjyhw, amy y3 IyHO pa3yMeBama, €MIaTHjeé W HaKJIOHOCTH.
Ayrobuorpadceku 3anmcu KpajeBcke eTajbHO M Ha M3y3€THO 3aHUMJBMB U TTOCE0AaH HAUYMH MOKa3yjy
KaKo je MoJbCKa JIKapKa yTUIlaja Ha Mmpolec eMannunanyje bocanku.

KibyuHe peun: Memoapy, ,,lbeHa HCTOpHUja“, eMaHIUIALN]CKH TUCKYpPC, KyaTypHO amheme, Teomopa
KpajeBcka

Heduuut m3Bopa y KyJATypHO] MCTOPHjH KE€HA je 3Ha4dajaH M, KaJ IJIeaMO U3 Te
nepcrektuse, Memoapu?® Teonope Kocmoscke Kpajencke (1854-1935, Teodora Kosmowska
Krajewska) HemporemHuBH Cy 3a HUCTpakuBade eMaHIMmaldje keHa. OHU Cy O BEIHKE
BOKHOCTH 32 PEKOHCTPYKIIM]Y HeIoCcTajyhux Kapuka y nporecy cehama. lbuxosa BpemHOCT 3a
poy4aBame KEHCKOT TIOKpeTa je OrpOMHa, U To He caMo Ha bankany Hero u y [losbckoj jep,

Kao mTo je nucao Jan Xynesud (Jan Hulewicz):
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[a]yroOuorpadckux TOKymMeHaTa HHCY OCTAaBWJIE HHUTH THOHUPKE EMaHIUIIAIIN]jE
nosioBuHe 19. Beka, [...] HUTH y4YeCHUIIE MO3UTUBUCTUYKUX TUCKYCHja O ,,)KEHCKOM
nutamy” [...]. Hucy mucane o ceOu mpBe CTYACHTKHIE MHOCTPAHMX M IMOJHCKHX
yHUBep3uTeTa [...] HUTH (HEeMHHHCTHYKE OOpKHIbe Ha Tpenasy BekoBa 19. m 20.

(Hulewicz 1958: VII)

Memoape je npupenwna, Hamucaga yBoA M oOjaBuia Tek 1989. roawHe apXWBUCTKHEHA
borycnasa Yajenka (Bogustawa Czajecka). [Topoauniia ayTopke je mojeania ¢ lOM U I0JaTHH
MaTepHjai 3axBasbyjyhu KoMme je MorJia aa ce yrno3Ha ca )HUBoToM KpajeBcke U3 mepcreKTHBe
norahaja xoju HuCy OwiaM mpeacraBibeHH Yy Memoapuma. OBO je COMUAHO TpPUIIPEMIbEHA
TeKcTyanmHa Tpaha, a Tpar mamhema KOjU je OCTaBWJIa TOJbCKA JIEKapka YHHH C€ U3
MHOTOOpOjHUX paszjiiora HempoiewmuB. Mehytum, Yajerka je mpeacTaBuia BbEHY ACIaTHOCT
camo y Ouorpadcko-MHBEHTaPHOM KOHTEKCTY. APXUBUCTKHIbA j€ ypauiia UMak MpBU — Tpeda
C MpHU3HAKEM HArJIACUTU — alCOJIyTHO HEONXOJaH KOpak, rpajaehu Tume jemaH ox OUTHHUX
cTyOOBa W IMOJa3HY TAauKy 3a Jajba, MPoayOJheHa U JIeTaJbHHja ucTpaxkuBama. C 003upoM Ha
TO, OJUIyYMJIa CaM Ja HAcTaBUM Ta WCTPaKUBama, T€ Ja TeKCT KpajeBcke MOIBpPTHEM
MHTEPIPETAIN]CKOj U KOHTEKCTYaJIHO] aHAJIM3H, TOceOHO y3uMajyhu y 0031up eMaHIUIIaIH]CKe
€JIIEMEHTE JIETIATHOCTH ayTopke Memoapa. 3a MeHe je OoBlie KJbYYaH I0jaM ,,lbeHe UCTOpHje‘
(herstory), mTo 3Haun YnTarbe HCTOPH]jE U3 MIEPCIIEKTHBE yUeniha jkeHa Y 1b0j ¥ MaTepHjaTHUX
TparoBa, CTH3ama [0 H3BOpAa JKEHCKE HCTOpPHje TE ONHCca CyIOMHE MXEHCKOT IOKpeTa.
Hanosesyjem ce TuMe Ha mpobiiemM mpeoOpakaBama KyJITypHOT namhema y KojeM uMa MecTa
3a MPHUCYTHOCT KeHa. bUTaH eleMEeHT y TOM acHeKTy je EHCKO TEJI0 — HEeroBO OMOJIOLIKO
(YHKIIMOHHCAKE Y KYJITYPH, KaKBY j€ YJIOTY HMAaJIO U KaKO CE TO OJIpakaBaJio Ha T0JI0XKa] KEeHa
y ApymTBY. Y BE3M C TUM, Yy aHAIHM3U Memoapa Takohe ce oclamkaM Ha MeXaHu3aM OuomMohw,
10jaM KOjH 03HauaBa Jia ce y KOPUCT BIIacTH oMoryhasa peryrnaiyja )HBOTa IyTeM OHOJIOIIKE
penpoayKIMje, a HHCTPYMEHT 3a TO CY jaBHE HHCTUTYIU]€ U IbUXOBO JETIOBALE Y IPYLITBEHO]
cBakomHeBHHUIHM. Llyib aHanmse Memoapa jecte na y TOMEHYTOM TEOPH)CKO-METOAOIOIIKOM
OKBHPY MTOKa)KEM eMaHITUITIannjcke Kkopake KpajeBcke: o1 iseHOT 00pa3oBama y HHOCTPAHCTBY,
MEIULMHCKOT pajia W eayKauujckor nenoBama mely bocankama, ma 1o Beoma 3HauyajHOT
noxyxBata fa KpajeBcka cBe TO OMUINE W OCTAaBU Tpar 3a >KEHCKO — IMOJHCKO U OOCAHCKO —

KyJATypHO TTamMhembe.



buorpadcku Hauprt

Teonopa Kocmoscka KpajeBcka je pohena u onrojena y Bapiiasu, Ha moapydjy Koje je
Tajga MONUTHYKM MPUMAZANo 1apckoj Pycmjn.® JIOMHHAHTHA OKOTHOCT MOJBCKOT APYIITBA
npyre nonoBuHe 19. Beka OO je HENPEKUIHO YI'HETaBame Off CTpaHE PYCKE OKYHaTOpCKe
Biane. JerumcrBo u miagoct Teomope KocmoBcke Ounm cy oOenexeHH Ipolecuma
pycudukamnuje. Tu npouecu cy cHaxHO (opMUpaIN HBEH KapakTep, YMja je TIaBHa IpTa OHo
OTIIOp U MPOTECT. YIPKOC TalallllbeM PYCKOM 00pa30BHOM CHCTEMY, IIOPOJIMILIA j€ OCUTYpajia
3a Teoopy U HEHHX CelaM cecTapa TeMeJbHO 00pa30Bame y AyXy HaTpuoTH3Ma U JbyOaBu
mpeMa TMOJbCKOM jEe3WKYy M HapoJIHO] KibIKeBHOCTH. JloOpo ce cHamasmia Kako y
XYMaHUCTUYKUM TaKO M Yy MPUPOJHUM HayKama, a OTall jy je aHTaXOoBao 3a I0Ca0 OKO
cnyx0OeHe nokymenrtanuje. Ilocme 3aBpmetka [[pyre skeHcke ruMHasuje y Bapmasu ca
3BaHMYHOM moxBajsiom cum laude, Teomopa je mpuxBaTHiIa MOCA0 YUUTEIBUIIE MATEMATHUKE Y
jaBHO] Hemaukoj mkoiau y Bapmasu. Benuana ce 1876. rogune ¢ Antonujem KpajeBckum
(Antoni Krajewski), yaecHHKOM jaHyapCKOT yCTaHKa T€ YYUTEJbEM KIaCHYHE (QHIIOJIOTHje, a
HBUX0Ba Kyha je mocrana MecTo cactaHaka yrileqHUX OJbCKUX XyMaHHCTa U akTuBHcTa. [locne
npepane cMptu cBor myka 1880. romune, KpajeBcka ce natuia mpuBaTHE HACTaBE MOJbCKOT
je3UKa U KIbWKEBHOCTH. Y TO BpeMe orpodalia ce M Ha M0JbY KIbM)KEBHOT CTBApAIAIITBA; MPe
cBera mucana je Hoene, Mel)y kojuma je o0jaBuna ,,Any“ (,,Anna*) (,,Kurier Codzienny”,
1882). Hakon Tora je qoHena OUIyKy Ja »eJId HaCTaBHTH CBOje 00pa3oBame, TC je ymucaia
MenunuHcke cryauje y JKenesu (1883), rme ce m3apikaBayia 07 CKPOMHUX (DHHAHCH]CKHX
cpencraBa. Ha mosbckoM moapydjy enykaiyja 3a keHe je Ouia cBe/leHa Ha MUHUMYM, a BUIIIE
cryauje Ouie cy ckopo HenoctuxkHe. [lon pyckom okynaiujoM MOryhHOCT YHUBEP3UTETCKOT
oOpasoBama naBajno je myroBame 3a Cankt-IlerepcOypr, Ho KpajeBcka HUje TO y3umana y
003up jep je Pycko mapcTBo cmaTpaiia 3a arpecopa U HHUje )Keliejaa OUTH TTOKOpPHA HU TI0 TOM
nuTamky. Y rpaHuIiamMa ayCcTpujcKe oKymnaluje, Mel)yTum, :xeHe HIUCY UMajie HUKAaKBO MPaBo Ha
BHUIIIE 00pa30Bakbe,? HAPOUUTO HA TOJbY MEUIIMHE.

Mapa je ctyaupame y MHOCTPAHCTBY OWJIO BENMKa MPOMEHA y HEHOM JKUBOTY, Y
Memoapuma ue nocehyje MHOTO makme ToM nepuony. ['ogune 1885. qobuna je pumiomy
(baccalauréat) na Ilpupoano-matemarnukoMm ¢akynrery (Faculté des Sciences Physiques et
Naturelles), a mocne Tora je HacraBuia 0o0Opa3oBame, KOje j¢ 3aBpIIWIa JTOKTOPCKOM
nucepranujom Recherches physiologiques sur la réaction de dégénérescence (®usuosorike
CTyauje aercHepatuBHe peaknuje, 1892). 3a taj pang mobuia je Harpaidy, a ,,joll y BpeMe

cryauja mpodecop Makc [uda (Max Schiff) mo3sao jy na Oyae acuCTeHTKHbA HAa KaTeIPH 3a



dbusnonorujy* (Czajecka 1989: 10), mrTo je 6mao Benuko mpusHame. [locao apkaBHE JeKapKe
AycTpHjcKOT LapcTBa CTEKIa je myreM KoHkypca Jlp>kaBHe Biage y CapajeBy. OTKyn TakBa
npoMmeHa y kapujepu? Maza cy ce mel)y Tpu oKynupaHe NoJbCKe TepUTOPHje EMaHLIUTIAI]CKe
uneje (moceOHO THMTame BHIIEr o6pasoBama)® Hajcmabuje mpuMmie y TpaHHMIAMa
AycTpoyrapcke, 3axBajbyjyhu pelaTUBHOM JTUOEpAIM3My Y IPYTrUM JIeJoBUMa Xa030ypiike
MOHapxuje, (EeMUHUCTKHIbE Ca OCTATIMX OKYIMUPAHUX TEPUTOPHja MOTJIE Cy C€ MPUKIbYUYUBATH
eMaHLIUNAIMjCKOM TOoKpeTy. Harnamasam Ty uMmbeHHIly 300r TOra IITO Cy YIPaBO Yy TUM
rpaHMIlamMa XeHe WMaje MOTYNHOCT J1a 3amouyHy paja Yy JEKapCKOj CTPYyHH U y OO0JacTH
Menuiuue. [Ipu Tome, ynpaBo cy y bocHu n XeplueroBuHu OTBOpEHa MpBa MeCTa 3a JAp>KaBHE
nekapke. O4exyjyhu Mecernma j1a 1061je Ap>kaBJbaHCTBO Xa030ypiike MoHapxuje, KpajeBcka
je mocyie nonacka y beu yumna cprcKOXpBaTCKH je3uK Koj mecHuka Tyromupa Anaymnosuha’
(,,XpBar-bommak, kako je Taga mormucuBao cBoje mecme” [Krajewska 1989: 58]). IToxahama
je Takohe mpenaBama TalalllibUX ayTOPUTETA Y 00JIaCTH METUITUHE.

VY mapty 1893. rogune KpajeBcka je mpuxBaTuia ocao TepeHCKe JIEKapKe Y OIMIITUHU
Jlomwa Ty3zna, rae je panuje pagmia Yexuma, np Ana bajepoa (Anna Bajerova). 3aganu xoju
Cy jOj IoAesbeHU OWUIIK Cy Mpe CBera JieUeHmhe MYCIMMaHKH, Kao M TMalHjeHTKUba U3 1eJIoT
TY3JIaHCKOT OKpYTa, T€ OIICHA CTama XUTHjEeHE U 37paBjba KEHA, IITO je 10Taa oHeMoryhaBao
3akoH Kypana, 3a0pamyjyhu crpanom Mymikapiy fa riaena *eHcko teno. Jlapana je OecriaTae
KOHCyNTanyje y amMOynaHTH ONMM3y HEHOT CTaHa, IITO Cy OOCaHCKe MYCIMMaHKE HEepajo
KOpHUCTUJIE, 32 Pa3jiNKy O] KaTOJMKHa (YrJIaBHOM XpBaTWlla) WM MPaBOCIABHHUX >KEHa
(BehmHoMm Cprikuma). 3akJbydke CaKyIllJbeHE Ha OCHOBY MEAMITMHCKHX MCTPaKHBama Koja Cy
Tpajana npeko Tpu roaune, Teomopa KpajeBcka je mpencrasuia Ha Jpyrom mehynapogHom
TMHEKOJIOIKOM KoHrpecy y YKeneBu (1896) Ha koju je Ouia mo3BaHa Kao CTPYUH-aKUIba.
IIpenaBame je 6mio nocseheHo Temu octeomananuje,® pannje Hemo3HaToj GoxecTn. Jour ucre
roguHe je Ha MehyHapogHOM KOHTrpecy keHa y bepnuHy mpeacraBuia CBOjy IEIaTHOCT Y
bocHu 1 XepueroBusu.

Togune 1899. KpajeBcka je 6una mpemerirena u3 Tysne y CapajeBo Ja IpKu TedajeBe
o xurujenu. ¥ Memoapuma ce ceha carucdakiuje 300T HOBOT MOCJIa U CPAAYHOT OJHOCA KOJU
j€ u3rpajauia ¢ yuecHuIaMma Kypceesa. 3a pa3nuky o1l Tysie, Ha HOBOM pagHOM MeCTy OOIHHIIA
je dynkumnonucana (paau ox 1894. ronune o /:[aHac),9 a TUPEKTOP je OMO MOJBCKH JIeKap, AP
Jleomong I'mux (Leopold Glick). OnpsxaBana je jako moOpe oIHOCE C BHM U ca JIEKapCKOM
cpeaunoM. C Ilospanmma y bocHu n XepueroBuHu JenoBaia je y ApymrBy ,,Jlosbcku Kpyr®,
n3melyy octaor, Ap)kehu npegaBama U3 MOJHCKOT je3rKa, a qorahaje u3 oTafiOnHe HAITUPOKO

je KoMeHTapucana y Memoapuma.



bocuu u Xeprieropunu je mocserusna 34 roguHe CBOT Tpo(ecHOHaATHOT paia U Haj0oJbe
BpeMe cBor xuBoTa: oA 1893. no 1927. ronune. lbeno Ayro oacycTBo U3 poJHE CpeauHE U
MCKJbYYCHOCT U3 MOJHCKOT APYUITBA KOje€ j€ Yy TOM IMEPHOAY MPEKUBEIO MHOTO TEMEJbHUX
TCOTIOJMTUYKUX W COLMjATHUX MpoMeHa (morpecu [IpBor cBeTckor para, IOHOBO CTeueHa
npxkaBHocT 1918. rogmne), 6mo je wmak jemaH ox y3poka 30or kojux ce KpajeBcka mocie
noBpaTka y [losbcky HHUje cHamwia y HoBoopMupanoj orandounu. CKopo Hero3HaTa IMoJbCKOj
JIeKapCKOj CpeAMHH, UMaja je YCKy rpyny polaka v mo3HaHuka, 1o0ujana je Maiy miaty Koja
j€ cTh3alia HEPEeIOBHO, a y3 TO U eH BUJI je Ono cBe cinabuju. Y CapajeBo je OTHIILIA JOIT CaMo
jenanmyT. Ilnmox Tor myroBama je mpeBonx HoBene ,,Xanymuna“ Bepke I[llkypne WMnujuh

(1930)*° na nosscku jesuk. Kpajescka je ympna y Bapmasu 1935, y 81. roauHu skuBoTa.

Pax y bocun u XepueroBMHu: eMaHIMIIATOPCKA U Apyradnja

Tokom cBoje nekapcke mucuje Kpajercka mocmarpa bocny tor no6a u3 erHorpagcke u
AHTPOIIOJIONIKE MEPCHEKTHUBE TE IOCTaje IBOCTPYKA 3aCTYMHHIA: M TOJBCKE M OOCaHCKe
kyarype. C o03upoM Ha MoO3amdHOCT 3ammca y Memoapuma, aHamu3y HHXOBOT
(YHKIIMOHHCAakha y €MaHIUIIAIKN]CKOM JTUCKYpCy Hehy mpeacTaBUTH XpOHOJOMKH, Beh hy
MOYETH YIPABO O] KYJITYpOJIOLIKOT MUTama jep ce ¢ BbuM Kao npBuM KpajeBcka noaupyje

rnociue gojiacka y bocny:

VY MapTy cam HamoKOH HammycTuia 0aucTaBy bed [...] Te caM ce OprkHa yImyThiia Ha jyT,
ka bochu [...] 3emuba paBHa, mpa3Ha, UaEeMO IPaBo IpeMa jyry. Basba je To HajpyKHUjU
neo AycTpo-yrapcke MoHapxuje. Taj KomMaa TpPHUCBOjEHE CIOBEHCKE 3eMJbe |...]
KOHJIYKTEp MM 00jalmkaBa U MoKasyje rnojeaune 3rpajae: Gpadbpuka mmupuryca, pyTHAK
yriba, COJIaHa, IUTJIAHA M LEMH pell pagHuukuxX Kyha... [lakie, HUje TOJNMKO Jioime
KOJMKO Cy Me Iutamid. [ ae uma WHAYCTpHje, pajga, TaMO U TOCTOjU TEkKa 3a

musum3anyjom. (Krajewska 1989: 60)

[IpBu yTuciu Tor mMyTOBama J0Ka3yjy aa je KpajeBcka ommasuna y Oyayhy oranbuny myHa
CTpaxa, jakuX Ipeapacy/a i HeraTUBHUX cTepeoTrna. CIIOMHIbE pedr ONIITHHCKOT JIeKapa, 1P
Hynepa (J. Duller): ,,na He Tpeba ma >KypuM C MOYETKOM JIEKapCcKe Ipakce, Aa Ipe cBera
YIIO3HaM JIOKAJIHO CTAHOBHUINTBO, 00n4aje, mpa3zHoBepja, nocedHo mehy mycinumanuma. Kamga
CTEKHEM IOBepeme, manujentd he camu momasutu kox mene™ (Krajewska 1989: 61). V ono

no0a HaMeTamke CTpaHe KyJIType Xa030ypiike uMmrepuje OMIo je u3a30B 3a Biajaajyhu moaen



Kyntype y bocHu m XeprieroBuHu — mpe cBera IojaBa JjeKapa W yuuTesba, a Mehy muma u
Kpajescke, u To y ob6ema ynorama. Kao /Ipyra u nqpyraunja, y ounmMa JIOKQJIHOT CTAHOBHUIIITBA
IpeJCcTaB/baja je Ipe CBera OINPECHBHU CHCTEM ayCTpOyrapcke Biajae HaJx OOCaHCKUM
cTaHOBHUIITBOM. Teomopa KpajeBcka m3rienana UM je Kao MHCTPYMEHT KOju AycTpoyrapcka
KOPHUCTH 3a WCIyHkaBame ,[UBIIIM3AIMjCKE MHUcHje” Tipema ,3aoctanoj” bocam wu
Xepruerosunu. Basba ipu ToMe uMatH Ha ymy fAa je cama KpajeBcka mmaina JIM9HO UCKYCTBO
WHTEH3WBHE JOMHHaNWje Pyckor mapctBa y poJHO] CpeIVHH — TUKTAT KYJAType U 3aKOHa
OKYyTaTopa, IakJie, ICKYCTBO OJMCKO UCKYCTBY JIOKaTHOT CTaHOBHUIITBA. Hajmpe je mopana nga
ormoBprue Ty npeapacyny (,,Harra eBporicka ogeha y3pokyje nemoepeme* [Krajewska 1989:

81]; ,,llIBabuua 3naum y Ty3mu mehy bocanuuma tyhy ocoOy ¢ kojom ce He cuMmaTuzupa’
[Krajewska 1989: 89]):

Op nokamHOr HapoJa KOJU CTBapa OCHOBHU YTHCAaK M YMHHU BehHHyY, OIITPO ce
pasnukyjy Tyhu nonubanu koje onu 30By LlIBabo, [1IBaduna. bp3o cam To cazHana: yum
caM Jiouuia y MyCIMMaHCKy Kyhy CIyIIKuma je pekia cBojoj rocnohu aa je ,,ao1ia
Heka [IIBabuna®. HapaBHo, oqmax cam ce moOoyHmia. Pekna cam ga Hucam [lIBabuiia
Hero Ilospakuma. Jla Oux oOjacHMIIAa HAIMOHATHE Pa3jIMKEe pPeKiia caMm Ja MpHUIlajiaM
HApOJy YMjU je je3uK ciauyaH OocanckoMm roBopy [...] — Kag nucu HIBabuna 3amro
Hocuml memup? [...] 3a TakaB MajlaHaykH TOTJIE] Ha CBET HUCAM Hallljla OJATOBOP.

(Krajewska 1989: 62)

YumeHna 1a HHUje MpHIajala OKyNaTOpCKOM HapoJIy KOjU jé TOBOPHO HEMauku Owmiia je
TOJIMKO OWTHA Ja je MOIJIa CIOPEYUTH IUCTAHIy WIM YaK KceHo(oOHWjy Koja je M0IaTHO
OTeKaBaJla lheH MOHAKO Tekak pana. KpajeBcka je mpummta k cpiy caset ap Jynepa. Hhene
AHTPOTIOJIOIIKO-COIHOJIONIKE OeJlelIke Ha TeMy JIPYIITBEHE CTPYKType Yy Taaammoj bocHu
(kako oOM4YajHE TaKO M KYJITypHE), IPEICTaB/bajy UMIpPEecuBaH eTHorpadcku marepujain. Ha
MOYETKY ce OaBHiIa CIIOJBE-IM, JAKJIe HajITPUMETHH]UM CJI0jeM KYATYpe, TO jeCcT, apXUTEKTYpOM

rpaaa Tyzne:

Kyhe ca manmm npo3opuma MpeKprUBEHNM C YHYTpAIEhe CTPaHe IPBEHUM pelieTkaMa
(mymenim), 1 Kyhe xoje ce Hanase y ABOPHILTHMA WK Oamrama orpaljeHe BUCOKUM
3UJIOM — TO Cy MycIUMaHcke Kyhe y KojuMa Cy jKeHe M30JI0BaHE O] BamCKOI' CBETA.

(Krajewska 1989: 61)



OBo 3amaxkame yka3zyje Ha oceT/buBocT KpajeBcke Ha jkKeHCKO muTame. [lyrem ommca
apxutektype OocaHckux kyha Ilosbakuwma MOYHMIE MPOHUIIATH Yy 3aryliJbUBE YKEHCKE
mpocrope. 3ay3uMa y BHMa MOYacCHO MECTO MPBO Kao romha, a BPEeMEHOM M Kao BeoMa
normroBaHa ocoba. KopucTu cBoj 1mosioxaj 3a KOHCTPYKTUBHY KPUTHUKY T€ TIOUYHIHE IMUPUTH

CaHHWTapHAa 3Hama. Y JajbeM TeKCTY HaBOJUM OIHC CUTYalllje TOKOM IpociaBe bajpama:

Kana HOBU TOCT, Tj. HOBa JK€Ha yna3u, oJMax j€ jeJHa O]l IPUCYTHUX XKEHa MUTa 3a
IEHO 37IpaBJbe, 31paBibe Myxka U nopoauue. OHa oaronapa, na nura gomahuiy. Mcra
MUTamka ,,KaKo CH‘‘, OITOBOP ,,JJOOPO J0I1a0, XBaJla HA MUTAKY " TE OMET MUTAHE U OTIET
OJITOBOP BPTE c€ OECKOHAYHO U oYMy Me 3aMapaTh. Kana cy ca3znane ga cam JOKTOP
U na cam usneumna Mcemera, modene cy mpe cBera MUTAaTH Ja JU UMaM MyXa U Jely.
OcuM Tora, MHTEpPECOBaJIE Cy C€ 3a MOj IIEHIUpP, KOCTUM, IMHUIAJe MaTepHjai Moje
xaspuHe. Yak MU ce yUHHMUIIO J1a Cy XTeJIe 1a MpoBepe KakaB UMaM J1om1 Benl. [Ipe cBera
nera. Kaga cam modena o6pahatu maxkmy Ha HBUXOB JIOII HAYWH JKUBOTA, HEOCTATaK
Ba3/lyXa M CyHIIa Y 3aTBOPEHUM co0aMa, HEJOCTaTaK KpeTama, Ma Ha MPEAyTo J0jCHmhe
nerie, ciyiiaie cy MakKJbUBO, a KACHH]j€ CY MTOYeJie C TYHO MOBEpeHha TOBOPUTH O CBOJUM

terobama. (Krajewska 1989: 70)

Hedununryhn TakBo moHamame Kao He3peno W 4Yak uHpaHTHiIHO, KpajeBcka moTBphyje
YUHEHUITY A j€ y TaJallikb0j CPEANHHU KEHCKA yM OMO TOCMaTpaH Kao OTPaHHYEH, HE3PEO,
HETIPOMUIIJBEH, HaUBaH. Y UCTO BpeMe je oOpahana maxksy Ha TO /1a C€ TaKBO CTamkbe yMa Mehy
MyCIMMaHKaMa HaMEpHO TMOAP)KaBajo M yuBpirhaBaio y EHBHUXOBOj KYJITYpH: MaKCHMAaHO
M30JI0BaHe, HUCY UMaJle PUIIMKY Ja Ce pa3BUjajy, 00pasyjy U J1a HIMpe APYIITBEHE U KyJITypHE
KOHTaKTe. JelIHOCTaBHA MUTakha M OJITOBOPH MPEJICTaBIbAIIU CYy YOOHUajeH OTHOC C IPpyTruMa 3a
Koje cy Te xeHe 3Haie. CBoja mocMmarpama U3 MoceTe MyCIMMaHCKOj kyhu Tokom bajpama
[Tospakuma yropehyje ¢ mpociaBoM KpcHE ciaBe: ,,koJ] 6ocaHckux CprKHmba CBE Ce TOKOM
npujeMa JemaBa CIMYHO Kao KOJA MYCIMMaHKH®, pas3luKyjy ce jeAMHO ,,0/IeJIoM,
HHTEIUTeHIjoM 1 BehuM camonoy3mamem (Krajewska 1989: 75), mTo Bpeau HarjlaCHTH C
o03upoM Ha Behy KynTypHO-ApYIITBEHY CiI0004y TIpaBOCIaBHUX jkeHa. I[lomenyte
MyCIMMaHKe cy moja yTrumajeM KpajeBcke y BIACTUTH CKYyYEHH KpYr MPHMHUJIE IOACTHUIA]
Crlojpa, T€ C€ Yy IbUMa II0jaBUO Tpadyak HHULMJATHBE Yy pasroBopy M QacuuHaimja
cnocobHocTMa llospakume (,,JluBuie cy ce jeqHOTrNIaCHO MOjeM IO3HaBamky U Op3HHHU

mucama“ [Krajewska 1989: 70]).1!



Jlpyro, W3BaHpeIHO 3HAYajHa CTBAp Ha TOJbY KyIType (Ca CBOJUM 3JIPaBCTBEHO-
XUTHjeHCKUM TocieuiiaMa) Kojy je 3anasuia KpajeBcka jecte mpocTop Ha KOjH Cy )KeHe Oue
ocyhene — 3arynubuBe coOe y KojuMa Cy HM30JI0BaHE O[] Ba3ayxa M cyHua. lIpoGiem
OTPaHUYCHOT, YOIIIIITEe HEMPOBETPABAHOT MPOCTOPA KOjU je OMO OIacaH 3a 37paBibe, MOPAO j€
OouTH jako 6utan Oyayhu na ce y Memoapuma Ta TeMa 1mojaBibyje Kao JIajTMOTHUB Y HEKOJIMKO
HaBpara.'? Bolmakumbe Cy ce CyouaBalle ¢ OrpaHHUYEH-HMA Y CBAKOM acleKTy KUBOTa. MI3Bop

TAKBOT CTama cTBapH KpajeBcka je Hanasuia y Tajfalimoj unTepnperanuju Kypana: '3

MycnumaHnu ce MHOTO pas3lIMKyjy O OCTaJIOT CTaHOBHHILITBA 3aTO HITO j€ FHHXOBA
penuryja, npeacraBbeHa y Kypany, HCTOBpeMeHO M Bepa, NOPOJMYHA M JIPYIITBEHA
eTuka Te 3akoHojaBcTBO [..] Kypan Hapehyje moOpe oOuuaje m CKpoMaH Ha4YHH
oJicBara JKCHAa Ha YyJIWIM W Ta Hapeada je TOKOM BEKOBa Hapacia IOJl yTHUIIajeM
¢danaTH3Ma 0 TE Mepe Jia je mpepacia y U30J0Bamke JKCHE OJ1 CHOJbAIIbEr CBETa U
ocyIuia je Ha camohy, 3aHeMapHBame €JIEeMEHTAapHUX YCIIOBa XUTHjEHE, HEJOCTaTaK

nokpera, cyHia u ceetna. (Krajewska 1989: 71)

AyTopKa yka3yje Ha CHCTEMCKO, KOMIUIEKCHO YCTaHOBJbAaBaWkE€ I'PaHUIA pa3BOja, XWUTH]JCHE,
MOOMIJIHOCTH, Ta YakK U ojpeleHy opraHu3aiyjy CBaKOJHEBHUIIE MYCIMMaHKH, IITO je BeoMa
JIOIIe YTUIIAJIO HAa BbUXOBO 31PaBCTBEHO CTame. HemocTarak XurujeHe je y BeIHKoj Mepu Ouo

MOAYNHPaH CUPOMAIIITBOM JAPYIITBA, aJld HUje TO OMO HYyXaH pa3Jor:

VY nenom KpemeBy cy mycnumancke kyhe npsbaBe. Y o0mmxm0j PojHUIM je cacBUM
CYIpPOTHO, y 6oratum Kyhama kako U y HajCHPOMAILIHUjUM YyllepullamMa CBYTJE je OHIo
yrcto. [lonoBu cy Omim ompaHu, MPO30pH OTBOPEHH, JKEHE, Jela YUCTO OOydeHa.

(Krajewska 1989: 135)

Uctpaxyjyhu mojaBy ocreomananmje,'* KpajeBcka je 3amasuia 1a eTHONOTMja JEXKH Y
KOHKPETHO] KYJITYpH jep W KaTOJIHWIM U MYCIMMAaHH XHBE y HCTHUM YCIOBHMa, ajH Ty OoJect
HaJla3" jeJUHO KO MYCIMMAHCKHUX TPYAHUIIA (TIpeMa U3BeITajy ca [ MHeKOoIOmKOr KOHrpeca

y XKenesn):

Brnaxne kyhe cy jenuHu y3pok Te OOJECTH, MPEANCIIO3UIIN]ja 32 OCTEOMANAIH]Y j€ Y

MOTPEIIHOM Ha4MHY KUBOTA, HEJAOCTATKY Ba3/lyXa, CyHIIa, Y IPepaHOM Pa3B0Ojy MOJTHOT



KUBOTA, Y UCIPIJBEHOCTH OpraHu3Ma 300T 4ecTux rnopohaja U IyroTpajHOTr [10jeHmba.

(Krajewska 1989: 136)

MenuuuHCKO 3Hame 3alcTa je 3aXTeBaJo W J00pO MO3HABamke KYNType W YCIOBa XKHBOTA
onpehene cpemuHe. 300T ycioBa KOJjU MPOHM3JIa3e M3 KyAType uciama y buX, oTkpuBame
ocTeoMaaluje MOIJa je U3BPLINTH CaMO MEIUIMHCKH oOpa3oBaHa sxeHa. ™ Kako 6u ce 60Jbe

BU/JICO 3HAUaj JIeueha T¢ OOJIECTH, HABOAMM OIMUC TEUIKOT ciydaja u3 nepa Kpajescke:

Jpyra xeHa Oieqia, HCIPIUbEHA, CETU Ha MOy, HOTe 3aBpHYTE MO/ cebe y JIyK, BpaT joj
ce HE BH]IH, TJlaBa Iponayia Mel)y paMeHrnMa, Kao J1a JISKH y Talkupy; TNlaBa CIyIITeHa,
Opana nonupyje UCIymnueHe rpyaHe KocTu. JJurnytu ce He MoXke, My3H, HACJIOHUBIIH
ce Ha pyke, ma nomamwxyhu Tpym pede na uMa 26 roawHa; jako miaaa ce yaaia. Paha
JIeIly CBaKe roJIMHE, JI0jU T1a TTOHOBO 3aTpyAHU. Tokom TpyaHohe Oojie je KOCTH, CBake
roauHe cBe Buie cy kpuse. [locnenmwu nopohaju Ounm cy jako temkw. Jlena cy cinada,

ymupy. XKena uak u He 3Ha KonuKo je aene poamia. (Krajewska 1989: 173)

Ocreomainanwuja je, qakie, Hocuiia 3a coOoM jorr jeaHy ,,peTwy. Kako je mucama mpod. ap
Hucsera Anucnaxuh: ,,Bpemenom, 0051081 61 ce MpeHMjel Ha HOT'e, IITO j€ OTeKaBaJIO IOJTHE
OJIHOCE, a Yera ce HecpeTHa jkeHa Hajsumle 6ojana.*'® 36or nemoryhnoctu na 3arpynuu, xeHu

je ,,TIPETHO pa3BoJI jep HHje OMIIa y CTamby Ja M3BPIIN CBOjy OCHOBHY MOPOANYHY yiory: L’

jeIHa oIl BUX je M3jaBWiia J1a joj MyK IIPETH Jla ako My HE POJAM CHHa, OH he Wy 1a
MyCTH, Tj. Aa c€ pa3Bene [...] pa3Boja KOA MYyCIMMaHa jé HEeM3MEpPHO jeIHOCTaBaH.
JIOBOJBHO j€ J1a MYyXK Ka)Ke CBOjOj )KCHH — HHUCH BHUIIIE MOja K€Ha — M Jla TO TPH MyTa

[MOHOBH, WJIM Jla H3TOBOPHU: — TH cH MU Kao Mmajka. (Krajewska 1989: 70)

,,Y aHaIM3M )KeHCKUX Tena [Susan] bopao kopuctu d@ykooo [Foucault] onpeheme mocmyrnor
tema [docile body]. OBo Tteno crmeam [...] HeyxBaT/bMB HACAl JKEHCKOCTH, ITOIJICIKE
muctuuHu Te HopManmm3anuju' (Hyzy 2012: 202). FberoBa HenmpoMeHJbHBa GyHKIIH]a OCTaje
pEenpoyKIIhja, Kao TJIABHU Pa3JIOT JKEHCKE E€T3UCTEHIMjE y MaTpHjapXajHOM CHCTEMY KOjU
UACHTUUKYjE KEHY C MPUPOAOM: ,,lopohaj je Kao MCKYCTBO MapruHaJN30BaH, MOBE3aH C
MOHMKEHEM U MOKPTBOBAKEM, M HA KPajy MCKJbYYEH M3 JaBHOT JMCKypca Ia o70adeH U of

ctpane xeHa“ (Kolodziejeczyk 2014: 401). Ha Taj HaumH cucTeM MpuBE3yje HUXOBA Teja



MpUBaTHOM TpocTopy Kyha. Ctua moBe3aH ¢ mopohajeM nmokasas je Mel)y MyclimMaHKaMa THME

mTo cy TokoM pahama hyrane, nomepajyhu Tume rpanuiie npusatHe chepe 10 MUHUMyMa:

Toxom mopohaja MyciuMaHCKe KeHe HEMajy HHKAaKBY HETYy HHM IOMOh HM Of Kora.
Pabhajy came. Benuka je yacT MycnmMaHCKe jKeHE Kajia ce Mopoau 0e3 MKAKBOT TJiaca,
TaKo Jla y CyceIHOj coOM HUKO He ca3Ha Jia keHa paha. UynHo je na 306or HemoryhHocTH
Tpakema MOMONM O] JIeKapa-MyIIKapIla, KeHe MYCIUMaHKe HHCY UMayie OBOJHHO

xpabpoctu 1a m3mel)y cebe nzabepy camoobpaszoBany 0adwuiy. (Krajewska 1989: 99)

OBako TOHAIAKE je JOII jaue MaprHHAIU30BaJIO JKEHCKO TENO jep je OrpaHHyYaBalio 4Yak U
NPUPOJHY PEaKlnjy BUXOBUX TeNa, KOja je y3pOoKOBaHa ,,XOPMOHCKH YIIPABJbAHUM IPOLIECOM
nopohaja (HIp. aaApeHaTnHOM, OKCUTOIIMHOM, EHI0p(PUHNMA) U eMOoliijaMa KOje OHH U3a3UBajy
(y30yheme, ctpax, 601, ekcrasy) (Kotodziejczyk 2014: 401). 3arBopene y cKydeHOM KyhHOM

KpYyry MYCIIMMaHKE Cy ITIOHaBJbajle MIOTPEIIHE IPAKCE, TOAPKABAHE PA3IMUUTUM BEPOBAKHUMA!

CTIDKE MJTaJia, MPUJIMYHO Jiera cMeljokoca JKeHa U IHTA IITa A3 PaIH jep IleHOM JIETEeTy
ucraza mpeBo M3 4umapa. Tpaxkum Ja JOHece NeTe W MOoKaxke. Tama ca OCMEXOoM U
30ymeHomhy kaxe 1a Hema norpede J1a nmokasyje aere [...] — ojuiasu. 3a Koju TpeHyTak
Bpaha ce u JoOHOCH JieTe 3aMOTaHO Y jopraH. 3amas3uja caM Jia OBO TPOMECEUYHO JIeTe
¥Ma Ha JIMIY U Ha pykama cMmehe MpJbe, TOKpUBEHE TaMHOM JJIaKOM. TpaxKuiia caMm Ja
YKE€Ha 0JIMOTA JOpraH U MejieHe, HAITOKOH MajKa je oJyTy4yuia U rokaszana aere. Lleo nomu
JIe0 Tpyla, HaTKOJEHHUIE CKOPO J0 KOJEeHa MOKPUBEHE TaMHOCMehMM MpJpama ca
TaMHOM JIJIaKOM; OOJIMK HAaTKOJICHHIIa M HOTa JIMYMO je Ha Ko3y. M3riena xao ¢ayHa
YKEHCKOT Tona. M3pa3 nuima majke 6uo je uynaH, Kao Ja je 3a0puHyTa, IMa OreT Kao Ja
C€ TajaHCTBEHO cMeje. — 3aryiefiaja ce y japlia — peKia je jeHa OJf CTaphjux >KeHa.
Jlpyre >keHe Cy Iiefajie amaTUYHO Ha YyIOBHILTE, HUCY MOKa3MBaje 3alameHOCT.

(Krajewska 1989: 137)

HaBenenn cumnTomMu ykaszyjy Ha pelaTHBHO 4YecTe reHercke Aehopmanuje. XKusehu y mamum
cpenMHaMa, WIAHOBH M WIAHMIE T 3ajeAHUIIe OOMYHO HUCY MMl IMHpOoKe MoryhHoCcTH n1a
n3abepy My’ka, OJJHOCHO EHY C KOjUMa yOIIITe HUCY OuiH y cponacTBy. OBako Cy HacTajaie
IIPOMEHE y U3TJIe/ly Koje Cy MorJie OMTH N3BOp Mpa3HOBeEpja, Ha IPUMEP O KIETBU Y IOPOAULIH.

OncycTBO uyhema OKYIIbEHUX KEeHa MOXKE J1a CYTEPHIIIE J1a CYy ¢ MyTalllje T0jaB/bUBAJIC TOCTa



4YecTo, MOJAp)KaBaHE BEpOBalbMMa Yy HAJIpHIEKApCKe TMpakce T€ HENPOMHIILIbEHUM

,Kyparmjama“,

[TyToBama cam u cByrjae Hajia3uia 3a0CTaJIOCT, JOoII Behe mpa3sHOBEpje U MHOTO rope
ycioBe Hero y Tysnu. Yormmre, MycIuMaHCKe jkeHe Ome ¢y ocyleHe Ha ceneme Ko
Kyhe, TpyIHUIlE ce yOmIITe HUCY ToMepalie ¢ MecTa yekajyhu mopohaj. Y mocnenmem
Meceny TpyzaHohe HapehuBaHO UM je 1a nujy pudJbe yibe, Yak JIETH, Ha TeMIIepaTypu

oxn 37 R [46,25 °C]. (Krajewska 1989: 99)

Tena Tpyauuna 6una cy gpoBoljeHa 70 TpaHHIIAa KUBOTHE CIIOCOOHOCTH. Y ciydajy JAa cy ce
10jaBJbUBAJIH MIPOOJIEMH, Y TIPBOM pelly JO3UBaHE Cy HaapUJIeKapKe KOje HUCY UMalie 3Hamba O
nopohajuma ajm cy BpIIWJIE pUTyalie: Ha IpUMeD, ’KeHa Koja ce mopahara Mopasia je 1a momnuje

BOJIy M3 JICCHE YM3Me CBOT MY’Xa, I1a 1a TpH ITyTa npelje mpeko cura.®

AKO HY YM3Ma HU CUTO HUCY IIOMOTJIX, TOPOJMIba j€ MOpaJia Jja CTPIJBHUBO YeKa, uydehu
y TYPCKOM cely, pHIpkaBaHa y3 momoh Haapuiekapke. Kana je apymrBo Buaeno na
j€ ’KeHa 013y HECBECTHIIE, TaJla je OMiI0 J03BOJFEHO 3BATH JIeKapa, 1a y CIy4ajy CMpTH

nopoausse He OyJie caxpameHa ca aereroM y yrpoou. (Krajewska 1989: 66)

OBakBO Teno je OWJIO jeIMHO HMHCTPYMEHT 3a HCIIOPYYHMBaEmE IMOTOMAaKa, a W3a HEroBe
OumoJIoTHje HeCTajao je uueHTUuTeT xeHe. KpajeBcka je ropko npumeruna: ,,O4uTo, CMPTHOCT j€
Ouia BeIMKa, 3a CTATUCTUKY HUj€ HUKO OpPUHYO, @ MYX KOjH je IOCTao yaoBall Op30 ce KeHHO
nonoBo™ (Krajewska 1989: 99). Oze Tpeba 00paTuTH NaXksky Ha yJIory cynpyra. ,,MyKeBu cy
Pa3IMYNTH, HATIPETHU U 320CTAIN. Y MaJIUM TPaIOBHMAa JICIIABAIIU CY C€ CIIy4ajeBH MOTITYHOT
37I0CTaBJbaha JKEHa OJ CTpaHe MykeBa. HampenHun MyciuMaHU MMajy MOINTOBAEkE IpemMa
xenama“ (Krajewska 1989: 71-72). Y3pok (haTaiHOT MOJ0XKaja JKEHE BHJIENA y Ha3aJHOM
MOHAIIAlky MYXeBa: ,,KaJa MyCIMMaHKa 000JiM, HUje OWIIO JI03BOJHEHO 3BaTH JieKapa jep
MYyIIKapall Haje cMeo aa je Buau. [lonekan, kao nu3y3erak, Myx j€ J03B0JbaBao KCHHU J1a UCTYypH
PYKY Kpo3 Bpara ja jiekap nposepu myic (Krajewska 1989: 71), a ,,rokom enugeMuje Kojaepe
JIETIaBaio ce J1a MyCJIMMaH HUje PHjaBJbUBA0 000JIeNe )KeHe, IMTOo je O1iTo 00aBe3HO HAJIOTOM
rpajacke ynpase™ (Krajewska 1989: 82). [lakiie, xeHa je Ouiia 3arpaBo ocyl)eHa Ha My>KEBJbEBY
BOJbY, HUBO 00pa3oBama, pa3Boj U JuuHe ocoOuHe. Mnak, BUIIECTpYKa MPUBPKEHOCT JKEHA

PEUTH]CKUM TTPaBUIIMMA TTOHEKAT j€ caBliafiaBaja U OJTydHY CIIOCOOHOCT MYyXa:



Hu moje HU MyXeBJheBO HaroBapame HHUINTA HHUje rmomMoriio. Ha cBe Hame monbe u
aprymenTte oarosapana je: — Hehy na ce sbeunm, bor nao. Illta na ce pagu? TypoOHo
je o6mo cespaky. JlokTopuIly je JOBEO y3alyn, )kKeHa OojecHa u riyma na Hehe ma ce
neun [...] Ocrao je Heyroman ocehaj Heycmexa. Illta ma ce pamu? 3aocranocr,

npasHoBepje, panarusam. (Krajewska 1989: 80)

Kene cy uecto Omiie HEMOBEPJHUBE Y OJJHOCY HAa HOBE METO/IE JIEUCHAa, YaK M HEIIPHjaTeJbCKU

pacrioniokeHe pema panay KpajeBcke:

Kana nonasum Koz BUX CKOPO J1a He OJIroBapajy Ha Moja NMUTama, IIeajy Me MpPKo, ca
HeBepuIoM. AKO foheM ApYyru MmyT U BHIUM MOOOJbIIAKE, OHJIA OATrOBapajy Ha Moje
MHUTamke 714 je HCTO Kao Ipe WM CBE rope [...] 4ak He 3Ha 3pasuTH Oec; caMmo Me riena
JbYTUM OYMMa W MHUYE€ yCHaMma, Kao Jia HemTo kBahe win na xohe 1a MCIJbyHE CBOJ

npurymenu Oec. (Krajewska 1989: 82)

[TpoGiiem HemocTaTKa ajJeKBaTHE KOMYHHUKAI[M]e MM PearoBama Ha HOBA MCKYCTBA MOTao je
MPOM3JIa3UTH W3 W30JIallkje Koja je JoBelia JI0 MHTEICKTyallHe MacuBHOCTU. Jleo THX JKeHa

OJIpKaBao je

[...] camo melyycoOne Be3e. Hemajy mojMa ko je Jiekap, JJIeKapCKu MPerie ] Ui caBeT. Y
CTBapH, J0Jla3e jJeMHO IO JIEK M MPUMajy Ta jaKo pajo jep Cy HaBUKIE Y3UMaTH
pasnuyuuTe JIGKOBE O]l HaJpuiiekapa U Hagpuiekapku. Kaga uM ofjamimaBaM Kako Ja

KOpPHUCTE TaKBO CPEZICTBO, Tpyae ce Aa Mme cxpare. (Krajewska 1989: 178-179)

Ha taj Haunn mycnumanke (camo o0 BUMa y TOM KOHTeKCeTy nuiie KpajeBcka) mosigako
Cy IpH3HaBaje HOBY JIEKapKy U meHe Merojie. JKeHe Koje Cy Jakiie BepoBale ,,CBEMY HITa
noHocu Hampenak“ (Krajewska 1989: 82) caunmmaBane cy Mamy TpyIy H IPEICTaBIbase
YIIIaBHOM €JTUTY MYCIMMAHCKOT JIPYIITBA.

Kencko Teno je, mpema wusBemTajy KpajeBcke, cacBuMm moapeheHO KyaTypHOM
KOHTEKCTy uHje cy Hopme oxpehene Kypanom.®® Ocramm acriekTn MueHTHTETa XKeHa OUIH Cy
TYPHYTH y HajJlaJbH TUIaH BUXOBOT CBECHOT JKMBOTA M Pa3Boja, OCTaBJbajyhu MecTo 3a uzeje
MOBE3aHEe C TNaTpUjapXaJHOM HMHTEpIpeTalujoM CTBapHOCTH. KpajeBcka je cBOjUM
MEIUIMHCKUM U 00pa30BHUM paJioM yBOJAMJIA KCHE Y 3HaWme O Tely. To je YnHWIa MPEeKo

JIEKapCKUX YMYTCTaBa, all U Kao HACTaBHHIIA XUTH]EHE Y HEKOJHMKO IIKOJIA, IITO j& JOHEIO



MPOIIUPUBAKE 3HAKA MYCIIMMAaHKA M HUXOB Hampenak. TuMe je u3oderia 3aMKy Ouomohm —
obpahame cCOMaTCKOM M OMOJIOUIKOM aCHEKTy Tesla HUje TMOTHUCHYIJIO MHUTamka eMaHIUIalnje
MHTETPATHOT HJeHTUTeTa. Mako je okymaTopcka Biaja mMopajia Ja paaud y UMe ,,lIPOCBETHE
mucuje Xa030ypiike MmoHapxuje — kako nokasyje [lesag Cynejmannammh y cBom manudecrty
(nensypucanom 1913. rogune) y KOpUCT ociiobohema MycIuMaHKH Of TTIOKpUBamba TJIaBe U
JIMIIa — OHA, y CTBApH, HUje TeXKHJIA 2 MOJAUTHE CBECT OOCAHCKOT JIPYIITBA, HETO J1a TO IPYIITBO
xontponume.?’ Cynejmannammh je 6u0 jenan on mHpejacTaBHUKA MaloOpojHe OocaHCKe
WHTETUTEHIIMje Koja je TMocjie oOpa3oBama y EBpPOICKHM IIKojiamMa JoHena y bocHy
eMaHnumnaropcke wmaeje. HaxkamocT, mpucranuie THX Haeja CycpeTayiie Cy ce He caMo ¢
[IEH3ypOM OKYIATOPCKe BIIaJie — MAKO Cy €€, TEOPHjCKH, YKJamaje y CTaB aycTpoyrapcke
MucHje — Beh U ¢ OTHOPOM JIOKAIHUX KOoH3epBaTuBana. Ocinoboaniaauyke MUCITH CapKaHe y
rmapoJjiaMa e€MaHIIMIAaIje )KeHa MMaJie Cy MOTEHIMjal Ja o0yxBare apyre Tpyrme, moceOHO
HanoHaiaHe mokpeTe y bocanm m XepueroBunu. C jeaHe crpaHe, Omia je TO OMAacHOCT 3a
CTa0MIIN3alMjy BUIIEETHUYKE AYyCTpOyrapcke uMmnepuje, ¢ Apyre — 3a KOH3€pBaTUBHE CTpYje
Mehy MyciauMaHuMa 3HaYMIIO je peBoNylHjy U nopemehaj pena marpujapxaiHe Xujepapxuje,
OCIIOF-EHE Ha BIIACT BEPCKHX Boha.?!

Hanope KpajeBcke nma m3BpmaBa mnpodecuoHanHe 3afaTke, ajld ¥ J1a Ce CHAJa3H y
CpPeIMHU Y KOjO] KHBE HCHE NAIMjeHTKUIE W TMAalHjeHTH, OTEeKaBalu Cy OIHOCU C
yIpaBHUIIMMA M APYruUM Jekapuma. llospakuma je Omia jenHa o caMO YETHUPU JIEKapKe
3aIociieHe Off CTpaHe aycTpoyrapcke Biane y bocau. On muX je 3aBUCHIIO HE CaMO 3/IpaBJbe
MyCIHMMaHKH (MacoBHA BaKI[MHAIIMja W JIGKApPCKU CaBeTH, a y ciydajy KpajeBcke Takohe u
HACTaBa XUTH]jEHE), HETO U 3/JpaBJbe YUTABOT OocaHCKor ApymTBa. KoHTakT ¢ OonecHrMa HUje
010 orpaHHuEH Ha MoceTe y aMOyJIaHTH, HEro je OMo MoBe3aH C MPUBATHUM HOCETaMa, pajoM
y OomHMIM (TTocie mpemerTama y CapajeBo) Te JISKapCKUM MyTOBakbUMa Y IPyre TPajoBe U

ceiia.

OnTepehern cMO pagoM MPEKO CBaKe MEpe, He MUCIIHM >KEHCKE Mepe, HEro YOIIIITe
MpeKo Jbyacke Mepe. OMIITHHCKA BiIaJa HUjE y3uMaia y 003up YHE-CHUIIE J1a je 300T
TUTAHUHCKOT TepeHa paj jekapa y CapajeBy HEM3MEpPHO OTEXaH M Jia Cy MyTOBama y

capajeBckoj ommTHHH jako HamopHa. (Krajewska 1989: 124)

HecrnocoOHOCT YUMHOBHUKA y OpPraHU3alMjH U IJIAHUPamky T0CHa, CTajlHa MOXPTBOBAHOCT U

CcTame HepeKu He CIPEMHOCTH 2 Yak ¢y 1 Teo caMe KpajeBcke m3narase Hamopy /10 TpaHHIa

naTekEe, ITaBUIIC U 10 CaMOY6I/IJ'Ia‘IKI/IX MHUCIIH:



MopainHa MOTHLITEHOCT joul mpeBasuiaszu ¢usnuky Hemoh. [Ipemnuhy ce mojmosw,
300T HEeKe KaJOCTH Koja joIl HHje JOMUIa 0 MyHe CBECTH HaBUPY MU cy3e. [lmauem.
[TojaBibyje ce oOmK yrexe — cMpT. Jla, Hanuta cam u3ja3 u3 Moje HEBOJbE — YMPETH. ..

(Krajewska 1989: 127)

MHoro je curyanuja nokasano aa je Kpajescka usrpaauia y cebu ,,Apyry Hapas“, pearyjyhu
omydHo W muciehu jacHo y kpu3HuM MoMeHTHMa.? Jloka3yjyhu cBoj mpodecuonanmsam,
HapylIaBa CTEPEOTUIIHE TBPIAHE O CIa0OCTH ,,KEHCKE ICUXe" MM HECIIOCOOHOCTH JKeHEe Ja
UCITYHH JIEKapCKe TYXKHOCTH KOje Cy 3axTeBHE M Hay4HO U ¢usnuku. [Topen tora, KpajeBcka
Oernexu TUCKpUMHUHALIMOHE TOCTYIKE YNHOBHHKA IpeMa keHama — [loJjpakuiba je Hamiazuia

Ha OMaJIOBa)KaBamke €(hUKACHOCTH CBOT pajia 300T rmoJa.

OBaj myT ocehasa cam ce jako yMOpHO, ajiH He (PU3WYKH HETO JAYXOBHO. MyIIKapIu
KOjU TIpaBe mapaneiny u3Mel)y paja JeKapKu U paja Jiekapa TBpJIe a je pajl )KeHa Mambe
MPOIYKTHUBAH 3aTO IITO CY kKeHe Pu3nuku ciaduje ox mymkapara u ue jamry (!!). Tako
cy tBpawin med CanutapHor nemaptMmana ap Konbep n weroBu unHoBHUIM. YynaH

KPHUTEPHUjyM 3a olleHy Jiekapckor pazaa. (Krajewska 1989: 178)

MeHTanHu 1 QUMUK HATIOp HA MOCIy2? 610 je HecpasMepaH y OJHOCY Ha CKPOMHY ILIATy,

ITO MPE/ICTABIbA jOII jeHY JUCKPUMHHAIH]Y, POJHY H eKOHOMCKY, (DPMHAHCH]jCKY. %

O BUA/bUBOCTH KEHCKOT TeJIa Y jAaBHOM MPOCTOPY

Ha oBom mecTy kenuM J1a CKpeHEeM MaXkKikby Ha IMUPH MPOoOJIeM MmocMaTpama Tela H
yTHIIaja HA MECTO XKE€Ha Yy JAPYIITBEHOM MpOCTopy, jep cy Memoapu Teomope Kpajercke
HENpOLEHUB HM3BOp pediiekcuje W MHcnupanyje Ha Ty Temy. OHHM J03BOJbaBajy Ja ce
MEPCIEKTUBA MPOIIMPH U JIa C€ MOKaKe KOJIMKO WHTPUTAHTaH MOXe Aa OyJe HauWH KEHCKOT
HCTOpPH]CKOT TaMhema yIpaBo Kpo3 MpU3My Teja. 3a TeopHjy OnoMohu TeMesbHa je Tapaaurma
TeJa Koje je MpeaMeT HHCTUTYIHOHAIHE KoHTpoie Baactu. Kynrypro mamheme (C.f. Assmann
2013), obnukyjyhu ocehame qy)KHOCTH IpeMa KOJIEKTHBHOM M UJICjU 3ajeHUIIC (Ha pUMep
€THUYKO], HApOJHO] WJIM BEPCKO]j), MOKE J]a TIOCTaHE OpYyXkje Te OMOMOhH jep KOPHCTU UCTE
HauyMHE KOMYHHKAIM]je, a TO Cy MHCTUTYIH]je. ,,Jlo3uBameM Ha poaHO mamheme 3axTeBa ce

Takohe pasMHIILbamke O MPOCTOPHUM ojHOcUMA. [...] He ypelyje ra BuIlle MOTUTHYKA WIIH



TEpPUTOpHjallaH MOpPEJaK HEro T3B. MCKYCTBO JKE€Ha, MOBE3aHO ca skeHCKuM Teom* (Solarska
2014: 367). Iojam xeHCTBeHOCTU?® Kao MoOKa3aTesba poja IPUIKCAHOT MOy MOHABIbA CE U
pPENpOAyKYje Y Y3aCTOIMHUM APYIITBEHUM TEepIIeMIiijama Koje Cy KOHCTUTYHCaHEe Kao jeHH
MPaBUJTHY TIOTJIEIU Ha Tefa (CBUX 1MmoJioBa) U ogHoce Mehy muma. Kao mro kaxke 3eMOxycka,
,,OUTHA LIPTa TUCIUIIMHAPHE BJIACTH YCMEPEHE Ha TPOU3BOHEeHE HKEHCKOCTH Y TEIMMa KEHa,
jecte [...] mweHa pacejanocT u aHoHUMHOCT (Zembrzuska 2005: 4). Ona je merepMuHHCcaIa
HEMPUCYTHOCT CIIMKE JKEHCKOT TeJia MOMOhy ykJbyuyjyher HCKibydema, TO jecT, noapehuBama
TeJa J)KeHa JPYIITBEHUM MPABUIIMMA, IITO JOBOIH JI0 FBHXOBOT UCKJby4YeHha U3 MaMhema 0 TOM
APYITBY. YTIPaBO OB/ TpeOa TPAKUTH ITOJIA3HY TAYKY 32 EMAHIIUTIAIN]Y KEeHA ITPEKO TPOMEHE
HOPMAaTHUBHOCTHU KYJATYpHOT amhema y KoM keHcka cehamba u mpuue o xeHama Tpeda a Oyny
npucytHe. HarnmamaBam y k0joj MepH ce TO ozapasuio y aeiatHoctd KpajeBcke U y HEHOM
nuckyctBy. [IpBO, ayTopka je AeTasbHO OmNucaia eMIUPHUJCKE TOKUBIbAje Tella 01 HajpaHUjuX
yCIIOMEHa CBOT JICTHH-CTBA, Hariamanajyhu ymop, 0osiectu, mporiece jieuema tena. 300r Tora
IITO je Jaja u3pa3 TUM MCKYCTBHMa — nyTyjyhu mmpom Xa630ypiike umnepuje u paaehu y
KOMIUIMKOBAaHMM M YECTO TEIIKUM JPYIITBEHO-KYATYPHHM YCIOBHMa M HEMOBOJHHUM
TEPEHCKUM YyCIIOBUMa — CTBOPHJIA jé HEHOPMATHBHY CJIMKY OTPAaHHYEHOT Tejla Koja je
reHeprcaHa Kao TocieanIia KyITypHOT mamhema (CTepeoTHIH3aIfje IKEHCTBEHOCTH
o0JIMKOBaHe TPaJHMLIMjOM U mpeapacynama). Jlasbe, oHa ckpehe maxkmpy Ha TeNEeCHOCT APYrHX
’KEHa — MOCMaTpa MX Kpo3 MPHU3MY KYITYpHUX M OOMYajHUX pa3iMKa, ajld, Ipe CBera, Kao
Haj3aHUMJbMBH]a TIOKa3zyje c€ MEIMIIMHCKA IEepPCIEeKTHBA IOBE3aHAa C EMaHIIMITAIN]CKOM.
KpajeBcka je Tema xena y bocHu m XepiieropuHu ,,JloBeia A0 MPUCYTHOCTH M yUYWHHIIA
BUJUBMBHUM NOMOhy Memoapa — oOpatuia je Ha BUX HaXkby, UCTPaXuBaja U 00jaBJbHUBaIa
Hay4Ha MIocMaTpama 1 3aKJbYUKe y eBpOIICKOj MEUIIMHCKO] epuoanii. M3pasuro ce Buau aa
j€ paamiia Ha OOOJbIIAKY 3APABCTBEHE CBECTH OOCAHCKUX JKEHA KPO3 HHXOBO 00pa3oBame,
IITO Ce TMOKa3zajlo Kao KJbyd ycmexa. Jpyrum peumma, oOpa3oBame je 3amoyesio Mmporiec
eMaHLuMNaIuje, HapouuTo 3a MyCIMMaHKe, 3axBasbyjyhu Tome mro je KpajeBcka ckpenyna
NaXIkby HA HUXOBA TElla T€ 3armouena 60p0y MPOTHB CIIOJHALIBIX CHCTEMCKHX OTpaHUYCHA.
JpymTBeHa ciuKa )KeHCKUX Tela KOja je YCIIOBUJIA ’bUXOBY (DM3UYKY M OMOJIONIKY CUTYaIlH]y
Owia je MCTOBPEMEHO jeuHa CIIMKa Teja KOjy Cy MOTJIe Ja 3arase, YIOo3Hajy W Ipare.
@OyHKIMOHNIIYhH Yy OrpaHMYEHOM XOPW30HTY Ca3Hama IMOJBpraBajie Cy Ce PYTHHH — ,y
oynyhnoctu Bume oxapa3 mpouutoctu™ (Beauvoir 2017: 684). Xencko uckyctBo Kpajescke
NpUOIMKUIIO jy je dKeHaMa Koje cy Ouie mapruHain3oBane. VcnoctaBuiio ce Ja je jenaH of
IVIABHUX HaUYWHA BUXOBE CTIOpE EMaHIIUIIAIN]E U CIIaceha 0] 3a00paBa eKCIpecHja HCKyCcTaBa

TeJa U UCTPAKUBAIE THX UCKYCTaBa, HAa YEMY j€ pajiiia MoJbCKa JIeKapKa.



Ha mpumepy KpajeBcke BuIM ce KOJNHMKO Cy ayTroOworpad)CK 3amucy KJbYYHH 3a
PEKOHCTPYKIMjy €MAaHIUIATOPCKUX TIpolleca W KYITYpHE HCTOpUje kKeHa y bocHH
XepueroBuHu. OHU Cy HETIPOLICHHHBH 32 KpEHpame HOBOT MOTJIea Ha MPOLUIOCT. Y IpoIecy
HOBOT YWTama Ca3HajeMO KakKo je YMH OeJekema M CTBapama JMYHUX CBEJIOYAHCTaBa U
JOKyMEHaTa ernoxe 0mo Texak. TekcToBH kao mto ¢y Memoapu Teonope KpajeBcke ynyhyjy
Ha TO Jia je TPy HEONXO0/aH U y CiIydajy ayTopKe Koja CTBapa KyJITYPOJIOIIKY U MEAULIUHCKY
rpaly uyBajyhu mamheme o xeHama y ucropuju. Cam mporec Oenexerma oncepBaiyja o
JIPYTUM JKE€HaMa T0CTaje Takohe MOoCTymak ayToHapaidje O CONCTBEHWM TMpodieMuma u
MpenpeKaMa )eHe Koja je yuecTBOBaJIa y pollecuMa KEHCKE eMaHITUIIaIN]e.

,llodyena caM mucaTH M pasMHUILBaM O JaTyMy, pasMHILbaM KOjH je TO JaH M KOjH
Mmecell. Tpeba 1a ypaauM HEKH HAIOp J1a HAIMIIEM THX HEKOJIMKO PeYu‘ — OBO j€ UCIIOBECT U3
1902. rogune, a foMymkeHa je hparMeHToM nmrcMma cectpuanau U3 1932:, )Kao mu je mro Hucam
oTmouena paa Ha memoapuMma 10 roamHa panuje. buma 6ux TO ypaawia ga caMm Taja uMmaia
JI0BOJBHO cpejicTaBa 3a )uBoT [...] Caga mu Hemoctaje xapa® (Czajecka 1989: 21).

JacHo ce mokasyje, nakie, ¥ YTHIA] EKOHOMCKE AUCKPUMHHAIIN]E )KeHa ¢ 003MpOM Ha
BHUCHHY BUXOBe I1aTe. EKOHOMCKO UCKJbYUEHE j€ 01y3uMalio MOryhHOCT a ce )KeHe yKJbyue
y jaBHY cdepy, IITO je MOCIEAUNIHO WMo YTHIdja Ha MPOIEC M3rpaame naMhema 0 TUM
xeHama. bonectu KpajeBcke, yMOp M HHCKH >KUBOTHU MATEPUjATHH CTaHAAPAH, YIIPKOC
M3BPCHUM KBaJM(UKaIMjaMa, MOCPEIHO Cy AONPUHENN TelKohaMa Be3aHUM 3a IHUCamke
JTHEBHHUKA, Ka0 U OTpaHUYEHUMa BPETHOT cajpKaja y ibuMa: ,,JIHeBHUIIM Cy MOCIIe BeHEe CMPTH
OWIN YHHIIITEHH MAKO j& MUTakhe BUXOBOT OUyBamka M 00jaBJbHBamka OUIIO MIPEAMET MoceOHe

opure aytopke” (Czajecka 1989: 20).

3akspydak

Anamuza Memoapa Teonope KpajeBcke y KOHTEKCTY €MaHIMITALIMjCKOT JAUCKypca
MOKa3aJia je KOJIHMKO je BUIIECTPYK U KOMIUTMKOBAH MPOLEC KOjH je dKeHaMa MPEICTaBbeHUM Y
HapaTHUBY ayTOpKe JoHeo moderak cimobome. Hberm modus operandi Guie cy Texme Ka
PaBHONPABHOCTH peaM30BaHE MOMONY paja Ha eayKaluju ¥ MHPEHhY MEIUITUHCKOT 3Hamba.
OBa crparerdja je Hanuia MOAPIIKY y WHAWBUIYATHOM U TPYITHOM KEHCKOM HCKYCTBY. Kao
MpBO, OWTaH je aymobuocpaguzam xao crpareruja rpahema ,,lbeHe uctopuje u morpeda aa ce
3alyIle COICTBEHA MpUYa W3 TEPCIEKTUBE HAyYHOT HCKycTBa. VICTO Tako, BaXHO je U
3amucuBame pparMeHara namhema U UCTOPH]E HceHa U3 Opyeux Kyamypa i ’bUXOBO OUyBAHbE

Ha CTpaHHIlaMa CONCTBEHUX ycrioMeHa. Tpehe, Ouse cy jako BaKHE nonumuke peiayuje, nakie



OJTHOC >KeHa C HMHCTUTYNHjaMa BJACTH, HUXOBH IOKYIIAjH Ja CE CHajla3e y 3aXTEBHOM
APYIITBEHOM U IpodecroHaHOM paxy. OBO UCKYCTBO OHIIO j€ IETEpMUHUCAHO HA PA3ITUUUTE
HAuMHE, a Tpe CBera IpejcTaBbambeM JKeHEe Kao o0jekTa, onpeamehyjyhum cimkama sxeHa,
KOHIICHTPHUCAHUM Ha lbUXOBY TEJIECHOCT. JETHO 01 TOCEOHMX CpeACTaBa EeMaHIUITIAIN]E — KOje
Ce MCIIOCTAaBWJIO Kao BakaH (pakTop y pylIemy MaTpujapXalHUX OTPaHUUYCHA MOCTABJHEHUX
KeHama — Omno je oOpahame maxkmbe Ha MHUTama Teja MyTeM Jeuermha U eAyKaluje >KeHa.
AyTopKa je ogurpaia 3HayajHy yJIory cTaparejbke 1 01O je TO TIIaBHHU IIYT 3a MPOJOP Y JaBHOCT
1 npodeCHOHAITHY JEIaTHOCT: pajuia je Ullak y OKBUPUMA 3/IpaBCTBEHE YCTAHOBE — JEJTHE O]
OHHMX KOj€ j€ BJIaJla MHTCH3WBHO MCKOPHINTABAJIa 32 KOHTPOJY Haj OMOJIOIMIKUM OcOOMHama
nojeauHana. 3axBajbyjyhu CB0OjOj BUIIECTPYKO] aKTUBHOCTH JIeKapa, HACTAaBHUIIE XUTHjCHE U
UCTPAXKUBAYKOT paJia, MOCTHUIJIA je HAYYHH YCIIeX y BUAY AMjarHO3€ U oruca HoBe Oojectu, Beh
moMeHyTe ocreoManaiije. [lepcrnekTrBa TeJIECHOCTH Kao CIMKEe yuBpIIheHe maTpujapXxaiHoM
JTOMHHAHTOM | TIpeHoIIeHe moMohy KaHOHa KynTypHOTr mamhema HCIOCTaBuIIa ce Kao BeoMa
KOPUCTaH MCTPAKUBAUKHU TIOTJIe]l Y eMaHIIMIaNjCKOM acriekTy namhema. Camu Memoapu cy
3aIuc MeXaHu3ama KOojH Cy ce yKa3ald y eMaHIUIaToOpcKuM npouecuma y [losbckoj Te y bocan
n XepreroBUHW, Ma W IMUpe y AyCTpoyrapckoj MOHApXHjH, 3ajeTHO ca CTpPaTeTHjoM

nckopunihaBama opyxja omomohu.

! Ogaj Tekcr je HacTao y okBupy mpojekta Preludium Bis 2 broj UMO-2020/39/0/HS2/02719: Cultural
Memory and the Serbian Emancipatory Discourse in Autobiographical Texts by Female Authors (19th-
20th century) koju je punancupan o crpane Hanmonanuor nayunor nenrpa (National Science Centre,
Poland) y IMosbckoj.

2 Teodora Krajewska, Pamietnik, ur. Bogustawa Czajecka (Krakow: Krajowa Agencja Wydawnicza,
1989).

%V nepuomy 1772-1795. uapcka Pycuja, Xa630ypuika umnepuja u [Ipycka IOCTENEHO Cy IENMIE
[Tosscky, koja ox 1795. ma wak mo 1918. Huje nMasa Ap>KaBHOCT U HHUjE MOCTOjasia Ha TIOJUTHYKO] MaIy
EBpome. nak, Ha cBakoj oJ okynupanux Tepuropuja [losbanu cy ce TpyAwWiIH Aa HEryjy COICTBEHY
HAIIMOHAJIHY CBECT M MICHTUTET YIPKOC CBE jauuM MpollecuMa TrepMaHu3anyje u pycudukanyje. butan
Cy Y TOM MEepuoay HapOAHOOCIOOOIMIAaYKH yCTaHIM MpOTHB Lapcke Pycuje: 13B. HoBemOapcku
ycranak 1830/1831, Te Janyapcku ycraHak Koju je modeo 1863. rogute, a 3aBpIIKO Ce TEK y HOBEMOPY
1864. Janyapcku ycraHak uWMa y TIOJBCKO] KYyATYpu H3pasuTy cuUMOOnuKy Oopbe ca pyckom
nomuHauujoM. [locne cioma JaHyapckor ycraHka HM3BpIIEHA je TOTallHa pycu(UKaluja ocTaTaka
MOJbCKE aJMHHHUCTPAIIMjE U IIKOJICTBA, HACTYNMUJE Cy OpyTaiiHe penpecHje. McroBpemeHo, ¢ KpajeM
[pBor cBeTckor para, nmocne 123 rojuHe HerocTojama Ha kKaptu EBporne, 11. HoBemOpa 1918. ronune,
Hacrtana je pyra Pemy6inka Ilosecka. Tpeba Harnacuth, fa cy 3ajenso ¢ TuM gorahajem, [lomakume
y 1918. rogunu nobue, y HaropHoj 60pOu, Mparo riaca.

4 Bume o Tome: Urszula Gérska, Drogi wolnosci: ruch emancypacyjny kobiet w monarchii habsburskiej
na podstawie publicystyki i tworczosci literackiej w latach 1867-1918 (Warszawa: Instytut Badan
Literackich PAN, 2016).

® JeiaH oJ1 TIIaCOBA KOjH j€ PENPE3EHTOBAO OHOC TAIAIIBUX 00Pa30BAHMX MOJLCKUX MyLIKapama nmpemMa
mKojoBamy ITojbakuba Ha yHHBep3uTeTHMa 010 je Xeupuk Hycbaym (Henryk Nusbaum), meyposor,
¢uzmnonor, unozod mMenunuHe U MyOnMIUCTa: ,,3aBpIIaBajyhu cBOje M3Narame JOKTOP je MOKa3ao
npodecujy NPUKIaIHY 3a xeHe. [locTyaupao je 1a je yMecTo MyToBama Y HHOCTPAHCTBO U CTYAUparba
0oJbe 1a ce sxeHe 00pasyjy y Meaarolikoj CTpyiy. ‘ Builiu reaaroikyu KypceBH 3a KeHe, TO je, [0 HalleM



MHIIJBEHY, HEONXOaHa IMoTpeda — cTtomyT Beha Hero morpeba 3a BHIIMM JICKAPCKUM KypCEBHMA.
JoOpux jekapa je cKopo IMpeBHIle — A00puX Bacmuraduia npemaio!” Ha Taj HauuH keHe cy Ouiie
‘nocnane’ Ha ciIy>KOy Hapoy KOjeM BHIIIE TpeOa yYUTeIbUIa U BACIIHTAYUIIa HETO KOHKYPEHTKHEbA Ha
MYIIKOM JiekapckoM Tpxkumty™ (Duda 2016: 27).

® 3HauajHe TMYHOCTU W TIPHITAIHUIIE TIOJHCKOT KEHCKOT MOKPETA KOje CY CTyAMpalle Y MHOCTPAHCTRY,
jecy: Naymuna Kyuancka-Pajumvut (Paulina Kuczalska-Reinschmit), ocauBaunna Hajeehe mosbcke
opranuzanuje cudpaxerkuma, CaBe3a paBHOIIPABHOCTH MMOJHCKUX KEHA, KOja je OCHOBaJa U ypehupaa
paaukanHu (GeMUHHCTHYKH dacomuc Ster, np Jycruna Byhuncka-Tunmuka (Justyna Budzinska-
Tylicka), cyocuuBaunma Petite Entente des Femmes — Maie »xeHCKe aHTaHTE Koja je capaljuBania c
Konom cprickux cecrapa, ap Coduja Jamumcka-I'onumcka (Zofia Daszynska-Golinska), cenatopka,
€KOHOMHUCTKHIba, ayTOpKa, n3Mel)y ocranor, ¢pemuHucTHIKor Manudecra ,,Hamr mporpam™.

" Bymyhu npodecop n menrop se Anppuha y rumuasuju y Capajesy.

»OcTeoMananyja je ommTH MeTa0oianmuku mnopemehaj KOCTHjy KOjU KapakTepuile nedekTHa
MuHepanu3anuja. Kao pesynrar tora, Hakynba e HEMHHEPAIM30BAaHH OCTEOWJ, Ma ce TyOM cHara
KOCTH]Y. I'maBamn Y3pOK ocTeoMaraIyje je HEJ0CTaTaK BHTaMHHA JL.
https://czytelniamedyczna.pl/1551,0steomalacja.html (mpeyzeto 15. 7. 2021).
® Bunu: https://www.kcus.ba/historija_kcus.html (nmpeyzero 15. 7. 2021).

10 Bumu sumre: Verka Skurla-Iliji¢, ,,Hanumica®, Bluszcz. Spoteczno literacki ilustrowany tygodnik
kobiecy 1930.03.15 R 63 nr 11, 20. - IIPEBOT y TIPUIIOTY
http://www.wbc.poznan.pl/dlibra/publication?id=90511&tab=3 (mpey3ero 27. 12. 2017).

11 Kacnuje Takohe: ,,Crapuja @epua u3pasmia je *ejby Ja Haydd IMHCATH M 9uTaTH. Jl0Tam HUKO OJ
yunTeba XpuithaHa Hrje Mao TakaB YTHIIAj Ha KEHCKY MyciInMaHcky miaamex™ (Krajewska 1989: 82).
12 ®epuna n meHa MajKa JKaIUIE Cy CE Ha KOH3EpBaTH3aM MyCIIMMAHCKOT CTAHOBHHIITBA U H30JI0BabE
MYCIIMMaHCKHX eHa. boraTtuje nmajy nperexxno Oamty nopesa Kyhe wiu npearpajcky BUly; 1aKie, He
TraTe TOJIMKO 300T 3aTBapama. Ho, )keHe 3aHaTiuja, HUKUX YMHOBHHKA, yIUTEha — cTaHyjyhu y kyhu
KOja ce cacToju oJ ABe co0e, KyXHibe U MaJIoT TpeMa C IIPO30pHMa 3aTBOPEHHUM U Orpal)eHuM pereTkoM
— HE MOTY U3JpXaTu Ty podujy. Y 1aToj >K€HH JO3BOJBEHO j€ J1a MOCETH CBOjY MajKy, a JIeTH J1a HIE KO
mpujatesba Ha cemo Ha wm3ner” (Krajewska 1989: 83); ,,Ceme y jeaHo] HHCKO] M IpJbaBOj COOM.
Atmocdepa je HemomHoubuBa. CacToju ce OJ Pa3IMYMTUX MHPHCA: MUPHUC JIOUIET JAyBaHa, MHUPHUC
NpJhaBIITHHE, 3HOja, CTAIIHO CYIICHUX IIeJIeHa, MEHCTpYyallyje, BETPOBa, IMOIPUTHBAKA Ha JIYK MOCIE
HenaBHO nojeaeHor pyuka“ (Krajewska 1989: 136).

3 Tlorepaa cTporocty y mpuHIMIMMA 3aCHOBAHMX Ha Tajallmboj MHTEprperanuju Kypana moxe ce
Hahu y kacHujem pany: ,,Hema Ha cBujeTy KoH(decHje Koja Ou cBOjUM CIbeNOCHUIaMa JaBaja HE CaMo
TOYHE MeTahU3NUKe JJOrMe, Hero Koja Ou JaBajia M Tako TOYHE MPOIUCE 3a 1HjeJIN KHUBOT 110jSJHHUMA,
ErOBe OJIHOIIIAje CIIpaM APYINTBa, paMuidje u ApxKaee, kao mto je To Mcnam. Kyp'an 3agupyhu Bpiio
nyOOKO y Ka3HEHO, HacJbeAHO, OpauHo, rpal)aHCKO M — JIP)KABHO IMPaBO, OCTaBJba 3aKOHOJABIIMMAa
KaCHHMjUX CTOJbeha BpJO Maio cio0ojaHa mpocTopa 3a mpuiiarohaBame XHCTOPUjCKHM Hy)XKJaMa THX
Kacwux crosbeha” (Sulejmanpasic¢ 1918: 10).

14 Panosu Kpajescke 0 ocTeoMananyju OMIIU Cy IPBH Y 00JIaCTH TMHEKOJIOTH]e ¥ aKylIepcTBa y bocHu
n Xepuerosunu (Alispahi¢ 2016: 13).

15 Hajsehy umnak makmy MOCBETHJIA CaM OCTEOMANIALM]H TPYIHUX keHa. He camo mro cam Genexnna
Ipe3uMeHa 00O0JIeNINX, HeTO caM M JETaJbHO MCTPaKMBala aHATOMCKE MPOMEHE KOje Cy MOCTENCHO
HacTtajaje y koctuma Tpyna. Ty peTky OoJecT caM KOHCTaTOBajla MCKJBYYHBO KOJ MYCIHMMAaHCKHX
xeHa” (Krajewska 1989: 100); ,,IIpe mor nonacka, ocreomananuja y bocHu Huje 6mna mo3nara, mro ce
JIaKO TyMadH N30JI0BaEkbEM MYCIMMAHCKHX KEHa 0] BAlCKOT CBETAa M HEOMYIITAakhEeM MYIIKOM JIeKapy
na neun myciaumanke (Krajewska 1989: 102).

16 HacTtajana je nezacuMuianuja KOCTHjy KapyuIle, a MOCTENEHO ¥ KMUMe U pebapa, y Kojuma Cy, Mojl
JIejCTBOM TIPUTHCKA, TETJhCHA U TI0/TN3amkha, HacTajarae MOp(QoJIomKe MpoMjeHe Koje Cy Ce IOropIIaBaie
ca cBakoM cibenehom Tpymaohom. JKeHe cy Tprene 0oiioBe y mpefjerny pedapa, ycibel BHXOBOT
pa3MeKIaBama, a KoJ cBake cibeaehe TpyaHohe 00J0BH Cy ce MIHMPHIM HAa Kapiuily W pedpa, ma je
oboJbena xeHa OWia CBE BHILIE caBHjeHa npema Hampujed. [a Ou ce morma kperaTd, Mopana ce
ocllaraTH Ha IITAIOoBE, IIITO j¢ Y3pOoKoBasio 1a Behu auo aaHa mpoBoau cjenchu u temko ce momjepajyhu
¢ Mjecta Ha Mjecto™ (Alispahi¢ 2016: 12).

17 Hennonna sxeHa ce cMaTpalia Kao )KeHa HUCKe BpeaHocTH. HeocTarak Jele je TeMesbHU pasyior 3a
MYKEBJbEBO TpaKeH¢ pa3Boa.” Y cirydajy HEIIOMHOCTH MyXa ,,IeIIaBajio ce Ja je TakaB Oe3aeTaH



https://czytelniamedyczna.pl/1551,osteomalacja.html
https://www.kcus.ba/historija_kcus.html
http://www.wbc.poznan.pl/dlibra/publication?id=90511&tab=3

MyIIKapar Ha AWNCKPETaH HAYWH TPAKHO ‘TIOMOh’ O HEKOora W3 IOPOAWIIEC WX OJ HajCpIadHH]jeT
mpujatespa* (Baranowski 1987: 52-53).

18 Opa mpakca noBe3ana je ¢ KyJITypOM HCJIaMa jep ce MojaBibyje Ha OPOjHMM MECTMMA, WIaK ,,HeMa
HUIITA 3ajeHUYKO ca caBeTiMa Kypana® (Baranowski 1987: 53).

19 Cynejmannammh nokasyje na je y KypaHy KOHTEKCT OKpHBama KeHa OMO MOTHYHO APYTadMjd Off
KOHTEKCTa MPUCYTHOT Y MyCIMMaHCKoj cpenunn y bocuu (Sulejmanpasic 1918: 25-26).

2 Ta je 3abpana yciamjemwia 300T TOra, INTO EMY HAaydHy, Ja C€ 0OC.-XepI. MYCIMMaHH HMKaj
MIPOCBHUjETE W NHMBIIH3Y]Y jep j€ OpyXXje OMII0 MPOTHUB OCBHjCIITEHOT ¥ HAIMOHAIHO TpoOyheHor
CPIICKO-XPBATCKOT Anjena Hamer Hapoaa“ (Sulejmanpasi¢ 1918: 3).

21y pany Zabiljezene — Zene i javni zivot Bosne i Hercegovine u 20. vijeku aytopu u ayTopke ykasyjy
Ha meroxy divide et impera, Hanasehu moTBpAY y JOKyMeHTHMa YnHOBHKKA HoBe Biaze (Causevié 2014:
17).

22 TlowmITo UCITyHU MPOTPaM LENOT PaJIHOT JaHa, 6€3 063upa Ha TO IJie IPOBO/IM CII000IHO BPEME, JIEKap
MOJKe OUeKHBaTH Aa Oyze mo3BaH Ja nohe kox oboesne ocode jep je 3a cBaku ciryyaj nznasehu us kyhe
jaBHO Kyza uje, ako 6u 0o morpedan. 3a MeHe je Taj HEMPEeKUIaH HEMHUP, TO CTATHO OYCKUBAHE HEUET
HE3HaHOT, HajHEYroJHUjU (aKkTop Jekapcke ciyxoe™ (Krajewska 1989: 91).

23 JleTe MyLIKOT TOJIa POJMIO CE MPTBO, IUIALIEHTA je OCTajla, KOHBYJI3MjE MAITEHe O€3 IpeKuna,
OonecHa xena 6e3 ceectu. Jlakie, eclampsia puerperalis — Ilta ma pagum? Hukakse JeKOBe HE MOKE
na pumu — pede ap Jymnep. — Ogmax m3Byhu miarneHnTy — oarosapam. — ['pimh Matepurie je cy>xeH. —
Hunrra, npommpuhe ce. — [la mu ce npuxsarate onepauuje? [Tura me ap dynep. — Jawohl, Herr Doktor
—oxrosapam. Onepanyja ce 3appinnia ycrexom. KoHBym3uje cy ce 3aycTaBuiie ojJiMax Imociie oneparje
[...] Apyru nyt ap Jynep me je mo3pao Takohje 30or Temkor mopohaja. Ilomoxkaj nerera je Ouo
NoTnpeyaH, Mpu 4eMy My je pyka ucnajana. OKpeHysa caMm ra Horama Ha J1oje M u3Bykia aere. Jlokropy
Jynepy ce cTaiHO YMHIIIO J1a By4eM Ipeciiado. OaroBapam My — caMo CTPILBEHE, OBJIE HUje MOTpeOHa
CHara, pyka MU M Jjajbe paju, He ciiadu. OBUM IyTeM ycIiesa caM CriacuTH Majky. [lete je Ouino MpTBo™
(Krajewska 1989: 90-91).

24 MyCcIMMaHCKMX MallMjeHTKHba UMala caM MHoro. MiMana caM Benuke Temkohe mpu mocerama
MYCJIMIMAaHK{ W3 HajCHpPOMAIIHHjE Kjace 300T IUTaHMHCKOT TepeHa. Hajcupomamntauju meo Hapoja je
xkuBeo Mehy creHama u y kiaucypama |[...| IloceOHO je 3uMH Iemarme M0 IMyTeBUMa HCKICCAHUM Y
CTeHaMa IMOKPHBEHHM JICJIOM HJIH CHEroM Omiio Texkak 3agarak’” (Krajewska 1989: 120).

% HeraTuBHa CTpaHa MOT IOC/Ia Kao JP/KaBHOT JieKapa y Ty3JIaHCKOj OIIITHHH OWJa je HeIOBOJbHA
miata [...] TpomkoBu cy Ouiam Benukw: TpebOaio je Ja WMaM IpOCTpaH CTaH jep je Y OKBUP MOjUX
obaBe3a ynasuiio ojipJkaBame OecruiaTHe amOyJlaHTe 3a MyCIMMaHKe [...] gomylie, qoOuBaia caM o
BJIaJIe MayIian 3a KWIOMETPE U T3B. ‘THEBHHIE' KOje UIaK HUCY YBEK OHJIEC JOBOJbHE Ja IUIATHM BO3,
XOTeJl ¥ )KUBOT y JIaTOM Tpaiy. Ypeauna caM Takohe 3axteB 3a noBehame miare. Maio caM MmocTHria
jep cy mu nomaim 200 rysmeHa roQuIIEbe, Kao Joaarak 3a amOymanTy, u To ad personam* (Krajewska
1989: 104).

% Pahamo ce KeHaMa WM MYIIKapluMa, ajld HE MYIIKHM WIH KEHCKMM. JKEHCTBEHOCT j€ HEIITO
u3BerrayeHo, Heko gocturayhe (Bartky 1990: 65).
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Teodora Kosmowska Krajewska's Memoirs: Emancipatory Discourse on

the Position of Women in Bosnia and Herzegovina

In this paper | analyse Memoirs, written by a Polish woman, Teodora (née Kosmowska)
Krajewska (1854-1935), in the context of emancipatory discourse. The aim is to point out the strategies
of Krajewska’s actions towards the cultural and physical emancipation of Bosnian women in the
aforementioned context, what obstacles she had to overcome in this process and why her Memoirs are
important in the cultural memory of women’s history. Krajewska worked as a doctor and teacher in
Bosnia and Herzegovina for 34 years and made a strong impression there. Memoirs, as a bearer of
memory, are important from the perspective of the history of women, herstory, especially the history of
BiH Muslim women, who had no voice until then. They are also important as an exceptional element in
the creation of a transnational network of female authorship narratives in general. One of the research
perspectives in the context of winning a place for herstory in cultural memory is the experience of the
female body. In this context, | give consideration to how understanding femininity through the prism of
the body and its biological nature influences the process of forgetting/remembering and thus the
absence/presence of narratives by women and about women in cultural memory. | refer, therefore, to
the notion of gender in Maria Solarska’s interpretation in Encyclopedia gender: ple¢ w kulturze
(Encyclopaedia of Gender: Sex in Culture) and the description of the relationship between femininity
and power by Agnieszka Zembrzuska in Problem slepoty rodzajowej u Michela Foucault (The Problem
of Gender Blindness in Michel Foucault). | place the category of Alaida Assmann’s cultural memory,
which she explains in the anthology Miedzy historig a pamiecig (Between History and Memory), within
this theoretical and methodological framework and | use it in correlation with the notion of corporeality
as defined by Ewa Hyzy in Kobieta. Ciato. Tozsamosé. Teorie podmiotu w filozofii feministycznej korica
XX wieku (Woman. Body. Identity. Theories of the Subject in Feminist Philosophy at the End of the 20t
Century). In the paper, | follow the emancipatory steps of Krajewska, who educated and treated Bosnian
women, sharply criticising them, but also offering her full understanding, empathy and affection. In a
detailed and quite special way, Krajewska’s autobiographical records show how a Polish physician
influenced the process of the emancipation of Boshian women.

Keywords: memoirs, herstory, emancipatory discourse, cultural memory, Teodora Krajewska
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Kusor u gesto Jlene Japuyo’

Pan je mpousBoa reHeasomkor, 0uoaIuorpad)CKor U KibMKEBHOUCTOPH]CKOT HCTPaKMBamba O
MPUBATHOM JKHUBOTY W KEbHXKEBHUM TekcToBuMa Jlene JlaBuyo, ca UJbeM Jia ce leHOM CTBapajailTBy
YKaxe MaxKmha U yTBPAH KEIKEBHO-UCTOPH]CKU KOHTEKCT Y KOM je HacTajaino. Jlena JlaBudo je nucana
eceje, ApaMe, ecMe y Mpo3H, [IPTE U CKUIIE, a Y ’BbeHUM JIeTTUMa JOMUHUPA]y TeMe JbyOaBU U MOJI0kKaja
JKeHe y ApyITBy. buia je 1o CHaKHUM yTHUIajeM eMaHIIMIaTOPCKUX uzeja ¢ Kpaja 19. u mouerka 20.
BEKa, T€ CE HCH OITyC MOXKE CMaTpaTy U JONPUHOCOM (eMuHUCTUYKOM Haciehy. Pagu npernennoctu,
LIEJOKYTHO cTBapanamtso Jlene J[aBu4o Moxke fa ce Mmojaenu Ha TPU MEepUoJia: MEIITAHCKU TIEPUO],
0eorpajZicki Mepuoa ¥ MUHXEHCKU MEPHOJ. 3a CPIICKY KEbMIKEBHOCT TOCEOHO je OuTaH Oeorpaicku
nepuoz Koju je Tpajao ox 1887. o 1903. kana je nucajga Ha CPIICKOM jE3UKY.

Kibyune peun: Jlena Jlauuo, CpOuja, JeBpejka, Ouorpaduja, cTBapaialiTBo

Maro Tora ce 3Ha o Jlenu JlaBuuo, JeBpejku Koja je kuBeina Ha nmpocTopy CpOuje u koja
je 3a coboM ocTaBMIIa BpEAHO KEMKEBHO Je1o0. [ TaBHU N3BOPH Mo1aTaKa KOjH Cy MPUKYIIJbEHH
0 B0j Yy OBOM pany jecy nomahu apxusu, Hapouuto ApxuB CpOuje u ApxuB JeBpejckor
HCTOPH]CKOT My3€ja, IUTHTAIM30BAaHU dYacomwcu U Oubiuorpaduje, kKao U cTpaHa
TUTHTAIM30BaHa OubOmmoTreuka M apxuBcka rpaha ¢ mehynapogHum Oazama rpabhaHCKHX
perucrapa JeBpeja. UctpaxuBamwe o Jlenu JlaBuuo mopano je Tehw MPBEHCTBEHO HPEKO
UCTPAXMBamka O (EHOM CYIPYTY KOjH je OMO jaBHA JIMYHOCT, T€ j€ HETOBO KPETamhe Y CIyKOH
OmIo0 3a0eyIeyKeHO Y HOBUHCKMM 4IaHIIMMa ¢ Kpaja 19. u mouetka 20. BeKa U y Ap>KaBHUM
meMatH3MuMa.2 360T THX OKOJIHOCTH, O] KOjUX je HajTexa 6mma Ta mTo je Jlena JJaBudo ouma
cTpaHor mopekia u mTo je y CpOuju KHBela peNaTHUBHO KpPaTKO, HCTPAKUBAIE je
IpeJCTaBJbalo nocedaH n3a3oB. Pasnuunre TpaHnckpunimje npesruMena JlaBuyo nokasaie cy
ce Kao Mpemnpeka MPWIMKOM MpeTpare CTpaHUX H3BOpPA, KOJU Cy U JIOBEJIU /10 pacBeT/bEeha
npomoctr Jlene JlaBudo. ° 3axBasbyjyhM casHamHMMa O HEHOM JKHBOTY, KHHKEBHO
CTBapaJIalliTBO OBE ayTOpPKE J00Mja KOHTEKCT M CTHYE C€ YBHJ y HEH IOMPHUHOC CPIICKO]

KEHCKO] KIbIDKEBHOCTH C Kpaja 19. u mouetka 20. Beka.
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O xuBoty Jlese lapuuo

O Jlenu /laBu4o ce TOBOPH CACBUM IOCPEIHO KAO O CPIICKO] KEbMKEBHHUIIU U CYNPY3H
CPIICKOT JUIIOMAaTe jeBpejckor mopekia, Xajuma Jlapuua (1854—1918). He mocroju Hujenan
TEKCT TTOCBEheH caMO ’eHOM JKUBOTY | JIENTy 3aTO IITO Cy HAQJOCHOBHHjH TOIAIM O 0] BEoMa
Temko foctynHu. OTyaa, Ha IpUMep, ¥ TO MTO ce JIeau MOorpenIHo NpuIucyjy iMeHa Kao mTo
je Jenena.*

3axBaspyjyhu aururanu3oBaHuM rpallaHCKUM perucTpuMa W HOTAPCKUM 3alUCHUMa,
cazHajemo na je mpaBo ume Jlene Jlasuuo 6mno Anen IN'ong (Adél Gold, Adele Gold). Pohena
je 3. maja 1856. romune y Iemru,® y 6paky jespejckor 3anatmuje Joseda (Jozsef: 1830-2) n
ba6ere IN'onx (Babette, Betti; 1831-1907), pohene Kon (Kohn). buna je najcrapuja ox Tpoje
Opahe u cecrapa, Ane (Anna; 1857-?) u DByne (Gyula, Julius; 1860-?), ako ce n3y3me BmUXOBa
paHo pemuHyna cectpa Matmina (Mathild; 1854-1855).8 Ca camo mecnaect roguna, Taunmje
1872. ronune, Jlena ce ynana 3a nemranckor agsokata Mukcy Illomohuja (Miksa, Miksané,
Max Somogyi; 1842-1926). Yop3o je ca wuMm noduia hepke Mansuny (Malvina; 1873-?) u
Xensur (Hedvig; 1874-7), xao u cuna Mmpea (Imre; 1876-?). Pa3Bena ce y aenem6py 1886.
roguue, a y Mapty 1887. romune ce ynmana 3a Xajuma J[aBu4va, KOju je y TOM TEPUOIY Y
BynumnemT paano kao cprcku koHsyi. Ilpema nogannma koje Oenexu jenaH O€UKH JIUCT, Y
To Bpeme, Jlena je paguna y Byoumnewmarnckum OHesHum Hosunama (Hem. Budapester
Tagblatt) rae ce cayxuna nceynornmomM Anma (Alma).’

[Tpupona XajuMoBOT TIOCIIa j€ Moapa3zyMeBaja OpojHe cenuade y pa3auduTe eBPOIICKe
rpanose. Tako cy, Ha npumep, kpaTko Bpeme o1 1888. no 1889. ronune xusenu y Pumy, roe
j€ pamuo Kao ceKpeTap CpICKOT MOCIAaHCTBA, 1a O ce yop3o Bpatwiu y bynmumnemry. Herne
on 1892. no 1897. ronune xxuBenu cy y beorpany u y ToMm nepuoy ¢y Ovm jeJHu 0] OCHUBa4a
1 wiaHoBa KmbIKeBHO-yMETHHUYKE 3ajeIHUIIC, T1e je 3a0enexeHo na je Jlema yurama cBoje
texctoBe.® On 1897. ma no 1900. romuHe xuBenu cy y TpcTy, Te je HmeH Cympyr 6Ho
TeHepaJHU KOH3YN. YOp3o0 3atum, 1903. rogune, npecenmiu cy ce y MuHxeH rie je Xajum
JlaBu4o paauno Hajupe Kao KOH3YJ, a 3aTUM M Kao MPEJCTaBHUK CPIICKE TPTOBHHCKE MHCH]E.
Toxom cBor 6opaBka y Munxeny, Jlena je Boauiia MpenucKy ¢ UCTaKHYTHM oco0ama cBora
nob6a monyr Bmamana bBophesuha, Puxapne Xyx (Ricarda Hugh) m Epmana hekonwuja
(Ermanno Ceconi),® a mosnasana je u Ockapa IlImuna (Oscar A. H. Schmitz) koju je momume
y CBOjUM JHEBHHUIIMMAa Kao HEKOra KO je J10Jla3uo Ha 4ajaHke kop u3BecHe rocmole IlleBuh
(aem. Frau von Schewitsch). ITpen ITpsu cBetcku part, oko 1914. roxune, cene ce y YKeney,

rae je Jlema mocrana ynosuna 1918. ronune. O weHOj] HE3aBUAHO] (PUHAHCH]CKO] CUTYAIUjU



cBemoun Mojiba koja je ymyheHa cprickoM KoH3ynary y JKeHeBH 3a MpUCTyN XajuMOBOM
GaHKOBHOM pauyHy, ajli U u3jaBa XajuMOBOT 6paTa Ja UuMTaBy 3a0CTaBINTHHY Hacnenu Jlena. !

Haxon Tora, Jlenu ce ckopo ryou caku tpar. [Iponahen je mongarak na je >xuBena y
®dpaHITycKoj, T€ /1a j€ U 1aJbe Mrcaja Ha HeMayKoM U J1a je o0jaBpuBana y llapuckum OHe8HUM
nosunama (Pariser Tageszeitung).'? Ha ocHOBY TekcTa KojuM pacrionaxe ApXuB JeBpejckor
HCTOPHjCKOT My3eja, cazHajeMo ja je Ouna y xkuBoty 1940. rogune (Ankamnaj 1940: 5). Ocraje
HETO3HaHUIIA J1a I Cy oHa U XajuM JaBU4o MManu jele: ako je CyIUTH MO0 CeKyHIapHUM

m3BoprMa, nManu cy hepky Emmzabery XKak Pyco. ™

O neay Jlene laBuuo

Jlena JlaBud4o je cTBapana KEHKEBHOCT KOja MPEACTaBJba U3y3€TaH MPHUMEp KEHCKE
KIMJKEBHOCTH Ha CPICKOM je3uky. * Pamgm Behe mpernenHocTH, MWEHO IETOKYITHO
CTBapaJIalliTBO MOXKE J]a C€ MOJIENIM Ha TPH MEPHOAA: MEMITAHCKHU EPHO/, O0rpajcKu Mepruos
u MuHXeHcku nepuon. IlpBu, memrancku nepuon, tpaje no 1887. ronune um o JlennHom
CTBapajallTBYy Mpe caMme yJaje 3a Xajuma He 3HaMO HUIITA [Ope]] TOpe HaBeJeHE YUIHEHUIIE O
TOME J1a je paawia 3a byoumnewmarncke OHedHe HOBUHe U 1A je 00jaB/bUBajia CBOj€ TEKCTOBE
MoJ1 TIceyJOHUMOM AlMa. 3a CPIICKY KEHKEBHOCT, Mel)yTum, moceOHO je 6utaH Georpaacku
nepuoj, kKoju je Tpajao ox 1887. mo 1903, kama je mmcanma Ha cprckoM je3uky. OBy
MepUOAN3aIN]y BEHOT CTBapajaliTea Tpeda y3eTH yCIOBHO, jep je y mepuony usmehy 1887. u
1903. rogune Jlena xuBena camo Inect roguHa y beorpany (Jasuuo 1908: 20). V morneny
KIbIKEBHHX POJIOBA U BPCTA, IKCAlIa je eceje, ApaMe, ecMe Y MPO3H, I[PTE U CKULIE, a y lhUMa
JOMUHHPAjy TeMe Jby0aBH M IMOJI0XkKaja XKEeHe y JPYLITBY.

JlenwH TekcT moa Ha3uBOM ,,J[Ba *KeHCKa TopTpeTa’ cacToju ce u3 JiBa Aena: ,,YyBeHa
nenoTuna“ u ,,Hemo3Hara xeHa" u 00jaBJibeH je y Beauxom Hapoonom karenoapy Cmumesay,
rogune 1893. Mako cukejHO HEMOBE3aHM, OBUM TEKCTOBHMA j€ 3aj€IHUYKO TO IITO JOTHIY
ropyha nutama o MoJIoXKajy jKeHe y JPYIITBY. ,,JyBeHa jenoTuna’ je Kparak qujanor uzMely
MyIIKapla U KeHe, ¢ TUM IITO ce MPUIIOBEJAaueB IJlac cTama C IJIacoM JKEHe, T Ce MOXKe
TBPAMTH Ja Cy ayTOPKa, )KEHCKU MPUIIOBEay U JyHAKHba OBE IUjalIOLIKe pUYe H3jeIHaYeHe,
uau 6apeM Ja je rpa"uIia Mehy mruMa 3amarsbeHa. OcHOBHA TeMa pasroBopa je u3BecHa Oura,
JEeOHOTTIaCHO MpU3HATa Kao 4yyBeHa Jyenotuua. Onra je hepka jeauHuna 60ratux poauTesba,
Koja 300r Tora y)XHMBa yIJeJ >KEHE KOjy Kpace MHore BpiuHe. MelyTum, cTBapHOCT je
Ipyravdja, IMTO C€ YUTAOIy CTaBJba JIO 3HAWka KPO3 OMKC HECHOT MOBJIAMNEHOT TOJIOXKAaja:

BpJIMHE KOj€ jOj c€ MPHUIHUCY]y caMo cy mpou3Boj OJIruHe HAPIUCOUIHOCTH. Y TOM CMHCIY,



M3Yy3€THO j€ WIyCTpaTHBHA Olacka Ha TeMy HeHoT ropohaja: ,,I1ITo ce o1 Apyrux xeHa Tpaxu
Ka0 JJaHaK IITO IYTYjy, OJ e J0ja3u kao mokiaoH” (JJaBuuo 1893: 80). Onroopu muaaunha
KOjU Yy pa3roBOpy y4ecTBYje KpO3 IaJbUBE U UPOHUYHE JOCKOYHUIIE MPEJICTaBIba]y OATOBOPE
JaBHOCTH KOj€ )KEHCKH MPHUIOBEIAUKH TJ1aC peKOHCTPYyHIIe U uMIuanupa. Jla je ayropka ousna
ynyheHa y 3aueTke (eMHUHHUCTHYKE MHCIH CBOT J100a JoKa3yje M momumame JKopxkx CaHn
(George Sand) u I'ocniohe ne Cran (Madame de Staél), anu u crepeorumna gocagHe yceaenuie
Koja OpOJspa kojemTa 0 ToNCTOjeBUM poMaHWMa M Ha KOjy Ce CBaJbyje KpUBHUIIA 300T JIOIIET
npoBona. theHa oceTJbMBOCT Ha OWOJIONIKY W JAPYIITBEHY HEJ€THAKOCT ITOJIOBA TOJIMKO |
u3pakeHa Ja ce He MOXKe MIPEHEOpPEerHYyTH Kao HEIITO INTO je JONPHUHENI0 CTBapamy
JOMUHAHTHOT TOHA, MYHOT HCKPEHOCTH, OTOPYECHOCTH, AW M MCTOBpEMEHE MOOyHE H
pesurHanmje. [IpoBejaBa, ocuM TOTra, M OCET/HUBOCT Ha KIIACHY HEjeTHAKOCT, KPUTUKA TAIITHHE
kpo3 OnruHy mperepaHy Opury o oaeBamy W ypehuBamy JoMa IO TOCIEAHO] MOIU W
3aHeMapuBame yiore Majke. Yuramo ga: ,,[O]ocuM HEKOIUKO (PpaHITyCKHX pOMaHa, U3 KOJHX
ce MOTy IIPIICTH CaMo HJIgje KaKo Bajba HAMEIITaTu CBOje Oynoape W KpUTH Tpar JbyOaBHUM
cacraniuma, rocnoha Onra Huje HumTa Apyro npountana” ([Jasudo 1893: 80). OHO mTO
MPUIIOBEJAYMIIA Yy TPBOM JIMIY HcTHUYe, jecTe Aa Onra He caMo Ja je cMaTpaHa 4yBEHOM
JIETTOTUIIOM, Beh U )KEHOM KOja je TT03HaTa Kao: ,,IMKaHTHA, JyXOBUTA, MUJIOKPBHA U OCOOUTO
JapoBUTA" U KOja, HA HAPATOPKHHO NpeHepakeme, 3aBpelyje 000XkKaBame U nowmosare™
ceor myxka ([daBuuo 1893: 79). JacHa je, caMuMm THUM, KpUTUKa ymyheHa IUIIEMEPHUM
JIPYIITBEHUM NpaBWJIMMa M BpeAHOCTHUMaA. L[ukimyHa CTpyKTypa OBOI' Jena yka3yje Ha
MeCUMHU3aM MTOBOJIOM OCTBapera OUII0 KaKBE MTPOMEHE.

,Hermo3Hata jkeHa“, apyra mpu4a IWUNTHXA, Takohe je IUKIMYHE CTPYKType H
NpEeJCTaBJba CBOjEBPCHU AHTHUIION ,,UyBeHO] nenoTuuu”. tbuxoBa CynmpoTHOCT BUAHA je U Y
caMHM aHTUTETUYKUM HacJIOBHMMa: HETO3HATa U YyBeHa. ,,Heno3Haty xeHy" ayropka nuiie y
MOTIYHOCTH y TPO3H, a TOH KOju TpeoBnalyje je TOH emmaruje, caocehama, a JIOHEKIE U
noucroBehuBama ¢ jyHakumboM. OBa npuua npaTé XpUCTHHY, Koja je, nako hepka Goratux
poauTesba, Omita 3amocraBjbaHa y OJHOCY Ha CBOje cecTpe. 300r 3aHEeMapHBama y KOM je
onpactana, XpUCTHHA je Y TUIIWHU naTtuia. [TokasuBana je, Mel)yTuM, HapOUUTY CKIIOHOCT Ka
yuewy, a MOBOJAOM T€ OCOOMHE C€ HEIBOCMUCICHO IOoMajha MPUIIOBEAayYeBa APYIITBEHA

KpUTHKA!

OBOJMKO BpPJIMHA, HA kKaJOCT, JOBOJHHO j€ Jla )keHa Oyze JuiieHa 0yiakeHCcTBa
YKEHCKOT, 3eMaJbCKOT paja. Pacmosokema 1 BacliuTHA Havena, Koja BIaaajy y IpyITBY

3a )KeHe, TakBa cy, 1a ckpehy u ycpeacpehyjy cBy nmaxxmy Ha CIOJBHOCT, BUKIJbABOCT,



MaJIOyMHOCT U KJI00OJaHCTBO KEHCKHMba. JKeHa Koja MUCIM W paau Kao 100po u
YECTUTO MYUIKHIHE, CACBUM j€ M3JIUIIHA y APYIITBY, Ka0 IITO HUje MECTO PYXKHU Y JIEjU

JyKa, H1 OOrOpOAMYMHO] MKOHHU Y JIOMOBCKOj KoHOOU. ([daBuuo 1983: 83)

XpuCTHHA je TPOTHB CBOj€ BOJHE y/IaTa 3a YOBEKa KOT HHje MOTJIA J1a BOJIM, @ HEKEJbEHO
je mocrana u Majka. Hu My HU feria HUCY MOKa3uBalIK Jby0aB, HEKHOCT HU OpHUTy IIpeMa 0],
a caMa HUje HUKaJ CKpeTaja Mmaxmy Ha cebe. HactaBuia je na )KMBU CKpajHYTO, Y OCKYIUIIH,
MIPUJIMKOM YeTa 0 eKOHOMCKO]j 3aBUCHOCTH KeHa y OpaKy nmpuroBenay ropopu ciezaehe: ,,Hosaig
Koju je 3a kyheme nmoOujana, kao mMTO M00Wjajy ¢abpuuke paJeHUIIC HEICJbHY 3apany,
JOCTH3aIlIe caJl Mame, HO TIpe, 1a Hamupyje norpede” (JaBudo 1893: 85-86). Onna kana Huje
MOMHUIILJbajia Ha cCaMOyOUCTBO, XPUCTHHA C€ TPEIyIITala YATakYy KIbHUra U CBUpamy betoBeHa
u llymana. YUutamo: ,,Y TakBUM TpeHyIIMMa XpHUCTHHA je Ouia mpaBa yMETHHUIA. AJIK TO HUKO
He 3Habamre u jenBa 1a ce 3Hano aa ceupa’ (asuuo 1893: 87). Onra u XpuctuHa, mpemMa Tome,
TUTIOBH CY KOJU CIY)K€ 3a HIYCTPAlM]y >XEHCKHUX OocoOmHa Koje ce y ONrmHOM ciydajy
BpEIHY]Y, a y XpucTuHOM npe3upy. OBa /1Ba zena, caMiUM THM, IIPOXKETa Cy MOTUBOM ceema
OKDEHYmo2 HAONayKe.

Hena Jlene /{aBuuo oguiny MOACPHUCTHYKOM €CTETHKOM, TaKO Jia CE 3a BEJIHMKU OPO]
IBCHUX TEKCTOBa MoOXkna pehum na mpencraBibajy mecMe y mpo3u. Jlo um3paxkaja monasu
MIPUTIOBEIAEh¢ Y MIPBOM JIMILY U JIMPCKH KapakTep HEHE Mpo3e, 04a0paH je3uK U METOAMYHH
omucH. JeaHO OBaKBO Jeno je ,JeaHa JbybaBHa Hoh: ckuma ca mpumopja“, o0jaBibeHO Yy
bpanxosom xony 1903. ronune. Yak u CTpyKTYpOM OBaj TEKCT mojiceha Ha mecMy 3axBalbyjyhu
yroTpebu pedpeHa M mperpimra cTuiackux durypa.® Ipumnosemsn Tok oBe Mpo3anse MpaTH
’KEHCKOT TIpHUIloBesada Koju ce npuceha jby0aBHHX pa3roBopa Ha MpUMOp)Jy u3Mel)y Buiie
napoBa. HapaTopka Hajnpe pa3Muiba o oHOCy u3Mely kaneranuie Maxypanuhke u nucra
NBana bynucaBpeBuha, nneanusyjyhu ra cBe 10 OHOT TPEHYTKa J0O KajJ HE 4yje HHUXOB
pasroBop. M3mehy oBor cykoba maeann3oBaHOT W CTBApPHOT, OYEKUBAHOT W ompenmMeheHor,

paba ce rpoTecKHH XyMOp:

[TomTo je MeKH XKEHCKH TJ1ac HeKO BpeMe yhyTao, 3a4y ce 3ByYHH IJ1ac 4YyBEHOT
MHCIIA U ja pa3adpax OBE 3HAYAjHE PEUH:

— Jlanac je Tenehe neveme OMII0 cacBUM CyX0 M KPTO; 300T mera Hehy 3arerno
mohu cBy Hoh 3acnatu. He, y Tako phaBoj u raHoj KyjHU HE MOTY BHUIIIE OCTaTH.

— Y3MUTE MaJIo YIJbeHO-KHUCEJIOT HaTpoHa. FiMaMm MmyHy KyTH]y; KaJ] c€ BpaTUMO,

nahy Bam — 6mo je oarosop. (Hasuyo 1903: 1163)



Hapenna nBa pasroBopa, koja HaM HapaTOpKa J€THUM HCIOBEJIHUM U MPUCHUM TOHOM
npeHocu, Boauia cy ce usmely Jene Jexxuhese u Ilepe, ¢ jenne, u u3BecHOr 3BOHUMHpPA U
ETOBE JIparaHe, ¢ Jpyre cTpaHe, a OJIMCKU Cy THM IIpe IITO ce 00a T4y JbyOOMOpHE CLIEHE.
Cpena je HapaTOpKa U rpyIy 4amaria MyHHX Jele KOje j€ OCBETJhaBaO jallaHCKH (PEmEP U KOJU
Cy MEBAJIM BaJIIEpe U KyIuieTe, 6e30pmkHO yxkuBajyhu y 61aroj mpuMopckoj Hohu. YjemnHo,
HapaTopka u3Mel)y oBuxX pasroBopa ymehe pedpeH IUAAKTUYKOT KapakTepa, a HeKaa |
OIIIIMPHU]jE JEOHHUIIE KOje OmmKke onucyjy pedpeH. Mopanu3zaTopcku eJIeMeHT Jelia ce oryiea
y 3anakamuMa 0 JbYJCKO] IPUPOIH 300T KOje JbYAH, OCHM Y ICTHECTBY U Y CTAPOCTH, O] KOJUX
J€ CTapoCT TIpelcTaB/beHa KPO3 pa3roBOp CTapujer OpadyHOr mapa, HEMpeCcTaHO caMu ceOu
3aj1ajy He3HaTHE jaJie, He yBulajyhu Benn4ynHy cBera mro ux okpyxyje. Mope, crora, koj Jlemne
npeacTaBiba Metadopy y30ypKaHUX CTPAcTH M KUBOTA, [0 YMjUM TajlacCMa Ce JbYIU J1aBe U,
Kako HaM ropyuyje pedpeH: ,,JI3 Te koxe, 10 0BOM BpeMeHy, He Oere criaca™ (Jasudo 1903:
1164). 3aro ymMTaoma He YyaAH TO IITO CTApHjH OpadHH Map HE CEaW Yy YaMily, Beh Ha KIIyIiH,
CroKojHO TocMmaTpajyhu mope. Pedpen oae Tpmu npeodOpakaj u momnpuma ciieaehu o0auk:
,»Jlaxie, uma u Tome criaca” (Jasudo 1903: 1166). Yurajyhu oBo neno, Hemoryhe je, mehytum,
HE JIOBECTH ra y Be3y ¢ MEHMIICKOM CaTHpOM, IJie Hac MPUITOBeIad BOJIU KpO3 Mpeiene Koju
nozacehajy Ha npezene u3 cHoBulema, ocTBapyjyhu ¢ untaonuma Oau3ak ogHOC U ymehyhu
Oputrak xymop. Jlema [laBu4uo, CBOjUM KpaTKMM W CaJApXKajHUM H3pPa30M, CIIUKA JIEJIOBE
CBaKOJHEBHHUX pa3roBopa OpHKJBHMBUM MOTE3MMa CBOT II€pa, OCTaBJbajyhu M3pa3suTo CHaXKaH
YTHCAaK Ha YUTAOIIA.

Y Benuxom napoonom kanenoapy Cmumesay n3 1894. ronune Jlena je o6jaBuia joun
jenHo nmemno o uMmeny ,IlecHuk u >xena®. Ilo mpuHIUITY KHHECKE KYTH]€, OBAj TEKCT CaJAPKHU
npudy yHyTap npuye. J{Mjanaor necHUKa U jkeHe, y KOM je )KEHCKH JIMK YjeHO U IPUIIOBead y
MIPBOM JUILY, OTKPHUBA IPUPOAY BUXOBOT o HOca. Hara jyHakuma u3paxana JUBJbECHE IpeMa
MeCHUIIMMA 300T TOTa IITO T03HA]y CYIITHHY )KEHCKOT Onha, 0K MeCHUK UCTUYE JIa CY JeIUHU
MCTUHCKU MECHUIM yrpaBo xxeHe. HaBoau: ,,J)KeHa je Tek mpaBu necHUK, U OHO IITO MU Ka)KEMO
U TIeBaMO JIeTIO je CTOra IITO OHE pa3yMejy TO Tako a00po na umtajy” (daBudo 1894: 63).
[TecHuk caommiTaBa CBOjOj CAarOBOPHUIIM Ja )KEHE KUBE Y MOE3UjU CBOjY HCTUHY, IOK MIECHULIH
HEMajy y ceOM HUMaJI0O HeXXHUX M AyOOKHX ocehama 0 KojuMa meBajy. Jla Ou joj To m0Kasao,
OH TIpey3uMa TJIac MPUITOBEIavua U 3all0YHLE CBOjY KUBOTHY ITPUYY KOja je CBE JI0 caMoT Kpaja
Heu3BecHa. [IpocnaBibeH MECHUK UMAO je CBE MITO OU MOXKEIeo, a JKUBOT MY C€ IPETBOPHO Y
7ocany Kojy je mpekpahuBao unTajyhu poMaHTHUYapcKy KibibkeBHOCT: bajpona, IlymiknHa,

Jleonapnuja, Xajuea u I'erea. PomaHTHYapCcKku 3aHOC KOjU Ta j€ TPOKEO MPUIMKOM OOpaBKa Ha



Pajamn y 6;u3uHM jeqHOT 3aMKa MpOoOY/INO je Y BbeMY JKeJbY 3a Jby0aBJby. Y TOM TPEHYTKY, Kao
y U3MarjiMiy CHa, IECHUK HaM onucyje JbyoaBHu cycpet ¢ KopehoBom MarjaneHom, kKako je
OH Ha3uBa. Any3uje Ha HoBu 3aBeT cy OpojHe: He caMo Ja je keHa boroponauna, Beh je nmecHuk,
Kao OOJHWYAp y paTy, UMao MPHUIKKE JIa YIIO3HAa IBUXOBOT CHHA KOJH MY j€ YMpO Ha pyKama:
jacHa any3uja Ha Mcyca Xpucra. Benmnyame jkeHe y 0JTHOCY Ha MYIIIKapIia, jOI je jeHa OuTHa
omvka JlennHe KIIKEBHOCTH, Kao MITO he ce moKa3aTH y OCTAINM HBeHUM JeTuMa.

Hcte ronune je Jlena o6jaBuna u npuuy ,,Benuka cpeha: nomaha cniuka® y Hogoj uckpu
y K0jOj Oomucyje cBakomHeBHILy rocrohe Jeme. OHa je yToHyNa y JI0caay CBOT JKMBOTa, a CBE
YeMy Cce paHHje€ B yMeJia PaJioBaTH, MOYeIIo jOj je ACIOBATH JaXKHO M HUINTAaBHO. JKUBOT jOj ce
YHHUO CHOM, a YOBEKOBa MPHUPOIa HeCTATHOM. Pasmunubajyhu o cBoMm Myxky, rocrioha Jena je
yBHUJENA JIa Ta HE M03Haje, Kao IITO HU OH HE TI03HAje HhEeH YHYTpallku cBeT. thene mMuciu o

Opaky HCIIOJbEeHE Cy Kpo3 cienehe 3amaxame:

Ono, MOHEKH TIYT jOj je Oamn mpujaTHO Kaj Moxe pehw, fa je ynara. Jep mohu
pehu: Moj My, 3a eHy Beh 3HaUM UMaTH HEKAaKaB JIPYIITBEHHU MOJI0XKaA]. A HEH MYXK
uMa OaIn Mo3HaTo W MoImToBaHo uMe. 3amrto? Kaxy na je cTpydmak y CBOME MOCIy.
Anu mta onHa uma o cera tora? Illta ona 3Ha u Mmapu 3a etHorpadujy! Moxna je o
CTpYYHaK y CBOjOj 001aCTH, ajli lbeHY CTPYKY — OH He pazyMme. IbeHa je crpyka senora,

3a Kojy omeT oH cinabo mapu. ([Jasudo 1903: 294)

Cee3najyhu mnpumoBenad yBOAM 4YHWTaola y Hajaydsbe Muciau U ocehama cBoje
jyHakume. Mnak, wmako y onpehenoj mepu Oe3nuyaH, y HETOBOM TOHY IOCTOJU W J103a
caocehajHocT u 61aror xymopa, kom je Jlena Ouna ckiaona. CTude ce yTHCaK /1a je y OCHOBU
wBeHe Quio3oduje JbyICcKa TeXKba Ka UCTUHCKO] Jby0aBH M JOCTH3amy YHYTpAIIEr MHpa,
HEroBamy JyXa IMyTeM YMETHOCTH U NpeBasWIaxewmy y30ypKaHUX, MOBPIIHUX CTPacTH,
Mmopyka Koja u30Mja W3 HEHE IEJOKYIMHE KIFMKEBHE 3a0CTABINITHHE Ha CPIICKOM [E3HUKY.
Mehytum, He Tpeba cMETHYTH ¢ yma Ja, Uako je Jlema mokasmBajia 4YUCTO €MaHLIUIIATOPCKE
eJIEMEHTE y CBOJUM TEKCTOBMMA, y HMMa WIAK WU3HOCWIA peadupmaiujy narpujapxara. Y
HaBEJICHOM M3BOJIy U3 CaMOT Jiejia IPUCYTHA j€ U KJIACHYHA, TaTphjapXajiHa 1mojiena Ha cdepe:
YMETHOCT M €CTEeTHKa MpUIaajy JOMEHY >KeHCKOr, a Hayka goMeHy mymkor. Kon Jlene He
BHJIUMO MOOYHY IIPOTHUB OBOT Jyaju3Ma KOjU C€ y3uMa 3a MPUpOJaH, Beh Hiejy 0 BeroBomM
MPUXBATAby U MPEBA3UIAKEHY.

N3pazuto komuuHo u catupuyto Jlenuno aeno u3z 1903. rogune jecre ,,HaBuka: npra

13 XKHUBOTA", 00jaBJbeHO y bpankosom rony. Y THTamy je BpJO ycIela IMpUYa y KOjoj ce



HMCMeBajy o0MYaju M KapaKTepH, a Koja mpaTu cekperapa Munwncrapcerpa I[laBna [lerposuha u
mweroBe jxeHe Anke lllonaune. I'ocioha Anka matu of jeaHe OoJbKe KOjy NMpHIIOBEAAY, HE
3HaMO J1a JIM MYIIKH WK XEHCKH, Ha3uBa JIyJWJIOM CpPOJCTBa, mopenaehu je ¢ myTkom Koja
MOHaBJba peud ,,mama, Mmama‘ (Jlasuuo 1903: 326). ITasie [TerpoBuh je 300r TAKBUX OKOJHOCTH
naTuo y ceOHM, aliu ce BPEMEHOM IPWIATOAMO W ITOBHHOBAO TAaKBOM HAYMHY JKHBOTA.
TparukoMHUYHOCT OBE IPTE JOCTHKE CBOj BPXYHAIl HAaKOH IITO AHKA YMHUpPE YTYIIUBIIH CE€
pubspoM Komruuiom, a [laBiae mouHe ga Mamra o cBojoj Oyayhoj cmo6omu. CyrecTUBHOCT
HacjoBa, Mel)yTum, ipaTu Hac cBe 10 Kpaja npude, kaaa [1asne [lerposuh 3 HaBuKe oTydyje
Ja om0aly CBOjy HOBOCTEUEHY cl000y M 1a ce oxeHn AHKHHOM Miahom cectpom Mapom
[HlonnuHOM, HacTaBJbajyhu na >KUBH NpehanrmbiM HAaUMHOM JKHBOTA, CIIyTaHO U C POJIOMHOM
KOja My je yBEeK 3a Ierama.

Jenuno JlenuHOo 1emo Ha CPIICKOM je3UMKY O KOM ce€ 10 caj mucajo je ,,baicka Hoh:

nujamor™ Y

W OHO TpPEJCTaBJba IPaMCKO IO y jeAHOM 4YuHYy, o0jaBjbeHO 1887. romune y
Omay6unu. Kpatax 3amieT mounmke MOHOJIOTOM rocriioe Anlenuje koja mokymasa J1a CayuHU
nprex no cehamwy Ha jefaH JaH NMPOBEICH y NPUPOAM cCa CBOJUM CYHpyroM MuiieHKOM
BecenmunuoBuhem. MoHoOT Tipekuia yrpaBo OH, HajaBOM CBOT' OJpTacka Ha 0aj ¢ IpyroBuMa
Jbybom u Pamom, a rne he Outu mpucyrne u Jema PonumheBa m MHOTE Japyre JICTIOTHUIIE.
I'ocioha Anhenuja Ha TO oArOBapa HajIpe Pa3IPAXKIBUBO, a 3aTUM IPEAJIaKe CBOj O/JIa3aK Ha
UTpaHKy Ha Kojoj he 6utn Jparosby0d, HAOYUT BOJHUK U NIECHHUK, YHj€ CTUXOBE 3HA HAIlaMeT U
Koje perutyje.

Kao mito y cBoM Tekcry kake Anexcannap [lejuunh: ,,Y cieBajyhu na konTposuiie cBoja
ocehama (moBpehenoct, Jbydomopa) kopuctu ce [Anhenuja] eneMeHTHMA CIIGHCKOT HACcTyIa —
3aBO/IJbMBA XaJbMHA OOHAXKEHUX paMeHa, EpOTUYHA ITeCMa, CEH3YallHU TJ1ac, X0/, CAOMILITaBabe
aly3uBHE HaMepe“, U OTIOYNIbe OMTKY KOpucTehu ce UCTUM OpYXjeM KOJHM je HamaaHyTa:
M3a3MBamkEM JbyOOMOpE U 3aXTEBOM 32 JaBHUM, JPYIITBEHUM KUBOTOM. MyIikapail, MmehyTum,
CBE BpEMe OCTaje HeCBECTaH )KeHMHUX MPaBUX Hamepa 300T yera oHa OJJHOCH KOHAuHY MO0ey.
Kpo3 oBy jemHoumHKy npoOieMaTu3yje ce MUTamke OCBajaba M OrpaHHWYaBama cinoboje
cynpyxHuka. Onucyjyhu JlenuHy jeTHOYMHKY Kao MpPHUMEpP PEaTUCTUYKE CPIICKE ApaMe C
TUTICKUM JIMKOBUMA KaKaB Cy MaTpHjapXajlHi MY U €eMaHIIMIIOBaHA JKE€HA, TUTICKOM PaImboM
KOja ce CBOJM Ha JKeJbY 3a IMOTYNHABAKhEM, HTPY HAIMYyApPUBAkbha U MaHUITyJIAlHje, OTKPHBA
HaM Ce U ’beH PeMUHUCTUYKY noTeHnwjal. [1ejunh y cBojoj Kiu3u 3aniem y komeouju cpnckoe
peanuzma VCTUYE TAaKTHUIHOCT M TpH3HABaWke NpaBa >KEHU HA jaBaH JKMUBOT, a JIATCHTHA
UJICOJIOTH]a CE CBOJM OIIET Ha MOTBphHBamke )KEHUHE HaIMONHOCTH, KaKO HHTEIIEKTYaTHE TaKO

u emotuBHe (2012: 131-132, 599).



Jom jemna JlenuHa mecma y mpo3W, MaKo mucaHa y MHUHXEHY y KOjU c€ ayToOpKa
npecemmwia 1903. ronuHe, ykibydyje ce y O€OrpajicKu MEpHoJ] HEHOT CTBapajalliTBa Kao
HocJeIibe JIENI0 KOoje je Hamucaia Ha cprckoM je3uky. Hocu Haszus ,,Cdunra®, mo peun xoja
CITyH Kao MeTadopa Koja yKka3yje Ha MUCTEPHUO3HY i CHUTMAaTHYHY, aJld ¥ OKPYTHY, IPUPOTY
KOja ce TPaJIUIIMOHAIIHO TIPUITUCY]E KEHH, a TeMaTHu3yje cBal)y 1Boje JbyOaBHHKA, JKeHe-C(HUHTE
u necHuka. OBaj MOETU30BAHHU JIUjaJIOT, KOMOMHOBAH j€ C MEJIOAUYHOM HApallijoM U CTHIICKUM
¢durypama, o7 KOjux Cy Haj3acTyIJbeHUje pUrype JUKIHje, a OHE TONPUHOCE CTBAPALY jeIHOT
HapOYUTO JIMPUYHOT, HEMOCPEIHOT W ymnedyarsbuBor Tekcta. Kao u y ,banckoj mHohu“, n y
nenuma ,,Ilecauk u xena® u ,,Cunra”, 3acTymnspeHa je uaeja 0 y3BUIIEHOCTH KEHE, HEHOT
CeH3MOMIMTEeTa, JOBUTIBUBOCTH U YOIIIITE, HeHE CYIIEPUOPHOCTH.

Tokom cBor xuBoTa y Munxeny, Jlenun tekcr ,,Cprcke skeHe™, mpBOOUTHO 00jaBIbeH
y JeIHOM MHUHXEHCKOM YacOIlMCY, MPEBENeH je ¢ HeMauykor u objaBibeH 1908. romuue y
Jomahuyu. Tlo cBOM KapakTepy ecej, OBaj TEKCT j€ 3aCHOBAaH Ha JIMYHUM HMCKYCTBHMa Ca
CpnkumaMa Koje je ayTopKa CTeKJIa TOKOM CBOT kHBOTa y beorpany. YnyheH je Hemaukoj
nyOJIMIM, a OpUjeHTHCaH je Ka OopOHM NMPOTHB HETaTHMBHHMX CTEPEOTHIIA KOjU BIAAajy Mehy
Hemmmma kana je y nuramy CpoOuja. Cprnkumbe ¢y omucaHe Kao rnmocBeheHe u moKpTBOBaHE
MajKe, poJ0JbyOHBE M M3y3€THO BUYHE CBAKOM 3aHATy, HAPOUUTO TKamy. [Iputom, y Be3u ¢
TKamEeM, Y OBaj TEKCT, IPEMyH eMOTUBHOT Ha0o0ja, YHOCH U 103y epyauliuje mnopeaehu ux c
Omdanom u Ilenenonom. OHe cy u oOpazoBaHe, a UMa U OHUX Koje OMpajy Apyre >KHBOTHE
MyTeBe, HE OpuuyhH ce HY)KHO U yJIOTe MajKe, Ia TaKo MOCTajy JieKapke U yautespuile. Jlema
HE MPOMYIITa IPUIUKY Ja U3HECe W KPUTUKY 3amaja, KOju je MHOTO KOH3EpBAaTUBHHUJU IO
NUTaky YKJbY4YHBama jK€Ha y BUCOKO oOpasoBame o Cpba u Pyca mMana muX 3amaamaliu
cMarpajy Ha3aaHuM Hauujama. CpIKube Cy, OCHM TOTa, BEUITE U y CIIPaBJbalby MPOU3BOA 32
JIENOTY OJ1 IPUPOJIHUX MaTepujaja, Majia Cy 1o MPUPOIH JieTe, a 10 HAYNHY OJIeBamka yrieaajy
ce Ha xeHe n3 3anmagHe EBpomne. Jlena JlaBudo 3aBpiiaBa cBoj ecej mo3uBameM Hemara ga
MIPEUCIIUTA]y CBOj€ Mpepacyie Kaia je y MUTamby CPIICKH HAapO/, @ HAPOUUTO CPIICKE KEHE.

Jlena je ocraBmia 3a coOOM jOII jejaH WiIaHAaK Ha CPIICKOM je3WKY, KOju 00jaBibyje
Jlomahuya. O HOCH Ha3uB , KeHCKH TO3WMB“ W MPBOOUTHO je 00jaBibeH y Tpeosunckom
enacuuxy 1911. romune. Y meMy U3HOCH CBOje BHl)eme 0 3Ha4ajy JTyXOBHOT pas3Boja JKEHE U
BEeHOT o0pa3oBama. OCHM came CaJp>KUHE TEKCTa, KOJUM HaM CE KHIbMKEBHHIIA JOII jeTHOM
MpeCTaBJba Kao 3arOBOPHHIIA KEHCKE EMaHIIMIIAINje, IPAroleH je MoiaTak KOju ce Halla3u y
¢ycHOTH uaHKa, a KOjU HaM TOBOPU O HEHOM 00MYajy Ja ce MOTIHUCYje MCEYIOHUMOM

Komomb6a (Colomba).



MuHXeHCKH Tiepuoa  je, MelhyTuM, HajIUIOJHUJU TIEPUOJ] HEHOT KHMKEBHOT
CTBapaJlalliTBa KaJa IMUIIe MCKJbYYMBO Ha HemaukoM. Taj mepuon tpaje ox 1903. mo 1914.
romune. Taja je Hamucana HU3 KEIKEBHUX TEKCTOBA y HeMadykuM HoBuHama,'® a y Jlajouury
je oOjaBjbeHa W meHa MoHorpadmja mox HaciaoBom Die Tugendhaften (Kpemocuuiie).
OnprkaBalia je CHa)KHE KYJITYPHE Be3€ C HCTaKHYTHM YKeHaMa CBOT BpemeHa, rmonyTt Mae Kiayc,
a nuiyhu weny ouorpadujy, JoNpUHENa je pa3Bojy ouorpaductuke, MITO je joul jeAaH HbeH

JeraT KacHUjeM IHUperny GEMUHUCTUIKE MUCITH.

3akspydak

Jlux u neno Jlene JlaBudo ayro cy npeactaBsbain 00gacT Ha MapruHamMa UCTPAKUBaba
KaKO CPIICKE TaKO U CPIICKE )KEHCKE KIbIMKEBHOCTU. O H0j ce TOBOPUIIO BPJIO CIOPATUYHO Y
IIOHEKUM TEKCTOBHUMA O HEHOM CYIPYTY, JUILNIOMAaTH U KibWkeBHUKY Xajumy C. JlaBuuy, a
Hajuerrhe y KOHTEKCTY lbUXOBOT jeBpPEjCKOT MOpeKya. Y OBOM pajy je HAauUH-CH MOKYIaj J1a ce
WBeHa Onorpaduja OTKpHje U HEHO KIHLMKEBHO JIE0 Ha CPIICKOM je3WKY IMPEICTaBU Ha IITO
CHUCTEMaTUYHH]H HAulH.

YumeHnna Aa je cTBapaja U Ha HEMadyKOM jJE3UKy M Jla ce NEepUuoJIu MNucama Ha
HEMAayKkOM M CPIICKOM JIOHEKJIC W TOKJamajy, OTeKala je y 3HATHOj MEPH OBaj MOKYIIA]
crcTeMaTH3alrje KOju je 3aCHOBaH Mpe Ha reorpa)CkoM HEro Ha XPOHOJIOIIKOM KPUTEPH]yMYy.
Nmnak, Hajycmenuju MoKylaj cucreMaru3alije 0u Mopao OWTH MPENyIITEeH CTUJICKUM WA
YKaHPOBCKUM KPUTEPHjyMHUMA, ¢ 003UPOM Ha TO Ja jOj j€ CTBapajaIlliTBO TEMATCKH XOMOTE€HO
Te J1a He MpY’Ka MOT'YhHOCT 3HadajHe TemaTcke nudepennyjanuje. Mehytum, oBakas moryxBaT
6u mopa3zymMeBao 00pay U BEHUX JIejIa Ha HEMAuKOM jE€3UKY, IITO IPeIa3u OKBUPE OBOT paja.

Ibena nena cy o6ojeHa KyATypHUM W APYIITBEHUM IPOMEHaMa KOje Cy OOenexuiie
MepUoJI y KOM je )KuBeja U cTBapaia. [locTaje jacHO, Yak ¥ Ha OCHOBY CYI'€CTHBHUX HACIIOBa
BehMHe BHEeHUX Jena, 1a je Ouia je 1moja CHAKHUM YTHIajeM eMaHIIUIaTOPCKUX Uieja ¢ Kpaja
19. u nouerka 20. Beka, T€ CE€ HEHO [0 MOXE CMarTpaTd U JOINPUHOCOM DPAHOM
dheMuHUCTHYKOM Haclel)y.

CrBapanamTBo Jleme JlaBu4yo, He3acIy)KEHO 3aloOCTaBJbeHO y jaoMahoj KpuTHIlH,
YIOOTIYBY]j€ CIMKY O CaMO] ayTOPKH KOja HaM ce OTKpHBa Kao 00pa3oBaHa U JyXOBUTA JKEHA,
UCTaH4YaHOT ocehaja 3a KynTypHY IMHAMUKY U MHTEJIEKTyallHy pa3MeHy unaeja. KmuxeBHOCT
JOj onuIIIe aHTa)KOBAaHOIINY: KMa MHOT'O TOTa J]a HaM KaXke, a leHa )KMBOTHA Griio30duja, nako
KpUTUYKA W HAKJIOWEHa OJlaroj caTUpH, y CYIITHHH j€ ManuuCTHYKa W 3aCHOBaHa Ha

TOJIEPAHIIM]HU U MIPUXBATaby paziuKa.



Nwmajyhu y Buay ApymITBEeHH W UCTOPHJCKH KOHTEKCT Y KOM je kuBena, JlenmnHa nena
MOTY JIa CE€ YMTa]y Kao YBPCTH KOPaIlM Ka OCTBApUBAY KEHCKe ciioboe. JloTnayhu ce murama
MYIIKO-XEHCKHX 0JIHOCA y KOjUMa IOMUHHUPA]y JbyOOMoOpa, cTpact, cBale, MaHumysamnuje, na
YaK W HaroBeIlITaju CEeKCyaHoT, Jlena oTBapa W HOBA IOTJIaBJba IMOMYT MpaBa Ha U300p Kaja
Cy y mnuTamy Opak M MajuYMHCTBO, IIpaBa Ha oO0Opa3oBamke M IpaBa Ha APYIITBEHY
paBHONpaBHOCT. OCHM TOTa, B-EH jE€3UK j& HErOBaH, U3pa3 CaXeT, JINKOBU CY THIICKH, a pUya
Jata y oOpucHMMa Koje 4YHTajall W3HOBAa W M3HOBA YIOTHYHYje CBOJUM HCKYCTBHMA.
[TpocBeTuTEILCKM KapakTep je caapiKaH y IEJOKYITHOM BEeHOM JIeTy, a IONMPUHOC KOjH je aaa
emMaHnumanuju xeHa y Cpobuju u 6opou npotuB kcenHopobuje ynepere ka Cpouma y cBoM

ecejy, IOTBphyje joIlI jeTHOM HEeH eMIIaTUYHH U YOBEKOJbYOUBH JTyX.

1 OBaj pan je nacrao y oxkBupy Kmuocencmea.

2 JlpskaBHY IIEMAaTH3MU 00YXBaTajy CIIMCKOBE 3allOCIEHUX Y jaABHUM CITy:K0aMa 3a CBaKy TOJUHY M MOTY
ce Hahm y np>xaBHUM apxuBuMa. Unak, petku cy panosu noceehenu u camom Xajumy C. JlaBudy, a jorn
pehu oHM Koju Ha OMIIO KOju HaumH nmomumpy Jleny. Kao riiaBHM KpuTepHjyM 3a W300p CEKyHIapHE
JUTEpaType, y CKIaAy C TUM, OMJIO je MOCTOjame OMIo KaKBUX MOJaTaka Be3aHHX 32 BbY.

3 Davicho, Davitcho, Davitscho, Davitschoff, Davitechor.

4 IIpumepa panm, ume Jenena Hapoau Meana Byumna Cumosuh y pany , Kusor u meno Xajuma C.
Haeuua (1854-1918): usmel)y cinase u 3abopaBa”, ob6jaBjbeHoM y daconucy Hacnehe, Op. 31, roaune
2015, na crpanu 112. OBaj monatak HaBoau u Kpunka Bugaxosuh IletpoB y cBojoj kwu3u Kyamypa
wnanckux Jespeja Ha jyeocnogenckom miuy, Ha ctpanu 115.

Huje noctynan nogatak o Tome 300T dera KibHKEBHHIIA TIPEy3UMa HaauMak Jlena, anu je YnmbeHnIa 1a
ce Tako nornucuBaina. Pasmor 300r Kor ce uMe JeneHa Moxe 010aIiTy Kao Bep3uja leHOT UMEHA je Taj
IITO HUjellaH JIOKYMEHT He CBEJI0YHU O FheMY, OCUM TEKCTOBA KOjH HE HaBOJIE M3BOP 3a TAKBY TBPIbY.

® Moryhe je Hamhu u Ha nomarak o Tome aa je pohena 1850. Mehyrum, 1856. roguna je Gnmxa
rongrHaMa polema leHnX Opahe u cecTapa, 300r dera ce y3uMma 3a Tauny. OBOj OTyIH JOTIPUHETA j& U
YHHCHMIIA JIA C€ Y U3BOpUMa uelnihe jaBJba Kao roJiuHa H-eHOT poljerha, MPBEHCTBEHO Y IMTUTAIHOj 0a3n
mogaraka The Jewish Gen: The Global Home for Jewish Genealogy. Jlenuu Benuanu muct ca Mukcom
[llomohujem, moaau 0 BUXOBOM Pa3BOAY Kao U MOJAIM O CKJaNamy beHor Opaka ca XajuMm JlaBuuom,
JUTUTAIM30BaHU Cy Y HaBEJACHOM PEMO3UTOPHjYMYy M MOTy ce mpoHahu nperparom JlenuHor mmeHa
Anen Tong  (maTMHHIIOM), HAKOH TIPETXOJHE  peructpanuje, Ha ciueachem  nmHKY:
https://www.jewishgen.org/databases/jgdetail_2.php (mpuctyrubeno 5. 11. 2021).

® HoTtapcku 3amucu Koju CBeloYe O OBUM IOZALlMMa ce Hajlase y JAUTMTaIHOM apxuBy Hungaricana
[IPETParomM Jlenunor UMEHa Anen Tlonn:
https://www.hungaricana.hu/en/search/results/?list=eyJmaWx0ZXJzljogeyJEQVRBQKFTRSI6IFsiSO
9aSkVHWVpPSSJdfSwglnF1ZXJ51joglmFkZWwgZ29sZCJ9&per_page=20 (mpucrymbseno 5. 11.
2021).

"V muramy je wacommc Die Neuzeit, u3 1. 4. 1887. Jlururamuszosan Ha crpanunu Historische
Osterreichische Zeitungen und Zeitschriften online: http://anno.onb.ac.at/ (mpucrymseno 5. 11. 2021).
8 [Ipema naBoauma u3 bpanxosoz kona, aBryct 1895, 6p. 9, ctp. 286.

® TTlucma iponahena y karanory Kallias — der Online-Katalog des Deutschen Literaturarchivs Marbach:
https://www.dla-marbach.de/katalog-
beta/?tx_find_find%5Bcontroller%5D=Search&cHash=f3e7487a3a49063b267b21794e4492cf
(mpuctymseno 5. 11. 2021)

V'Y nuramy je HeMauka KEMKEBHUIA M TiIymuia XeneH GpoH Jlenurec. ITo3nara je n kao XeneH GpoH
Paxoruma n Xenen ¢ou Lllesuh, mo npesnMennMa cBojux cympyra. Mimaina je Oypas )KHUBOT, a HaJUMaK
joj je ouo llpBena rpoduna. Moryhe npountatn y qururanu3oBanuM gaeBHUIMMa Ockapa [lImuria Ha
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cieaehem JIMHKY: https://freeditorial.com/es/books/tagebucher-1896-1906-
auszuge/downloadbookepub/pdf (mpuctymmeno 5. 11. 2021).

1 Hapasu ce y ApxuBy CpOuje y OKBHUpPY aJMHMHHCTpaTHBHOT (oHAa IeHepanHOr KOH3yJaTa
KpameBune Cpbuje y XKenesu. Curnatypa 1918 3487.

12 Ha Be6-cajry: https://www.archivportal-d.de/? (mpuctyrseno 5. 11. 2021).

13 Tlomatak ce Moxe npoHahm Ha  umHTepHeT  crpaHum  Mpexa  Cedappa:
http://www.proyectos.cchs.csic.es/sefardiweb/node/212 (npuctymbeno 5. 11. 2021).

4 Huje nosnaro xako u kaza je Jlena Hayunna cprcku jesuk. C 063UpoM Ha TO 11a CE Y HEHO] KIbH3H
Kpenocnuye (Die Tugendhaften) mory mahu mena nena momnyt Cehunee v Ha HEMAYKOM j€3HMKY, MOXKE
ce MPETIIOCTABHTH Ja ce OaBmiia mpeBohemeM (Davitschoff 1910: 72-73).

15 Koca cnoBa cy ayropkuna.

!¢ TpaguumonanHo 61 ce OBAKBO KE-MIKEBHO JIENIO CMATpaso MECMOM y mposu, Mehytum, Jlena ra y
caMoM Ha3WBY aHPOBCKHU ojipehyje kao ckuily. Mnak, He cMe ce 3aHeMapUTH JTJUPHYHOCT TEKCTA TE Ce
OHO y OBOM pajly ONHCYj€ y CKIaay TOM OCOOMHOM.

17 Anexcannap Ilejunh y cBojoj nucepranuju.

18 Jleonuue y cTuxy cy mpeysere u3 30upke HeoOjaBJbeHHX Iecama Jlparomupa bp3axa.

1% Hexu Jlenmunu TekcToBH Ha HemadkoM jecy: “Die Tugendhaften”. Leipzig: Rothbarth, 1910. JIpyro
m3game 1905, uctu usmasay; “Skizze”. In: Die Woche, vol. 6, 1-6, 1904; “Die Quelle des Lebens”. Der
Kulturmensch, 14 (1905): 232-233; “Das Tranenparadies”. Die Garltenlaube, 1904, 21, pp. 21-26;
“Therftan Effendi”. Die Woche, vol. 3, 3, 1903; “Gréfin Klinckowstrom”; “Die gelbit mérderin”. Lodzer
Zeitung, 23, 1904, pp. 1-2; “Die Bezwingung des Ldrms”; “Die sie sich seh'u”. Czernowitzer
Allgemeine Zeitung, 19. mai 1907, pp. 1-2; “Die Selbstmdérderin”. Czernowitzer Tagblatt 10. August
1904, pp. 1-2; “Schwankende Gestalten”. Czernowitzer Allgemeine Zeitung 16. Mérz 1906, p. 1,
“Aneinander vorbei”. Bregenzer/\Vorarlberger Tagblatt 21. April 1907, p. 1; “Eppur si mouve”.
Czemowitzer Allgemeine Zeitung 4. Mérz 1905. ¥V Ilapuckum nueBHUM HoBHHama je 1938. rogune
ob6jasmna texctoBe “Eine verdidchtige Person” u “Monte-Carlo 1938”.
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The Life and Work of Lela Davico

The paper is a product of the genealogical, bibliographic and literary historical research on the
private life and literary texts of Lela Davico, with the goal of drawing attention to her work and examine
the literary and historical context in which it was produced. Lela Davi¢o wrote essays, dramas, prose
poems, as well as literary sketches, and the themes of love and women’s position in society dominate
her work. She was strongly influenced by emancipatory ideas at the turn of the 20" century, so her
oeuvre could be considered a contribution to feminist heritage. For a clearer overview, Lela Davi¢o’s
entire body of work could be divided into three periods: the Pest period, the Belgrade period and the
Munich period. The Belgrade period, which lasted between 1887 and 1903, when she wrote in the
Serbian language, is particularly important for Serbian literature.
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Yuusep3utet y Kparyjesiry OpurvHaJIHi HAYYHH YJIaHAK
OUII0IOMIKO-YMETHUYKY (PaKyNTET

HNpenTurercka norpara xxese y pomany Mopauw oa ce cmemkaw Jlyuce

BaJjiencyeae

Paxg ce 6aBu pomanom Mopaw oa ce cmewxaw (Hay que sonreir) ayropke Jlymce
Banencyene (Luisa Valenzuela), y moxymajy na ocBeriu pahame (EMUHUCTHYKHX HACja Y
ayTOPKUHOM, aJll U apTeHTHHCKOM KEHKEBHOM CTBApajallITBy. Y POMaHy c€ KpO3 MIPOTarOHUCTKUILY
Kiapy KpuTHUKH TeMaTH3yje MOJI0XKaj KEHEe M HhEeHa MICHTUTETCKA MoTpara. Y paay je HarjlameH
YTHILIj APYIITBA U TOPOHLE PH (HOPMHUPaELY KEHCKOT UICHTUTETA U ToJioxkaja. Takohe, aHamu3upa
Ce Ha KOjU HAUWMH ayTOpKa IMPEACTaBJba TEJIO MPOTArOHUCTKHILE KAaO IMOIMPHINTE CTAPUX M HOBUX
WeoNIoTHja y ApreHTHHH 1ie3/ieceTux rojnHa XX Beka. [lopoanna u apymrBo ctBopuhe cucteM y
OKBHpY KOjer ce JKCHa HaJla3u MOTYMEbEHA MYIIKApIy M HKEeroBuM ojurykama. M3 tora mpowmsiasu
o0jeKTUBH3aIMja U JeXyMaHH3allja MPOTarOHUCTKUILE KPO3 KOjy BaneHcyena mpencraBiba 4uTaBy
reHepalyjy moTYHbeHUX U yRYTKaHUX jKeHa.

KipyuHe peun: uneHTureT, )xeHa, hemunnsam, Jlyuca Banencyena

Tuwem npomue onux Koju cmampajy 0a umajy
cee o0eosope. Haoam ce da he ceaxa 00 mojux
KibUea Oumu pacaoHux numarea Koju paha jow

HOBUX NUMarea u Ha cpehy He daje 20mogo

Hujedan 002080p.

(\Valensuela 2019: 114)

Kpo3 wucropujy XucnaHoamMepuuke KHUKCBHOCTH JKCHCKH JIMKOBH Cy C€
TPaAMLIMOHAIHO KaTErOpHUCAM Kao JOOpH WM JIOIIM Y 3aBHCHOCTH OJ TOTa Ja JH CY
UCIyHhaBaIN JIPYIITBEHA OuYCKUBama. JKeHe cy Owie MomioxHe NeuHHCamy C MYIIKOT
CTAaHOBHIITA, ITO Kao TOCIEAUIly HMMa OrpaHHYaBamke MHUXOBOT pa3Boja. YoOudajeHa
ujeaIn3arja >keHe U yCIe Tora JIoIeJbUBamkhe yiIora Kao mTo cy nomahuiia, BepHa jKeHa U
BOJbCHA MajKa, JOBEJa je IO CTBapama NaTpujapXxajHor Mojiena y ApymTBy. Majke u BepHe
Cymnpyre mpejacTaBjbajie Cy 10o0pe *KeHe IpeMa KpUTEpUjyMHUMa MaTpHUjapXajiHor APYIITBA,
JIOK Cy ce JIOIIMM jKeHama cMmarpalie OHe Koje cy m3nasuie u3 tux oksupa (Pina 2006: 297).
[Touetkom XX Beka y MHOTHM 3eMJbaMa XHUCIIAaHCKE AMEpUKE jaBJbajy c€ (DEeMHUHUCTUUKH
MIOKPETH KaKo OM ce CIpoBeJie MOJUTUYKE W APYIITBEHE MPOMEHE IO MUTaly MpaBa jKeHa.

[IpomeHne cy ce ogHOCHIIE TIpe CBETa Ha MpaBa jKeHa KaJia je y MUTamby BUX0Ba YJIora U MECTO
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y nomahmuctey u apymrBy (Rohrer 2012: 7-8). Ilpomec rmobanuszammje u 0Oopbe
(heMHHHUCTKHIbA IOBOJH JI0 CTBapama JIpyraunje KiMKEBHOCTH Y K0jOj j€ aKIeHaT Ha O0opou
3a mpaBa >keHa. HOBOM mpaBIly KWMKEBHOCTH npunanajy u nena Jlynce Banencyene (Pina
2006: 297).

Crnoboma y napymTBy, JuOepaqHa pa3MHIILbamka, Ka0 M TIpaBa Koja Cce€ THYY
PaBHOMPABHOCTH IIOJIOBA YCKO CY IIOBE€3aHU C MOJUTHYKOM CHUTYalldjoM Yy Jp>KaBH.
[TonmuTyka HECTAOWMIHOCT, HArjJe MPOMEHE Ha BIACTH W JIUCKOHTHHYUTET OopOu 3a
JIEMOKpaTHjy MOTY 3Ha4ajHO Ja YTHUYy Ha COLMO-KynTyposomnku Hanpeaak (Prigorian 2017:
87). Y oBakBUM ApPYIITBEHHM M KYJATYPOJIOIIKMM OKOJHOCTHMA jaBjhajy C€ PasIndMTH
BHJIOBU HEPABHOIMPABHOCTH KOj€ Cy MPOM3BOJ JAPYIITBA YHja je CTPYKTypa 3aCHOBaHA Ha
poaHoj Hejennakoctu (Sagot 2008: 215).

Poman Mopaw oa ce cmewrxaw 3HadajaH je TpPU aHAIM3HPAy TEME KEHCKOT
HJIEHTUTETa Kao W (akTopa Koju yTudy Ha meroo dopmupame. Jlemo Jlynce Banencyene
HacTaje yo4yd Inupema (PEMUHUCTUYKUX TOKpeTa y ApreHtuHw, a ooOpalhyje temy
naTpujapxajHOT I0JIOKaja eHe M onxohema mpema wmoj. Crora, b paja je aHanusa
HAuMHA Ha KOJU CE€ y pOMaHy Ipuka3yje 6opOa 3a HOB MIEHTHTET U MOJ0XKa] keHe. Takole,

aHaJM3a pOMaHa J1aje HaM YBHUJIE y MOoYeTKe (PEMUHUCTUIKUX HJIeja ayTOpKEe pOMaHa.

JApyumirBeHe 0KOJHOCTH ApPreHTuHe U pahambe peMUHUCTHYKHNX Heja

Hena Jlynce BaneHcyene kapakTepuiine ApyITBEHU HA00], T€ je TOTPEOHO OCBPHYTH
ce Ha JPYIITBEHH OKBUP APreHTHHE KpajeM IIe3[eCeTUX U MOYETKOM CelaMIEeCeTUX roJIuHa
XX Beka, KaJla HacTaje \meH pomad. lIpenouaBameM IPYIITBEHUX OKOJTHOCTH paszymehe ce
caM KOHTEKCT poMaHa, Kao M IHUTama Koja ce y HhEeMY jaBibajy, a MmoBe3aHa cy ¢ 6opOooM 3a
HOBH UJICHTHUTET.

[Touerak XX Beka Ouo je OypaH 3a 3eMJbe XHCIAHCKE AMEpHKE jep je TO MepHoj
KOju je o0elexeH Kpu3aMa Ha pazIMuuTUM MosbuMa. [lonuTuuke, EKOHOMCKE U APYIITBEHE
KpH3€ HUCY 3a00uIUIe HU APreHTHHY M UMaJjie Cy CHa)KaH yTuIlaj Ha ApymTBo. OBaj mepuos
o0emexXeH je pernpecujoM M IUKTaTypamMa Koje Cy ce CMEHHBAJIE je/lHa 3a IpyroM. JemaHa of
MOCNeANIIa HacuJba TOKOM MIEpHOa TUKTATypa je COIUjaTHu CYKOoO yHyTap JIpkaBe KOju je
OMO HAJIPUCYTHUJU KOJ OHHUX KOjU Cy OHMJIM HE3aroCIeHH WIM ON0auyeHH Of JPYIITBa
(Romero 2007: 130). ITapanento ¢ TiM, I1e3aeceTHx roanHa XX BeKa paJuKaIn30Baie Cy ce
JIBE MJICOJIOTH]E KOje Cy Ce MOKIOMUIe ca CyKOOMMa MOYETKOM CeAaMICCETHX ToJnHa XX

Beka. C jeqHe cTpaHe, pa3BHjajia ce JudepaiHa U MporpecuBHA UCOJIOTH]ja, AO0K j€ Ha JAPYroj



CTpaHu Owuia aHTWUIMOEpaaHa, YMja j€ OCHOBAa KAaTOJWYKAa KOH3EpBaTHMBHA WJEOJIOTH]a
(Romero 2007: 24). Y oBoM mepHoay MOYHEbE CIIOOOIHHU]E Aa Ce TOBOPH O CEKCYaTHOCTH,
npuxBaheHe cy BanOpayHe 3ajeHMIIE, IITO je TOBEJIO A0 yOakaBama Mpeapacysa, u ocyaa
JBOCTPYKOT MOpaja I0 MUTamy ponaa. ¥ APreHTHHH Cy ce YCHOocCTaBjballe HOpMe u3Mehy
CTapuX ¥ HOBUX CTaBOBa O JAPYIITBEHUM yjorama u mojenuma. Ctapu mojen nomahuHCcTBa 1
MOJIOXKaja ToIpa3yMeBao je JKeHy YHjHu je 3aJaTak Omo ga oOaBiba KyhHE MMOCIOBE M 4YyBa
Jeny, JOK OM MyIkapan OMO 3aayKeH 3a M3JpKaBame nopoauue. Hacympor tome, HOBU
craBoBH Nokpehy murama pa3Boja, yKJbYUMBamE KCHA HA TPXKHINTE paga u pahame BaH
opaka (Cosse 2006: 40-41). JloTamamimy CTAaBOBH MOAPA3yMEBAIM Cy Ja j€ yIiieJ MIagux
’KeHa OO MOBE3aH C IPUXOBUM CEKCYaITHUM XHBOTOM, OJTHOCHO HEBHHOIINY, a HIICHTHTET CE
3aCHUBAO Ha BUXOBOM cTarycy Khepku, cympyra u majku. C apyre cTpaHe, MY>KEBHOCT je
Ouja OBE3aHa ca CEKCYaIHUM Pa3BOjeM M €KCIEPUMEHTHUCAEM, JTOK j€ 3PeIoCcT MyIIKapa
MOBE3MBAHA C TOCTH3alkEM PAIHOT MMOJI0XKAaja M CHOCOOHOCTH Jia M3rpase M €KOHOMCKHU
u3apKaBajy nopoauiy. ['opopehu o mpoliecy MoJepHH3aldje CMaTpaio ce J1a Cy MOPOIUYHU
1 OpavyHu OJTHOCHU CPEIHILTE MPOMEHa KOje Cy yTHUIlajie Ha €eKOHOMU]Y, KYJITYpY U BPEIHOCTH
APYIITBA KOje Mpeia3u u3 TpaauiuoHatHor y moaeprno (Cosse 2006: 41). Crora, miaau cy
MOKPEHYJIM MPOTECTE YCIIE TEXKEbE J1a e MPOMEHU U 00HOBH Haciehenn meHTanurteT (Favero
2016: 225).

Tokom nepuona AUKTaTypa y ApreHTHHHU jaBjba ce MpobieM Hacuiba Koje je IoCTallo
cBakogHEeBHO M mpuxBaheHo. Kana je ped o Hacuiby Haj KeHaMa, MyueHmhe HHUjE CITY)KUJIO
caMO Kao KaszHa KaJa je ped O MOJMTHYKUM TpecTynuMa, Beh u Kaja je ped o IpyIITBEHUM
MpaBUIMMa JKCHCKOT MoHamama. CAM YHMH HacHiba, KOjU je Hajuemhe OHO CEKCyaTHOT
KapakTepa, IMao je 3a Wb Jia )KeHe YYMHHU MACUBHUM, KpXKUM M mociymHuM (Markovié
2013: 207). JIpyru BUA CEKCyaJHOT HacuJba Haj XCHaMa OwWia je MPOCTHTYIHja, Ma Ce
MOCTAaBWIJIO TUTAE J1a JIW je MPOCTUTYIMja HACUJbE HAJ JKEHaMa M POIICTBO, WM CE MOXE
cMaTpaTH TMocjaoM. Y BE3M C THM C€ pas3BHjajy JBE CTpaHe, jeHAa Koja WMa 3a Wb
JIeTAJIM30Bamk-e MPOCTUTYIIHMje Kao MOcia, U JApyra Koja uMa 3a LuJb J1a Ce OHO YKHUHE jep ce
cmarpa BpctoM ponHor Hacuiba (Morcillo 2017: 215). HoBe OKOMHOCTH yTHYYy M Ha
MOCMaTpamke CaMOT' CEKCYAIHOT YWHA, KOJU C€ W3 TPAJAMIMOHAIHOT yria Ac(HHHUIIEC Kao
OIacHOCT, JOK CE W3 JIMOepasiHe MEepCIEKTUBE MPEICTaBha KA0 HAUWH 32 UCTPAKUBAKE U
yxkuBame (Morcillo 2017: 225). CekcyanHo HacuJbe HaJl KEHaMa KPO3 UCTOPH]Y MOKA3aJo je,
MehyTuM, J1a ce CeKCyaTHOCT JKeHa IocMaTpaja Kao HeIITO ITo Tpeda OMTH KOHTPOJIUCAHO U

7a je CBpxXa JKEHCKE CeKCyalTHOCTH penpoaykTuBHOCT (Justovon Lurzer 2013: 91). YV oBakBuM



JIPYIITBEHUM M TIOJIMTUYKUM OKOJIHOCTHMA HacTaje mpBu pomad Jlynce Banencyene, Mopaw

oa ce cmewxa.

ITucaTu Teaom

Jlynca BaneHncyena KOpPHCTH TeMy CEKCYaTHOCTH Kao IOYETHO MECTO JKEHCKE
NOTYMEEHOCTU U pempecHje, a TeJo KeHe MPEeACTaB/ba Kao INIaBHY TayKy Koja ce Haraja.
[Tpu ToMe ce Muciu Ha 00jeKTHBU3ALM]Y U J€XyMaHHU3alM]y KeHe o] cTpaHe Ipymrsa. Ha
Taj] HAYMH JKEHCKO TEJIO TMOCTaje CPeacTBO OOpOe MPOTHB MmarpujapxayHor cucrema. CBaka
JKEHa JIpyradyuje pearyje Ha Hamaje, a KJbyd y 00pOu mpOTHB MOTUYUHEHOCTH j€ Y TOME J1a Ce
Hahe caBpmeHo opyxje. IlpoHanmazak caBpIIEHOT OpyXja MOJIpa3yMeBa IPOHANAKEHE
HauMHA Jla C€ M3pa3e BIACTUTU CTABOBM JKCHA W IHLMXOBOI HAYMHA Ja C€ OAYNpY
ayTOPUTATUBHOM pexXuMy. BaneHcyennHo opyxje y Toj 60pou jecte Moh Haparuje, OTHOCHO
MOTyNHOCT BeHUX jyYHaKHba J1a caMe ucpudajy cojy npuuy (Hatry 2010: 243).

Ono mTo Kapakrepuiie (GEeMHUHUCTHUKO nucame Jlynce Banencyene jecre xKoHUeNT
mucama TenoM (escribir con el cuerpo).! Opaj koHIenT ce 3acHMBA Ha NPOMHILIBAKY O
YKUBalby Kao TaKBOM, JKeJbaMa W Je3WKy KOjH j€ KapaKTepucThuaH 3a jkeHe. kbena
MIPOMHUIILJbaFba Cy COIHOJIONIKOT, MOJUTHYKOI M MCHUXOaHAIMTHYKOr Kapaktepa (Markovié
2013: 89). Banencyena mocmarpa TelO Kao jeAMHO MECTO ca KOjer MOXKE Jla Ce MPHUCTYIU
xeHckoM uckyctBy (Magnarelli 1996: 58). Kpo3 Teno u Ha Teiy BUIMMO OJHOC MOhH MpU
YeMy ce He MUCIIM caMO Ha MYIIKaplia KOjH JKeJH J1a IOTYHHU KeHy, Beh 1 Ha IPYIITBO Koje
je mapru"amuzyje. OcuM Tora, HCTPaXKHUBAKHEM CEKCYATHOCTH JKEHE HCIUTY]y WIECHTHUTET
KOjU UM je HaMeTHYT yjemHo pyiiehu meroBe rpanuie. BaneHcyema objamimaBa OBaj
KOHIIETIT Ka0 33j€JHUYKO JEJIOBAE TTIaBe U OHOT JPYror OJJHOCHO HaroHa Koju Hac Tepajy Aa
ce kpehemo, miememo u aumemo. HemoryhHocT KOMyHHITUpama y3 TomMoh peun mma Kao
nocjaeauIy KoMmyHunupame npeko tema (Hatry 2010: 339). Tesnom muiny moTiadeHH, OHH
KOjUMa je Tjac OJy3eT, OHM Yhja CTBAPHOCT HE MOKE OMTH apTHKYJIHCAHA JOMHHAHTHHM
IMCKypcHMa MOhM U caMHMM THM TeJo nocTaje opyhe modyne. OXuibLiu, MOBpeE, ONIEKOTHHE
Ka0 U HAaCWJbE KOje Ce BPIIM HAJ HHXOBUM TEIIMMa aId M BUXOBO €POTH30BAKE YKa3yjy Ha
YKEHCKH TI0JIOKA] Y APYIITBY M MIPEHOCE HBUXOBO MCKYCTBO YaK M Kajia oHe OMBajy yhyTkaHe.
BanencyenuHa TexHHMKa MHCamka TEIOM IOBE3aHA je IUPEKTHO C MCKYCTBOM KHMBOTa Y
muktatypu (Markovi¢ 2013: 189-190). [Tucame ayTopke UMa Kao Kpaji¥ HUJb CI000aY, U
YeMy Cce MHCIH Ha CEKCYyallHy, MOJUTHUYKY M KYJITYpOJOLIKy cioboay skena (Hatry 2010:
344).



Poman Mopaw 0a ce cmewxaw ipBo je A€o 0Be ayTopke, 06jaBibeHO 1966. ronuHe.
CrtpykTypa zena je TakBa Jia je T0JIeJbeHO Ha TPH IeIuHe, ipBa je Teno, 3atum Mehycmarve,
U Ha Kpajy Tpeha menuHa moj Ha3uBOM [ asa. TeMaTHKa poMaHa je M Jlajbe aKkTyelHa U
3aCTyIJbeHa y APreHTHHH, 300T uera je poMaH MpeaMeT UCTpakuBama U JelieHrnjaMa HaKOH
npBor ob6jaBsbuBama. PomaH je mucana ok je 6opasuna y [lapu3sy, a ynaseHoCT joj je mana

60Jby MepCIeKTHBY y carjiefaBamy MpoOIeMa >KEHCKOT IHTama.’

HasuB pomana je
MpOHMYAH M alyAudpa Ha TO3MLHUjy XEeHe Koja Mopa jaa Oyle MOCIyIIHa W 3axBajHa
naTpHjapxajHOM JPYIITBY YaK M y cuTyalujama y kojuma naru. Jonanz o (Dondal Shaw)

cMmatpa z1a je oBo aeno nporodemuanctuuko (Markovic¢ 2013: 23).

YTunaj nopoauue u ApymITBa y HACHTHTETCKOM NPOHAJIAKEHY

Hena JIynce Banencyene 6aBe ce JMHAMUYHUM OJHOCOM TeJla, je3UKa U TIOJTUTHIKUAX
okosHOCTH. OHO MITO CHaja oBa TPH AacleKTa jecTe Moh, OJHOCHO HhEHO HCKa3HUBambe.
BanencyennHo cTBapanamTBO Ha pa3MUMTE HAYMHE MpHKa3yje IITa ce JelaBa KajJa KeHa
uzalhe u3 ymnora HameTHytux oj crpane apymrsa (Diaz 2001: 164). To je ciaydaj u y ey
Mopaw oa ce cmewrxaw, y xojeM BayeHcyena npukasyje crere ApymTBa U Kako OHE yTHIY
Ha MpoTaroHuCcTkuky Kiapy.

[Ipencrassbajyhu uneHTUTETCKO (HOpPMUpPAE MPOTATOHUCTKUIGE, AyTOPKa IMOJIA3U O]
yTHL@ja mopoaule Ha mojenuHna. IIporaronuctkuma nonasu y byenoc Ajpec, u ycnen
HecIopasyma 3aBpliiaBa y Jely rpajga y KoM cy npocturytke. [IpocTurymuja mocraje u meHa
npodecHja momTo jy je orar u3damnuo u3 kyhe, Ha mra je ona macusno npucrana (Valensuela
2017: 12). Henocratak 60pOCHOCTH U CONICTBEHOT TJ1aca y OKBUPY MOPOMIIC JOBOJHU 10 TOTa
na ce Kmapa xacHuje mpenymiTa BoJbM MyIIKapala U J03BOJbaBa Jia jOj OHH KOHTPOIHIIY
x*uBOT. Ha camom mouerky pomana Kmapa ymosnaje Jlom Mapuja koju joj HyIu CBOjy

3amTuTy ¥ nomoh. IlpuxBaramem merose MoOHyA€ OH Mpey3uMa OUHHCKY (QUTYpY:

AnM ja HUCaM Of OHUX KOjH McKopHIIhaBajy Apyre — y3JIaxHy. — A ceM Tora,
JaHAC j€ CBE TMOCTAJI0 TaKo PU3WYHO. AJM ja Te Hehy HUKAaKO MOBPEANTH, BUaehen 1
cama. 3amtutuhy Te Kao oTail.

Yemy cBe ciyxe odeBu, Kama Ou T 3Hao mpuuy mora oma... (Valensuela
2017: 19)



Kana cy y nuramy Knapa u meHa opojuiia, 0 poauTe;biMa ce He TOBOPH, OCHM KaJia
ce HaroBellITaBa Ja je Majka octaBmia iy u ona (Valensuela 2017: 12). IIpehyTHo ce craBiba
70 3Hama 1a je Kiapa npousBoj nucyHKIMOHAIHE TOPOJUIIE U 1a OuBa npuHyheHa 1a cama
TpaXkKu IyT Kpo3 KUBOT. Mojien nmoHamama Koju BUIM Yy ¢B0joj Kyhu oHa he mpeHern nasee
KpO3 JKUBOT, IITO MPECTaB/ba KPUTHUKY IMMOPOJIUIHUAX OJTHOCA.

Nako ce 6aBwmita mpocturyimjom, Kinapa auje umana nmorpedy na nponahe apyraduju
nocao, Beh je mpoHanmaszmia peleme y TOME Ja ce yaa. YIpaBo Kpo3 HeHE aMOulluje
Banencyena npukasyje mosioxaj >keHe y apreHTHHCKOM JpYIITBY. JKeHUH b Y CKJIanly ¢
HOpMama JPYIITBa MOPAo je OUTH J1a TeXHU OpaKy ¥ MajuuHCTBY. CBe IITO je OMII0 Ipyravnje
01 ycTaJbeHOT 1mabiona 6uo je jmom npumep. Knapuna motpeba 1a ynoBOJbH CTaHAApAMMa

JIPYLITBA BUJIU C€ Y BbCHUM PA3MHUILJbABLUMA:

Kanma cam ja 6mia mana, ga 6yaem go0pa je 3HAYMIIO Ja TIOMOTHEM MaMH Ja
OYMCTH TIOJI, OTIepPE CYAOBE, U Takohe /1a cBake Hejesbe oJeM Ha Mucy. KacHuje je na
Oyaem mobOpa 3HAYMIIO J1a HE ITYCTUM MOMKE J1a Me Jby0e y MpaduHUM yiaullaMa 1 J1a ux
ormoMeHeM kana Me mnwumnkajy. llra nam kor Bpara maHac 3Hauu Outu mo6ap?

(\Valensuela 2017: 89)

Pactpzanoct Kiape koja je Kpo3 pomaH CBe jaua NpencTaB/ba CyKOO HIE0JIOTHja
IIPUCYTHUX Y APreHTUHH LIe37eceTux roauHa XX Beka.

Anamuzom KiapuHux onHoca ¢ MyIIKapIuMa 3akjbydyje ce Ja OHa y HbUMa BUIU
MoryhHocT na Oyne 3amrtuheHa u 30puHYTa, YMECTO Ja TEXH TOMe Aa Oyae camocTalHa.
[Tocnenuna Tora jecTe na je y CBUM TUM OJHOCHMMa OHa ryOuia cBoje ja, Iiiac U IpaBo Ha
CBOje xeJbe U cTaBoBe. ['youtak Kinapune nuyHoct O1o je mOCTerneH, a CBaku MyIIKapall je
oapehuBao cBoja mpaBwia. OrpaHuuaBakbe M KOHTpOJMCame XKeHe y BanencyenuHoM
pomany je nBoctpyko. C jemHe cTpaHe, MyIIKapld KOHTPOJIMIINY H-EHO TENIO0, TOCMaTpajy je
Kao objekar u aexymanuzosano 6uhe. C npyre ctpane, Knapu ce namehe ysora cynpyre u
nomahuie, mpu 4yemy ce NpHKasyje Apyraudju Buj Aexymanuzanuje. CtaBibame JKEHE y
ApYIITBEHE Kalyle, OJAy3UMame HCHUX OCHOBHHUX IIpaBa M ciao0oje JOBOAM [0
00jeKTUBH3AIM]e U JeXyYMaHU3aI1]e KEHCKOT Tella U ayXa.

[TaTpujapxanHo APYMITBO 3ay3MMa CTaB Ja je MyIIKapall Taj KOjU ITOHOCH OJIYKE,

KOjU FOBOPH, T1a je TakaB ciay4aj 6uo u 'y Knapunom O6paky:



Tek cy ce ounu yno3nanu u Knapa je Beh cxBaruia jna ¢ UM HHUjE BPEIHO
Tpyna orBapatu ycta. Mneja na nehe mohu 1a roBopu HHje je IpEBUIIE Y3HEMHUPHIIA

jep HHMKO joj Hehe 3abpaHMTH Ja HACTaBM THUXH ald CHJIHU YHYTaplbU TUjalior.

(Valensuela 2017: 26)

Kiapa je mHOTO unctuina He OyHehu ce HMKaja 3aTo IITO OH HHjE JIOMYIITA0
Ja My ce oaroBapa a oHa je Beh Ouia m3ryOmia riacoBHe CocoOHOCTH Maja ce

Bemito ciayxuia mamrrom. (Valensuela 2017: 27)

Wnak, y OBUM CHUTYyallFjaMa MOXXEMO BUICTH YHYTPAIIHH OTHOP MPOTArOHUCTKHILE,
Kao M MOKYIIaje MyIIKaplia Ja HaMEeTHY CBOja yBepemwa M craBoBe. IbeHa HaMmeTHyTa yrora
Ouna je na Boau noMahuHCTBO U ja mpey3me ynory cymnpyre. Ocum Tora, lbeH My) Bukrop
pemasa y Kimapuno ume na ce oHa Hehe Buie 0aBUTH CTapuM TOCIOM U 3a0pamyje joj na
Tpaxku OWJI0 KOju mocao BaH Kyhe. Kpo3 \UX0OB OIHOC ce 3ampaBo OCIIMKaBa MaTpUjapXaaHo
Buleme /1a je MyIIKapaill Taj Koju 3apaljyje, JOHOCH OJUTyKeE JIOK je JKeHa OHa Koja BOJIU OpHry
o nomahunctBy. Kiapa, mehytum, Hije 6miia cpehHa y TakBOM OZHOCY U MallTa 0 MOpY, Koje
3ampaBo MpeICcTaBba CI1000ay KOjy HUje nMmaina. Mako ce Buie HUje 0aBmiia MpOCTUTYIINjOM
HECHO TEJIO U J1aJbe HUje OWIIO BEHO, M JaJbe j& MPUIAJaIo HEKOME KO j€ OTy4YMBa0 YMECTO
we. [locnenuna tora je mpenaja Kimape u mpuxBatame Aa 0l camapema 0 Cl1000au Hema
HUINTA jep Cy HbeHe MOryhHOCTH orpaHuyYeHe, Ja TO O YyeMy MallTa Hukajaa Hehe mohu na
MMOCTUTHE: ,,MyIIKapIy He CXBaTajy Ja >KeHa HE MOXe J1a JTocerHe miadoH, a KaMoiau He0o
(\Valensuela 2017: 67).

Mehytum, BeH yHyTpallkbU OTHOp oapasuhe ce Kpo3 YMH Hamylutama Bukrtopa u
JaJbOM TOTparoM 3a CBOjUM HaeHTHTeToM. Hakon Tora, Kiapa ynosnaje Anexanapa u ox
MOMEHTa HHXOBOI' CyCpeTa ayTopKa HarlallaBa BberoBy kesby aa npucsoju Kimapy. [Ipumep
TOTa je ’BUXOB MPBH Pa3roBOP Y KOjeM My OHA TOBOPH CBOj€ MME U KaKO YKEJIH J1a Ta MPOMEHHU
jep ¢y joj MHOTH peKJIM J1a OHO He uje y3 »by. Kana ra je ynurana koje uMme ce \eMy cBubha,
pekao joj je na he ce 3Baru Kinapa, anmu na to Huje ucro ume. Ilpe je Ouna Heuwja apyra
Knapa, caga ce 3Ha kome npumnanaa, ogHocHo ouhe merosa Kimapa (Valensuela 2017: 102). Ha
Ta] HAaUMH AJexanapo tpetupa Kiapy kao nmpeamer, mTo ce BUAM Y TPEHYTKY Kajia joj Kaxke
na he oHa 3ayBeK OCTaTH C UM jep je OH J0HeO Ty o/yKy. Mnak, mpoMeHa uMeHa MOXe ce
npoTymMaunTi kao Knapuna morpeba 3a uaeHTH(UKOBAHEM, KOjeé Y OBOM CIy4ajy BpIIU

Mmymkapar. Anexanapo u Kiapa he crynutu y Opak, a AnexaHapoBa OIJyKa Jla C€ OXKEHHU



Knapom nuje 6mo rect jpybaBu Beh uckasuBame mohu (Rohrer 2012: 12), maumu na je

KOHTpOJIHIIIE J]a My He Ou mmobersa Kao mITo je moderiia MyIkapIiuma mpe mera.

— Benuahemo ce, jecu 51 uyna? — IOHOBHO jOj je KaKo He OU 0CTaBHO MecTa 3a
CYMbY.

Kiapa ce jomr Huje cacBum pa30yauia v CKiamnaie ¢y joj ce OuHu.

— AIv ja He 3HaM J1a JIM KEJIUM Jia c€ BeHYaM... — IIPUTOBOPHIIA je.

— HapaBno na sxenui, yemy Ipyrom Ou TH MOTJIa Jja TEXULIT?

— Jla Texxum, HU4eMy. PaHuje cam, HCTHHA, KeJerna J1a ce yiaM, alli caja... He

3uam Buire. (Valensuela 2017: 133)

Paznor 36or kojer Knapa mpucraje Ha Opak HHje JbyO0aB KOJUKO 3aIlITUTa, jep je
BepoBasa aa he o6utu 6e30eaHa ako Oyzae Owia Heunja sxeHa. OcuM Tora, Kpo3 0Baj pa3roBop
BHUM ce 3anpaBo KnapunHo nyrame u modyna. OHa je kenena ga Oyzae cynpyra U Majka mpe
CBera jep je To 3Haumjo OuTH 1obap 3a ApymTBo. Ta meHa jkejba ce KacHHje MEHha U OHa
Tpara 3a coOOM M OHHUM MTO he je HCIyHHTH, OJHOCHO 3a ciobomom. Ilpunukom meHe
notpare, Anexanapo u Kiapa cy mouenu nma paje 3ajefiHO, © MaJa C€ YMHU Ja JI0JIa3d 10
HaIpeTKa, TO je 3almpaBo caMo J1e0 AJIeXaHAPOBOT IUlaHa Ja je KoHTposiuire. Kiaapa yop3o
cXBarta J1a, MaKo JKUBH JIOCTOjaHCTBEHH]E OTKAJ je y Opaky, u najke Hema clioboay u oceha ce
Kao 3Bep y kaBe3y. Ha kpajy, oHa oxycraje ox 6opbe, cBecHa Ja je T0KUBOTHU YTOBOP KOjU

je mornucana ¢ AiexaHapoM KOHaYHU TYOUTaK BeHe cl1000/1e:

He mory Bume na tpunMm. Anexanapo he me ctuhu u moja cyn6una he 6utu
7la 3ayBEK JKMBUM 3aTBOpPEHA Y XOTeIy, a YHYTap XOTela y IaTopy, a yHyTap maropa
y CaHIyKy, a yHyTap CBera Tora ja, OlKOJbeHa CaHIyIMa W IaTOpUMa M XOTEeInMa,

3aro mto cam craBuia mornuc. (Valensuela 2017: 178)

Ynpaso y oBoM KnapuHoM 3akipydky ayTopka ymyhyje KpUTUKY APYIITBY U CTaBy Ja
je Opak kpajmu musb jenHe xeHe. Cam Opak W JIOCTOJaHCTBEH JKMBOT 3HAYMO j€ 3aTBOP 3a
Kiapy mopjenHako kao W HEJOCTOJaHCTBEH >KMBOT MpocTUTyTKe. Mako je mocrymama 1o
IPYIITBEHUM HOpMama, OJIpeKJia ce CBOoje ci1000je U CBOr Tiaca. Yak U caM Ha3uB poMaHa
ynyhyje Ha To J1a je )keHa y 00aBe3H J1a ce CMeIlKa U KpHje CBoje mpolieMe 3apa]l MUIbEHha
jaBHOcTH. Kiapu To mocrtaje jacHO Kaja joj AJeXaHapo Kake BHIIE IyTa Ja Mopa Ja ce

cMmernika 6e3 003upa Ha TO MTO je HecpehHa uiau MmTO jOj je TemKo, Yak he To OUTH U HeHE



MOCJIeIEbE peur TMpe Hero mTo je oH youje. Hacumua cmpt Kmape, on cTtpane myrmikapiia,
CUMOOJIMYHO TMPENICTaBIha BUXOBY MOh Hal keHaMa. [IpoTaroHUCTKHbA je )KUBEJIA Y CBETY Y
KOjeM Cy BJIaJjajli MYIIKapIy, KOjH Cy HACWIHO KOHTPOJIHMCAIH KEHE, CAMUM TUM HEHa CMPT

CUMOOJIMYHO MpHKa3yje Kako Of] TOra HHUje MOTJia J1a ToOeTrHe.

Teso kao cpencTBo ropopa

Poman moka3syje ekcIUIOaTHCame MKEHE M IHCHO IOTYMHABamkbe Yy JIPYLITBY.
Banencyena je nucana poMaH y mepuoay Kajaa cy mouenu aa ce GopmMupajy GeMHUHUCTUIKA
MOKpPETH y APreHTHHHU KOjU Cy c€ OOpWIIM MPOTHUB YCTaJbEHUX CTEPEOTHIIa O TOJIOXKA]y U
YII03H JKEHE.

Kako Ou wucrakia KpuUTHKYy TakBor JApymTBa, Jlynmca Banencyena cBojy
MPOTArOHUCTKUIbY OINHKCYje Kao OJHUYCH-€ BPETHOCTH KOje Cy C€ NMPHUIMCUBAIC XEHH TOT
nepuona. Kiapa je caMuM THUM TIpeAcTaB/beHa Kao HEXHA, HAMBHA, IMOKOPHA WM ITaCHBHA.
Mehyrum, Banencyena he na Knapunom npumepy ricrahu He3aq0BOJBCTBO, QpycTpanujy
yHyTpalmy 00pOy sxeHe. BajeHcyennHa MpOTaroHUCTKUbA C€ Y JKUBOTY INPEMyIITa OHUMAa
KOjU Cy OJ1 ¢ TPOXWIH CaMO TeJI0 M Ye3He Jla JoYeKa TPEHyTaK Kaga he KOpHCTH TIaBy,
OJTHOCHO Kaja he je HeKo BHIIETH Kao HEIITO BHIIE O] JeXyMaHH30BaHOT o0jekta. KacHuje,
Kaja no0uje MPUINKY Aa W3BOAM MalHOHMYAPCKH TPHK ca CBOJUM MY)KeM AJIeXaHIpOM, IO

npBH IyT Mohu he Jja KOPHUCTH TJaBy, a HE TEeJO:

[...] anmu He, HMKaKBa IMITETa, TO je OJIarocioB ¢ HeOa 3aTo MTO hy KOHAYHO
Mohu 1a pagum riaBomM, camo TJIaBOM, O€3 OBOT Tela KOje MH CaMO CMETa U JOBOAH
Me y HeBosby. Tpeba KOpUCTHTH TJIaBy, KaKO MU je TOBOopmia yuutesbuua. Tpeba
KOPHUCTHUTH TJIaBY... UTIAK, HUCAM OWJIa JIomia yYeHHIIa, YIIPaBO CYIPOTHO, alld HEIITO
Mopa na Mu je dammio curypHo. Oncan hy mohu 1a KOpUCTHM T1aBy M caMo TJIaBy.

Hewma 3amiro na ce jagam. (Valensuela 2017: 155)

Waxo ce ynHM J1a I0J1a31 10 HAMIPETKa, TO je caMo MpuBpeMeHo a0k Kiapa He cxBaTu
Jla Ce W HheHa TJIaBa JIEXyMaHU3yje UCTO Kao W Tesio. Ha MCTH Ha4YMH Ha KOjU j€ HEHO TEello
MOCMaTpaHoO Kao 00jeKaT mocmarpa ce W HeHa IIaBa, OJHOCHO HheHA Pa3MHIILJbamka. OHA U
najbe Hema CII000/y U CBE HeHE MoTpede U KeJbe ce MOTUCKY]y. Kitapa cxBaTa aa To mro ce
CIIY’KH TJIaBOM 3HA4H Jla MOpa J1a 3a00paBy Ha CBOj€ TEJIO U Jia CE OJIPEKHE CBOjHX kKeJba. Jlok

J€ KOPHUCTHIIA TEJIO OHO j€ MPHUITAIao APYruMa, a lbeHe moTpede cy Ouiie MOTUCHYTE, IITO je



Ha Kpajy OWo ciiy4aj U Kaja je KopucTmia riaBy. OHa HE KOPHUCTH CBOjE€ TEJIO Kako Ou ce
ToTIeNIa Ha BHITY JIECTBUILY y APYINTBY, Beh je ped o mpekuBIbaBamy.

ITpocTop y KojeM ce rpaJu OBaj JIMK MOocMaTpaH je Ha jaBa HauumHa. C jeqHe cTpaHe,
MPOCTUTYTKE C€ IMOCMAaTpajy Kao OHE KOoje OHOCE 33J0BOJHCTBO M Ka0 My3€ HHCIMpALHje,
JIOK Cy, C IIpyre CTpaHe, NpeACTaB/beHE Kao OMAacHOCT, MpeTma W Tpex. M3noxeHe cy
OKOJJHOCTHMa KOje TpEICTaBJhajy OMACHOCT 3a HHX, a Ta ONAacHOCT C€ OJHOCH Ha
M3JI0KEHOCT HAaCWJbY M TNOHIKaBamy. [IpMHIMI MO KOM Ce MPOCTHTYTKE MOCMAaTpajy Kao
00jeKTH J1aje BUXOBUM TerMa BpeaHocT pobe (Bianchi 2013: 1).

Onmnyka 1na TpPOTarOHUCTKUEba Oyle TPOCTUTYTKA MOXKE C€ MPUITUCATH YIIPABO
BaneHncyennHoj Hamepu 1a TpHKaXke KakKo j€ TEJIO JXKEHE TJIaBHA Tayka Koja C€ Haraja.
KynoBuHa ¥ mponaja cekcyaqHHX YCiIyra JAerpaaupa eHe U OHe OHBajy IOABPTHYTE
CypoBOM, OpyTaiiHOM 1 HexymMaHoM onxohemy (MacKinnon 1993: 13). [Ipocturynuja camum
THUM TIpEJICTaBJba MOKYIIA] JOMUHAIM]E U TIOTYNaBamkhe )KeHa, IPH YeMy Tpeba ncrahu na je
JOMHUHAIIMja MYIIKapIa HaJI )KCHOM Kako ¢u3uuka, tako u ncuxuyka (MacKinnon 1993: 25).
Ynorpebom Kiapusor Tena, BeroBUM MoceoBameM, Mymikapuu y KimapuHom xuBoty cy
3alpaBO KOHTPOJIMCAIM HEH JKUBOT W cinobony. Yak M Kaga HHUje OMIIO peYd O HEHHUM
KJIMjeHTHMa, Beh mapTHepuMa, cuTyaluja je Ouiia ucrta. 3arnpaBo, yrpaBo ce Kpo3 MapTHEPCKE
OJTHOCE BUIM TOoTpeda MyIIKapIia a MPeKo Tena yTude Ha yKUIamke )KEHCKOT Ti1aca, OJJHOCHO
HBEHUX CTaBOBA M MHUIILJBCHHA.

Tparnunoct KnapuHor kuBOTa je y TOME IITO, OMJIO J]a KOPUCTH TENO WU TJIaBY,
Heyera Mopa Jia ce OApEeKHE M HemTo joj ce yckpahyje. Takohe, kpo3 mpuka3 HegoCTaTKa
OOpOEHOCTH KOJ MPOTArOHUCTKUELE, H3BOIH CE 3aKJbydaK O PEIPECUBHOCTHU JKEHE OJ CTPaHE
ApyLITBa, KOja KyJIMHHHpa Ha caMoM Kpajy pomana: ,,To je moja cynOuHa, mocie cBera.
Hewma Buiie cBpxe na 0exum, HHU J1a BiuueM, HU 1a ce opanum™ (Valensuela 2017: 181).

Banencyena ce 3amaxe 3a TO ga Tpeba NPEKUHYTH TPATUIM]Y y OKBHPY KOje
MYIIKaplyd TOBOpe O KCHCKUM TeIMMa W KOjU Ta OTKpHBajy. BaieHCcyennHa nena mpeHoce
MOPYKY J1a Tpeba MPEeKUHYTH C MPUKA3HUBAKHEM JKEHCKOT Tejla Kao Orjesana MYIIKE MOXYyIe
(Magnarelli 1996: 71). 3akspyuyjemo na ynpaBo 3aTo Kiapa uctpaxcyje 3Ha4aj CBOT Tela,
CBOjy TMOXEJHHOCT M IIITa Ca CBOJUM TEJIOM JKEIH Ja paju, Kako OW ce MmoOyHuJsia TPOTUB
MyIIKapama KOju je 4uTaB HbeH XUBOT Aehunumry. C apyre crpaHe, Kpo3 NPHKA3HBAHE
00jeKTUBHU3AIMje MPOTArOHUCTKUILE BPLIM c€ KpUTHKa ApymTBa. OCHOBa MaTpHjapXaaHOT
cHCTeMa jecTe MPEeTIOCTaBKa J1a MyIIKapall pacioiaxke >KEHCKUM TeJIOM, JOK je JKeHa Jy)KHa
Ja WCIIYHW OHO 3a mTa je Owomomku mnpenoapehena (Vasiljevic 2008: 101). Crora,

Banencyena kpo3 cBOjy NMpOTaroHUCTKHIbY U MPHUKa3UBambeM Olxolema MylIKapala rnpema



0] KEJH J1a YKaKe Ha TO Ja JKeHe Mopajy na mpoHal)y cBoje opyhe 6opbe u m3pakaBama.
Nako ce mporaroHucTkrma He 00pH 3a cebe BepOaTHO, FhbEeHO TEJIO TOBOPH 32 BbY, Y BEMY je

HCIIMCaHa BbCHA ITpHUYa.

3ak/pyuak

Jlyuca Banencyena ommyuyje J1a MpUKaXke JIMK KEHE YHYTap APYLIITBEHOT KOHTEKCTa
n3nazehn W3 TagallkbUX yCcTalbeHUX OKBUpa. Poman Mopaw da ce cmewkaw Tpukaszyje
JTOMHHAIM]y MyIIKapa Haja jkeHoM. [IpoTaroHHCTHKHIa poMaHa je NMpHKa3aHa Kao jKeHa
YMja )KMBOTHA Tpare/iuja JEXKH yIMpaBO y YMILEHUIIM J1a HE MOXKE Ja moOerHe oj madioHa
Koje je ApymTBO (hopmupaino. JpymTBEeHO-IOJIUTHYKE OKOJIHOCTH Cy Kpeupaie JIPYIITBO Y
OKBHPY KOjer ce KOHTPOJIMCAme )KEHE U HACHJbE CMATPAIO0 OYEKHBAHHMM, ITOJjEHAKO Kao U
CHA MTACUBHOCT. Y OKBUPY poMaHa Mopaw 0a ce cmewikaus TIOA HACUIBEM MOPa3yMeBaMO
Ipe CBera HACUJIHY CMPT MPOTarOHUCTKUIbE, Ka0 M (PU3MYKO U MCHUXUYKO MOTUYHUIHABAE OJ1
crpane mymkapua. Ox Knape ce odekyje na Oyne npenMeT MyIIKe MOXY/Ae, J1a 3a10BOJbaBa
BUXOBE MoTpede u aa uM ce nmokopu. CBaku B TMOKyIIaja ga ce u3ahe u3 mpenuheHux
yJiora KaXibEeH je o]l cTpaHe ApymTBa. [IporaroHucTkumba je mpuMopaHa Ja mpedp3o oapacre
U J1a ce oclama Ha MYILIKAapIe U CBOje TeJO ¢ 003MpOM Ha TO Ja HUje Omia, Mo yCTaJbeHOM
o0u4ajy, 3aayKeHa 3a pa3MHIILbabe, TOHOIIEHE OJUTyKa WIH 00pa3oBambe.

Banencyena roBopu o cTaBy ApymiTBa Jia je 100pa KeHa OHa KOja MCITyHaBa yJIOTY
Majke, cynpyre u aomahuinie. Mehyrum, oHO mTO ayropka Takohe mpukasyje jecte aa
UCIyHaBambe OBHX YJIOra He MpeaCcTaBiba HYXKHO cpehy 3a cBaky xeHy. Kinapunu nmapraepu
MPEJCTaBJbEHU CY KAO0 JOMUHAHTHHU, PEIPECUBHH, Opak MpeaCcTaBJba HAUMH KOHTPOJE, a He
YiH Jby0aBH. Y3pOK HacWJba HAJ J>KEHAMa Hala3d ce y JAPYIITBY Koje OIpaBIaBa
JOMHMHAHTHOCT MYIIKapala M Be3yje MYXEBHOCT 3a JoMuHanujy u Moh. Pesynrar takBor
MOHAIIaka jecy JKEeHe YMjU je IJIac OAYy3eT, Yhja ce MHIIbEHhAa M CTaBOBH BUIE CaMO KpO3
MyIIKapLa, Kajga 1 ako OH TO 103Boyiu. bopOa nmbepanHe U KOH3epBaTUBHE UICOJIOTHjE KOja

ce omBWjaia |y ApreHTHHHW  TIpeACTaB/beHa je Ha  KimapuHoM  mpumepy.

! [lIto ce Tnue moryhe mosesanoctr ¢ baprosum uaejama y BaneHcyeIMHNM ecejuMa, HHTEPB]yHMa
WM PaZioBUMa, O OBOM KOHIIETITY HHj€ Ce HAaWJIa3uJIo Ha TUPEKTHO Mo3uBame Ha bapTa.

2 U3 pasroopa moBogom Cajma kwura y Jlumm, oxgpxanor 2007.  romuHe.
Bunu:https://www.youtube.com/watch?app=desktop&v=UL IvvW2Qej8&list=LLMI8VCRACQ-
49S7Kai7Y6ow&index=9&t=7s (npucryrmbeno 6. 8. 2021).
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This article analyzes the novel You Have to Smile by Luisa Valenzuela, in an attempt to show
the birth of feminist ideas not only in the author's works but also in Argentinian literary works.
Through the protagonist Clara, the novel critically thematizes the position of women and their search
for identity. In this regard, the paper emphasizes the influence of society and the family in the
formation of women's identity and position. It also analyzes how the author presents the body of the
protagonist as a battleground of old and new ideologies in Argentina in the 1960s. The family and
society will create a system within which a woman is subordinate to a man and his decisions. This
results in the objectification and dehumanization of the protagonist, through whom Valenzuela
represents a whole generation of submissive and silenced women.
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Bubnuorpadwuja mpencraspa meTH HacTaBak OuOnuorpaduje yacommca JKewcku ceem: aucm
dobpomeoprux 3adpyea Cpnkurea. OOyxBaTa 4YETUPH TOIWHE M3NaKEHma dacomuca, on 1904. no 1907.
roauHe, U caapku 918 oubnmorpadckux jemunmniia, onucanux de VisU je3MKoM W IMHCMOM ITyOIIHnKaImje.
Bubnuorpaduja je moaespeHa Ha YSTHPH LEIMHE XPOHOJIOUIKH, TPeMa TOJMHU U3NaXKewka, JOK Cy OpojeBu
Ooubarorpad)CKUX jeIUHHMIIA JaTH y KOHTHHYUTETY. Y OKBHUPY CBake IICJIMHE, JeAUHMIIC Cy a30ydHO
pacropeljeHe mpema npe3nuMeHy ayTopa, 0JJHOCHO HACJIOBY WIaHKa — KaJia je Ped O TeKCTOBUMA KOjU HHUCY
MOTIMCAHU WU Cy TIOTIUCAHHW WHUIMjaiuMa. Y3 Oubmauorpadcku omuc JaTe Cy KpaTKe aHOTaIhje Koje
OmKe OCNUKaBajy caipXKuHy. Y CKIaay ca MHGOPMATUBHUM 3aXTEBHMa 3aCTYIUbEHH Cy 00jeluEmCHU
pErucTpH KOju U3 OMOIMOrpad)CKOT ONKCca W3/1Bajajy HACIOB U MPEMeET.
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14.
'ABPUJIOBU'R, MunuBoje M.

Cnasa tu boxe! / MunuBoje M. I'aspunosuh // Ton. 19, 6p. 1 (1904), ctp. 6.
- Ksu>xeBHOCT

15.
'AJAR, XKapko

Moh spy6aBu / XKapxko I'ajuh // T'oz. 19, 6p. 1 (1904), ctp. 10.
- KmmxeBHocT

16.
I'AJUh, XKapko

Moja Buua / XKapxko 'ajuh // T'ox. 19, 6p. 3 (1904), cTp. 50.
- KsuxeBHOCT

17.
'AJAR, XKapko

Momnax / XKapko I'ajuh // Ton. 19, 6p. 3 (1904), ctp. 66.
- KsnxeBHOCT

18.
I''TACHUK // Ton. 19, 6p. 1 (1904), ctp. 21-22
- Bectn

19.
I'TACHUK // Ton. 19, 6p. 2 (1904), ctp. 46-47.
- Bectn

20.
I'TACHUK // Ton. 19, 6p. 3 (1904), ctp. 67-609.
- Bectn

21.
I'TACHUK // Ton. 19, 6p. 4 (1904), ctp. 91-94.
- Bectn

22.
I'TACHUK // Ton. 19, 6p. 5 (1904), ctp. 115-117.
- Bectn

23.



I'TACHUK // Ton. 19, 6p. 6 (1904), ctp. 140-141.
- Bectn

24,
I''TACHUK // Ton. 19, 6p. 7 (1904), ctp. 162.
- Bectn

25.
I''TACHUK // Ton. 19, 6p. 8 (1904), ctp. 187-189.
- Bectn

26.
I'TACHUK // Ton. 19, 6p. 9 (1904), ctp. 209-211.
- Bectn

27.
I'TACHUK // Ton. 19, 6p. 10 (1904), ctp. 235-237.
- Bectn

28.
I'TACHUK // Ton. 19, 6p. 11 (1904), ctp. 259-260.
- Bectn

29.
I'TACHUK // Ton. 19, 6p. 12 (1904), ctp. 277-279.
- Bectn

30.
I'OH3AIJIEC , Jlyuc
Kosza / Luis Gonzales Gil ; mpeBeo Muian JI. ITormosuh // Tox. 19, 6p. 4 (1904), ctp. 86—
87.
- KsnkeBHOCT

31.
I'OCIIOBU Tunku Jlykuhku, BpCHO] WIaHUILIM CPIICKE HAPOJHE MO30PHILIHE JPYKUHE / J.
P-k.//Ton. 19, 6p. 12 (1904), cTp. 268.

- KisikeBHOCT

32.

I'OCITIOBUIIA H...: (u3 36upke ,,OxyueHo cpue’) / Anexcannap // I'ox. 19, 6p. 4 (1904),
cTp. 95.
- KsnkeBHOCT

33.
I'PT'YPOBA, Muinxka



[Mopoauria Cmusbuhesa [[leo 1] / Hanucana Munka 'pryposa // Tox. 19, 6p. 2 (1904), ctp.
41-45,

- KisixkeBHOCT

34,
I'PT'YPOBA, Musika

[Mopoauiia Cmusbuhesa [[leo 1] / nanucana Musnka ['pryposa // T'ox. 19, 6p. 3 (1904), ctp.
62—-66.

- KisixkeBHOCT

35.
JAJL’ je / Tomup // Ton. 19, 6p. 7 (1904), ctp. 149.
- KibmxeBHOCT

36.
JA n’te ,youm? / Pajko // Ton. 19, 6p. 4 (1904), ctp. 86.
- KibmkeBHOCT

37.
JACKAJIOBU'R, Bnagumup I

Cpue moje / Bnagumup I'. lackanosuh // T'ox. 19, 6p. 5 (1904), ctp. 115.
- KnxeBHOCT

38.
JBE cecrpure...n8e sbyoure / B. K. Jbybucas // T'ox. 19, 6p. 4 (1904), ctp. 76.
- KsnxeBHOCT

39.

JEBOJAUKA npymtea u Haie 1ooporBopHe 3aapyre Cpnkuma // Tox. 19, 6p. 12 (1904),
cTp. 265—-266.
- Kencko nutame / JKeHCKH OKpeTH

40.
JETUB 60n/ ¢ Hemaukor K. X. // T'ox. 19, 6p. 11 (1904), ctp. 253-258.

- KisixkeBHOCT

41.
JANMA, Jlyman J.

boruma noesuje u Cpnkuma / Jyman J. [luma // Tox. 19, 6p. 5 (1904), ctp. 99-100.
- KibmkeBHOCT

42.
JOITUC // Ton. 19, 6p. 1 (1904), cTp. 10-11.
- Bectn

43.



JOITMCHU / Bjemu // Ton. 19, 6p. 2 (1904), ctp. 37-38.
- Bectn

44,
JOITUCH // Ton. 19, 6p. 3(1904), cTp. 55-57.
- Bectn

45.
JNOITMCH // Ton. 19, 6p. 12 (1904), ctp. 272-273.
- XKencko nutame / JKeHncku mokpetu

46.

JP. Unuja Byueruh // T'oxn. 19, 6p. 8 (1904), ctp. 169.
- Hekpomor
47.

J1P. JoBan JoBanoBuh-3maj // T'on. 19, 6p. 7 (1904), ctp. 145.
- buorpadwuje / Hexposor

48.
BYJIMHALL, B.

O xenama / B. Dynmunan // T'ox. 19, 6p. 11 (1904), ctp. 241-245.
- )Kencko nutame

49.

EMUWJINJA Mynuuhka pol). Bekenku : Haponna nodpotrBopka // I'ox. 19, 6p. 6 (1904),
crp. 121-124.
- buorpadwuje / Hexposor

50.
KNBOJMUHOBUWR, JoBan

Cprcku moxou : ropopuia rocnohuna bojana Jpaxynuhesa, npyru nan boxxuha 1903.
roj. Ha 3a0aBu CpII. meBavkor apymrsa ,,HeBen“-a y HoBom Cany / J. [Joan] XXusojunosuh //
I'ox. 19, 6p. 2 (1904), cTp. 26-28.
- KsnkeBHOCT

ol.
JKUBOJHOBUWR, JoBan
3BOHU Ha jyTpeme / JoHeke o Tyhoj 3amucnu cactaBuo Joan JKuojHosuh // T'ox. 19,
op. 6 (1904), cTp. 124-126.
- KsnkeBHOCT

52.
KNBOJHOBWNR, JoBan



On Kocoga o npHora hopha / J. XK. [Joan XKusojuosuh] // T'ox. 19, 6p. 7 (1904), ctp.
151.

- KisixkeBHOCT

53.
XMBOJHOBUR, JoBan

Cpertan mactup : menoapama / Jora XKusojuosuh // T'on. 19, 6p. 8 (1904), ctp. 171-175.
- KnxeBHOCT

54.
XMNBOJHOBUR, JoBan
Jyr-BoraaHoB oM : MenmoapaMa u3 jyHauke cpricke crapune / [Josan XXusojuosuh] // T'ox.
19, 6p. 9 (1904), ctp. 196-200.
- KnkeBHOCT

55.
JKUBOJHOBWR, JoBau
Jyr-bornanoB qom : MenoapaMa U3 jyHauKe CpIicKe cTapuHe : (cBpieTak) / JoBan
Kusojuosuh // T'ox. 19, 6p. 10 (1904), ctp. 221-226.
- KnxeBHOCT

56.
JKUBOJMHOBUWR, JoBan

[Ita je najpeha cuna : roBopuhe rhumna bojana JIpakynuheBa Ha HHTEPHAIIMOHAIIHO)]
3abaBu y H. Cany, o yckpcy 1904. y kopuct cuporte aeue / Joan XKuojunosuh // T'oxa. 19, 6p. 4
(1904), ctp. 75.

- KisikeBHOCT

57.
3A nomahwumnie // T'on. 19, 6p. 1 (1904), ctp. 20.
- XKeucko nurame / CaBeTn

58.
3A nomahwumne // T'on. 19, 6p. 3 (1904), ctp. 70.
- XKeucko nurame / CaBeTn

59.
3A nomahwumnie // T'on. 19, 6p. 4 (1904), ctp. 95.
- XKeucko nurame / CaBeTn

60.
3A nomahwumnie // T'on. 19, 6p. 5 (1904), ctp. 118.
- XKeucko nurame / CaBeTn

61.
3A nomahure // Toa. 19, 6p. 6 (1904), ctp. 142.



- JKencko murame / CaBetu

62.
3A nomahwurnie // T'on. 19, 6p. 7 (1904), ctp. 165-166.
- XKeucko nmurame / CaBeTn

63.
3A nomahwurnie // T'ox. 19, 6p. 8 (1904), ctp. 190-191.
- XKeucko nmurame / CaBeTn

64.
3A nomahwumnie // T'ox. 19, 6p. 9 (1904), cTp. 212.
- XKeucko nurame / CaBeTn

65.
3A nomahwumne // T'on. 19, 6p. 10 (1904), cTp. 238-239.
- XKeucko nurame / CaBeTn

66.
3A nomahwumnie // T'on. 19, 6p. 11 (1904), cTp. 262.
- XKeucko nurame / CaBeTn

67.
3A nomahwumnie // T'on. 19, 6p. 12 (1904), cTp. 282.
- XKeucko nurame / CaBeTn

68.

3AIITO? / Kaja// T'ox. 19, 6p. 9 (1904), cTp. 212.
- KisixkeBHOCT
69.

3AIITO mu c HoBa? / A. // Ton. 19, 6p. 8 (1904), cTp. 180.
- KisikeBHOCT

70.

3/IPABJBE // Ton. 19, 6p. 3 (1904), ctp. 70.
- 31paBibe
71.

3MAIJ necauky / p. B. M. // T'ox. 19, 6p. 8 (1904), ctp. 189-190.

- KisikeBHOCT

72,
30PUR, Ayman C.

Merraj ce ... / Ayman C. 3opuh // T'ox. 19, 6p. 10 (1904), ctp. 235-237.
- KnxeBHOCT



73.
NCIUX nexap / Tomup // Tox. 19, 6p. 11 (1904), ctp. 259.
- KmmxeBHocT

74.
JABAH pauyn // T'og. 19, 6p. 3 (1904), ctp. 71-72.
- Bectn

75.
JABAH pauyn // T'on. 19, 6p. 6 (1904), ctp. 143.
- XKencko nutame / Kencku nokpern / Bectn

76.

JABHA 3axBaina // T'ox. 19, 6p. 2 (1904), cTp. 48.
- Bectn
77,

JABHE 3axsane // T'ox. 19, 6p. 1 (1904), cTp. 23.
- Bectn
78.

JABHE 3axsane // T'ox. 19, 6p. 5 (1904), ctp. 120.
- Bectn
79.

JEJIAH nornen Ha — XKencko nutame y Hac Cp6a // Tox. 19, 6p. 3 (1904), ctp. 49-50.
- XKencko nutame / O6pazoBame

80.
JEJAHY cy3y tBOjy / Tomup // Tox. 19, 6p. 9 (1904), ctp. 209.
- KibmkeBHOCT

81.
JEJIU beorpan / Onra // Ton. 19, 6p. 1 (1904), ctp. 14.
- KnxeBHOCT

82.

JOILI HemTo 0 cprcKOM MPaBOCIABHOM J€BOjaYKOM BacHUTAIHIUTY y bynumnemtu // T'ox.
19, 6p. 8 (1904), cTp. 170.
- XKencko nutame / Baciutame

83.
KA/ je xencka nenia / bynosan — benernmanun // I'ox. 19, 6p. 4 (1904), ctp. 73-74.
- )Kencko nutame



84.
KAJIN'h, lapunka

[{use xeHckor oOpa3oBama / penaBaia Ha YuTaoH. ceny 13. (26.) neuembpa 1903.
HNapunka Kamuhesa // Ton. 19,

op. 1 (1904), ctp. 3—-6.

- XKencko utame / OOpazoBame

85.
KAPABEI'OBUh, Asno C.

VY cnomenunty / ABno Kapa6erosuh // Ton. 19, 6p. 7 (1904), ctp. 155.

- KismxeBHOCT

86.
KAPABEI'OBUh, Asno C.

Crapuesa eneruja / C. A. [ABno] Kapaberosuh // T'ox. 19, 6p. 7 (1904), ctp. 161.

- KisixkeBHOCT

87.
KILMKEBHOCT // Ton
- Bectu / KsbmkeBHOCT

88.
KILMKEBHOCT // Ton
- Bectu / KsbmkeBHOCT

89.
KILMKEBHOCT // Ton
- Bectu / KsbmkeBHOCT

90.
KILMKEBHOCT // Ton
- Bectu / KsbmkeBHOCT

91.
KBMXEBHOCT // Ton
- Bectu / KisuxeBHOCT

92.
KILMKEBHOCT// Ton.
- Bectu / KsbmskeBHOCT

93.

KILMKEBHOCT // Ton
- Bectu / KsbmkeBHOCT
94,

KILMKEBHOCT // Ton

.19, 6p. 1 (1904), crp. 20.

.19, 6p. 3 (1904), ctp. 70-71.

. 19, 6p. 4 (1904), ctp. 95-96.

.19, 6p. 5 (1904), cp. 119.

.19, 6p. 6 (1904), ctp. 142.

19, 6p. 7 (1904), ctp. 166-167.

.19, 6p. 8 (1904), cp. 191.

.19, 6p. 9 (1904), ctp. 212-213.



- Bectu / KsbmkeBHOCT

95.
KIBUWKXEBHOCT // Ton. 19, 6p. 10 (1904), cTp. 239.
- Bectu / KsbmkeBHOCT

96.
KIBWKXEBHOCT // Tona. 19, 6p. 11 (1904), cTp. 263.
- Bectu / KsbmkeBHOCT

97.
KIBWKEBHOCT // Ton. 19, 6p. 12 (1904), cTp. 282-283.
- Bectu / KsbmkeBHOCT

98.
KPAT'YJEBUR, Musom I1.

Ha n' he ukay ... / Mo I1. Kparyjesuh // T'oz. 19, 6p. 8 (1904), ctp. 186.
- KmmxeBHocT

99.
KPCTUh, Onra
OtBopeno nmucmo r-hurm 3opu Byueruhesoj / Onra Kperuh // T'ox. 19, 6p. 8 (1904), ctp.
181.
- Kencko nutame / Bacniutame

100.
JIOTUR, JbyGomup
O 3majy JoBany JoBanosuhy / on Jbybomupa Jlotuha // T'ox. 19, 6p. 5 (1904), ctp. 100—
105.
- buorpaduje

101.
JIYVBEBUIIA Bnaga M.

[Torounh / Bnaga M Jlymesuma // 'oa. 19, 6p. 5 (1904), ctp. 109.
- KssuxeBHOCT

102.
JIYHEBUILIA Jena M.

Bepeme / Jena M. Jlymesumna // T'on. 19, 6p. 4 (1904), ctp. 88.
- KsnkeBHOCT

103.
JIVBEBULIA, Jena M.
Moja nipBa ayravka xajbuHa : mocBeheHo Mojoj npujatespuity Onru ApcenoBruheBoj
Combopkumu / Jena M. Jlymesuna // Ton. 19, 6p. 5 (1904), ctp. 112-114.
- KnxeBHOCT



104.
JIVBEBULIA, Jena M.

Youn MBan-mana / Jema M. Jlymesuna // I'ox. 19, 6p. 6 (1904), ctp. 134.
- KssuxeBHOCT

105.
JbYBAB : (Kue3 Marepraux) / B. K. — Jby6. // T'ox. 19, 6p. 1 (1904), cTp. 18.
- KibmxeBHOCT

106.
JbYBAB / Xpumihanka // Tox. 19, 6p. 1 (1904), ctp. 1-2.

- KisikeBHOCT

107.
JbYBAB / Xpumthanka // T'ox. 19, 6p. 2 (1904), ctp. 28.
- KibmkeBHOCT

108.
MAJIOPYCKA mnecma / mpeBeo bpanko Manah // T'ox. 19, 6p. 5 (1904), ctp. 106.
- KsuxeBHOCT

109.
MATUIJAILIEBUR, dumutpuje

BOCAHUYE / Iumutpuje Maryj... [Marujamesuh] // Ton. 19, 6p. 11 (1904), ctp. 281.
- KmmxeBHocT

110.
MWJIO mu je ... / Onra // Ton. 19, 6p. 7 (1904), ctp. 156.
- KsmxeBHOCT

111.
MUIJIOBAHOB, Jby6a

Ucnpomena / Jbyba Munosanos // T'ox. 19, 6p. 1 (1904), ctp. 18-19.
- KssmxeBHOCT

112.
MUTPOBUWR, Hcauje

CBojoj ceju Munku M. bpkanosuh / Ucanje Mutposuh // T'ox. 19, 6p. 1 (1904), ctp. 19.
- KnkeBHOCT

113.
MUTPOBUWR, Ucanje

Xej maagoctu!... / Ucanje Mutposuh // T'on. 19, 6p. 2 (1904), cTp. 37.
- KssuxeBHOCT



114.
MUTPOBUR, Ucanje

[Tpupona cuuBa... / Ucauje Mutposuh // T'ox. 19, 6p. 2 (1904), ctp. 39.
- KmmxeBHocT

115.
MUTPOBUWR, Ucanje

O boxe! / Ucanje Mutposuh // T'ox. 19, 6p. 3 (1904), cTp. 54.
- KibmxeBHOCT

116.
MUTPOBUWR, HUcauje

I'opo! / Ucauje Mutposuh // Ton. 19, 6p. 9 (1904), ctp. 204.
- KnkeBHOCT

117.

MHOT'OLEBLEHOJ u yBaxenoj rocriohu Casku J. Cy6otuh : (y 3HaK ny0oka
nomroBama) / B. K. Jbyoucas // T'on. 19, 6p. 11 (1904), cTp. 251.
- KssuxeBHOCT

118.
MOJA mwy6aB : rocniohunu U. I1. / Cn. // T'on. 19, 6p. 1 (1904), cTp. 12.
- KibmkeBHOCT

1109.
MOJA cnacuspa / JoBa // Ton. 19, 6p. 12 (1904), cTp. 273.
- KibmxeBHOCT

120.
HA cnyx6u u 3a npyru iyt / ¢ pycko J. h. // Tox. 19, 6p. 7 (1904), ctp. 153.
- KssuzxeBHOCT

121.
HAIIU normcu / CaBka // T'ox. 19, 6p. 6 (1904), ctp. 132-133.
- XKencko nutame / XKencku nokperu / Bectu

122.
HAIIU norucu // Ton. 19, 6p. 7 (1904), ctp. 154.
- Kencko nutame / JKeHCKH OKpeTH

123.

HEOBUYAH norahaj jennor haka / ¢ nemaukor Xp. [lypuh // T'ox. 19, 6p. 10 (1904), cTp.
228-230.
- KnkeBHOCT

124.



HEPAHIIN'h-Bbpamosan, lapunka
boxe! / 1. [[lapunka] Hepauyuh-Bbpamosanosa // T'ox. 19, 6p. 12 (1904), ctp. 276.
- KssusxeBHOCT

125.
HELITO o mehepy / A. M. M. // Ton. 19, 6p. 6 (1904), cTp. 127-130.
- OGpazoBame

126.
HUKOJINR, Anekc M.

prume u3 xxuBota Hamoneona / Anexc M. Hukomnuh // T'og. 19, 6p. 4 (1904), ctp. 77-78.
- buorpaduje

127.
HOBA Hnapoana texosuna // I'ox. 19, 6p. 5 (1904), ctp. 97-99.
- XKencko nutame / JKeHncku mokpetu

128.
HOBE mysukamuje // T'ox. 19, 6p. 4 (1904), ctp. 96.
- Bectn

129.
HOBE mysukanuje // T'ox. 19, 6p. 5 (1904), ctp. 120.
- Bectn

130.
HOBE wmy3ukanuje // Tox. 19, 6p. 12 (1904), ctp. 283.
- Bectu / My3uka

131.
HOBE cnuke // Ton. 19, 6p. 8 (1904), ctp. 191.
- Bectu / YMmetHocT

132.

O jamanckom xeHCkuY / peeo Mu. JI. [Tonosuh // Tox. 19, 6p. 10 (1904), ctp. 231-
232.
- XKencko nurame / Bacniurame / Janan

133.
O napoanoj opuamentunu // I'ox. 19, 6p. 11 (1904), ctp. 251.
- YMeTHOCT

134.
OTKPUBAE BojucnassseBor ciomennka y beorpany // I'on. 19, 6p. 5 (1904), ctp. 106.
- Bectn



135.
[TEIINR, JIazap

Nmao cam / JIazap Ilemmh JoBanos // Tox. 19, 6p. 2 (1904), ctp. 45.
- KnxeBHOCT

136.
ITEIINR, JIazap
[Tpuromom cmpTH BennkaHa ecHuKa ynka JoBe JoBanoBuha — 3maja / Jlazap Ilemmh
JoBanos // T'ox. 19, 6p. 7 (1904), ctp. 146.
- KnxeBHOCT

137.
ITEIIR, JIazap

®pymkoropcka / Jlazap Ilemuh Josanos // T'ox. 19, 6p. 7 (1904), cTp. 153.
- KssuxeBHOCT

138.
[TMCMO ypennuky ,,)Kerckor cseta“ // I'ox. 19, 6p. 9 (1904), ctp. 200-202.
- [Ipenncka

1309.

[MTMCMO ypennuky ,,)Kerckor cera‘ : (cBpuierak) / Muxauna // T'og. 19, 6p. 10 (1904),
CTp. 226-227.
- XKencko murame / O6pa3oBame

140.
ITO3UB na npermnary / ypeanuk // T'oa. 19, 6p. 1 (1904), ctp. 24.
- Bectu

141.

[TOJIOXKAJ Bacnurauuna : mo mahapckom / M. M. Poly. C. // Ton. 19, 6p. 2 (1904), cTp.
29-32.
- XKencko nutame / OOpazoBame

142.
I[TOJIYAEJIA / Jenucasera // T'ox. 19, 6p. 1 (1904), cTp. 8.
- KibmxeBHOCT

143.
[TOIINh, Cepruje

CunoBuru Cmuseu / Cepruje [Momwuh // Tox. 19, 6p. 4 (1904), ctp. 83.
- KnkeBHOCT

144,
ITIOITOBUR, JoBe I'.
JI’jen je Crambomn / Jose I'. ITonouh bocanar // T'ox. 19, 6p. 12 (1904), ctp. 266.



- KisikeBHOCT

145.
[MOITOBU'h, Muuasn JI.

Kazao 6ux... / Munasn JI. [Tonosuh // T'ox. 19, 6p. 3(1904), ctp. 58.
- KibmkeBHOCT

146.
MMOCJIEAWBU axopna / Tomup // Ton. 19, 6p. 10 (1904), ctp. 230.
- KnxeBHOCT

147.
I[MPEA 6ypom / Juwm. I1. Craj. // T'ox. 19, 6p. 7 (1904), ctp. 164.
- KismxeBHOCT

148.

ITPOI'PAM cpnckor npaBociaBHOT BacnutanumTa y byaummneniru // Tox. 19, 6p. 7
(1904), ctp. 148-149.
- XKencko nutame / Bactiutame

149.
IMTPOJbETHMU 3By1u / Aparoswy6 // Ton. 19, 6p. 1 (1904), ctp. 2-3.
- KibmkeBHOCT

150.
[TPOJbETHMU 3By1u / Aparoswy6 // Ton. 19, 6p. 2 (1904), ctp. 32-33.
- KibmxeBHOCT

151.
[MPOJbETHMU 3By1u / parossy6 // Ton. 19, 6p. 3 (1904), ctp. 52.
- KibmxeBHOCT

152.
[MPOJbETHMU 3By1u / parossy6 // Ton. 19, 6p. 4 (1904), ctp. 78.
- KibmxeBHOCT

153.
IMTPOJbETHMU 3By1u / Aparossy6 // Ton. 19, 6p. 5 (1904), ctp. 105.
- KibmkeBHOCT

154.
ITPOJbETHM 3By1u / iparossy6 // Ton. 19, 6p. 6 (1904), ctp. 130.
- KibmkeBHOCT

155.
I[TPOJbETHMU 3By1u / parossy6 // Ton. 19, 6p. 7 (1904), ctp. 154.



- KisikeBHOCT

156.
[MTPOJbETHMU 3By1u / iparossy6 // Ton
- KibmxeBHOCT

157.
I[TPOJbETHMU 3By1u / iparossy6 // Ton
- KibmkeBHOCT

158.
I[TPOJbETHMU 3By1u / iparossy6 // Ton
- KibmxeBHOCT

1509.
[TPOJbETHMU 3By1u / iparossy6 // Ton
- KibmxeBHOCT

160.
I[TPOJbETHMU 3By1u / lparossy6 // Ton
- KibmxeBHOCT

161.

.19, 6p. 8 (1904), cp. 182.

.19, 6p. 9 (1904), ctp. 202—-203.

.19, 6p. 10 (1904), ctp. 228.

.19, 6p. 11 (1904), ctp. 245.

.19, 6p. 12 (1904), ctp. 272.

TIPOCBETA // Tox. 19, 6p. 1 (1904), ctp. 20.

- O6pazoBame / Ilenaroruja

162.

TIPOCBETA // Tox. 19, 6p. 3 (1904), ctp. 70.

- O6pazoBame / Ilenaroruja

163.

TIPOCBETA // Tox. 19, 6p. 5 (1904), ctp. 118.

- O6pazoBame / Ilenaroruja

164.

TIPOCBETA // Tox. 19, 6p. 6 (1904), ctp. 142.

- O6pazoBame / Ilenaroruja

165.

TIPOCBETA // Tox. 19, 6p. 7 (1904), ctp. 165.

- O6pazoBame / Ilenaroruja

166.

TIPOCBETA // Tox. 19, 6p. 8 (1904), ctp. 190.

- O6pazoBam-e / Ilenaroruja



167.
[TPOCBETA //Toa. 19, 6p. 10 (1904), ctp. 238.
- O6pazoBame / Ilenaroruja

168.
[TPOCBETA //Ton. 19, 6p. 11 (1904), ctp. 261-262.
- O6pazoBame / Ilenaroruja

1609.

IMTPOCJIABA 70-rogumimuiie the CaBke [Ipa Jopana Cyboruha // T'ox. 19, 6p. 11 (1904),
ctp. 246-250.
- Bectu / buorpaduje

170.
ITYPUh, Xpucanra
3a yrexy nmopoaunu Moje npujaresbuiie J. B. / Xpucanra [lypuhka // T'ox. 19, 6p. 11
(1904), cTp. 261.
- KnxeBHOCT

171.
PAJl nobporBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 1 (1904), ctp. 12-14.
- XKencko nutame / JKeHcku mokpetu

172.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 2 (1904), ctp. 39-40.
- XKencko nutame / JKeHcku mokpetu

173.
PAJl nobporBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 3 (1904), ctp. 58-62.
- XKencko nutame / JKeHcku mokpetu

174.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 4 (1904), ctp. 79-83.
- XKencko nutame / JKeHcku mokpetu

175.
PAJl nobporBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 5 (1904), ctp. 109-110.
- XKencko nutame / JKeHncku mokpetu

176.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 6 (1904), ctp. 134-135.
- XKencko nutame / JKeHncku mokpetu

177.
PAJI nobporBopHux 3anpyra Cprkumsa // T'ox. 19, 6p. 7 (1904), ctp. 155.
- XKencko nutame / JKeHncku mokpetu



178.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 9 (1904), ctp. 203-204.
- XKencko nutame / JKeHncku mokpetu

179.
PAJI nobpotBopHux 3anpyra Cpnkuma // Ton. 19, 6p. 10 (1904), ctp. 230-231.
- XKencko nutame / JKeHcku mokpetu

180.
PAJl no6porBopHux 3anpyra Cpnkuma // I'oxa. 19, 6p. 11 (1904), ctp. 252.
- XKencko nutame / JKeHncku mokpetu

181.
PAJIOCABJLEBUMN, ITaja P.

[Tcuxonoruja cnososa / [1aja P. Pamocasseeuh // Toa. 19, 6p. 8 (1904), ctp. 175-180.
- XKencko utame / OOpa3oBame

182.
PA3HO / Jenuma // T'ox. 19, 6p. 4 (1904), ctp. 95.
- Bectn

183.
PA3HO / Xpumthanka // T'on. 19, 6p. 7 (1904), ctp. 167.
- Bectn

184.
PA3HO // Ton. 19, 6p. 12 (1904), ctp. 281-282.
- Bectn

185.
CABKA Cy6oruhka : (1834-1904) // Tox. 19, 6p. 10 (1904), ctp. 217-221.
- buorpaduja / Hexposor

186.

CAJIAIIBE Janankume / ¢ earaeckor npesena M. I'. // Tox. 19, 6p. 5 (1904), ctp. 107-
1009.
- XKencko nutame / Bacinrame

187.
CEBUJIIINJA : Typcka npuya : [neo 1]/ npeBon Pane Kpajunosuh // Tox. 19, 6p. 6 (1904),
ctp. 135-139.

- KisixkeBHOCT

188.



CEBUJIIINJA : Typcka npuya : [neo 1] / nmpeBon Pane Kpajunosuh // T'ox. 19, 6p. 7
(1904), ctp. 156-161.

- KisixkeBHOCT

1809.

CEBMJIIINJIA : Typcka npuya : [meo 1l1] / mpeBoa Pane Kpajunosuh // T'ox. 19, 6p. 8
(1904), cTp. 182-186.
- KsnxeBHOCT

190.
CEBWILINJA : Typcka mpuua : (cBpierak) / mpeBon Page Kpajunosuh // T'on. 19, 6p. 9
(1904), ctp. 204-208.

- KisixkeBHOCT

191.
CPIIKMBAMA u3 yxe Yrapcke // T'on. 19, 6p. 12 (1904), ctp. 267.
- XKencko nutame

192.
CPIICKO mpaBociaBHO J1€BOjauKo
Cpn. mpas. neBojauko Baciutanuire y byaummentu // Tox. 19, 6p. 7 (1904), ctp. 146—
148.
- JKencko nutame / Baciurame

193.
CPIICKE 3a6aBe // T'ox. 19, 6p. 9 (1904), ctp. 214-216.
- Bectu / 3a6aBa

194.
CPLIE moje / 3opka // T'ox. 19, 6p. 2 (1904), cTp. 40.

- KisikeBHOCT

195.
CTOI'OAUIIA npocnaBa y Cpouju // T'ox. 19, 6p. 2 (1904), ctp. 25-26.
- OGpazoBame

196.
TEJIEITATUJA : u3 noxussbaja J....nun // Ton. 19, 6p. 7 (1904), ctp. 150-151.
- Kencko nutame / 3apaBibe

197.
YBUTAYHOCT wmone / mpeseo A. M. // T'oa. 19, 6p. 12 (1904), ctp. 268-271.
- XKencko nutame

198.
VY cnoswm je cnac! / M. // Ton. 19, 6p. 3 (1904), ctp. 51.



- XKencko nutame / JKeHCKH OKpeTH

199.
IHAP mone / mpesena ¢ uranujanckor O. C. // Tox. 19, 6p. 10 (1904), ctp. 233-234.
- )Kencko nurtame

200.
HPHA xyma / Hdparosey6 // T'on. 19, 6p. 4 (1904), ctp. 90-91.

- KisixkeBHOCT

201.
UEXHA / Aausopuc // T'ox. 19, 6p. 11 (1904), ctp. 251.
- KisixkeBHOCT

202.
UUTVYJbA // Ton. 19, 6p. 1 (1904), cTp. 22.
- Bectu / Hekpouor

203.
UUTVYJbA // Ton. 19, 6p. 2 (1904), cTp. 48.
- Bectu / Hekpouor

204.
YUUTVYJbA // Ton. 19, 6p. 3 (1904), cTp. 69.
- Bectu / Hekpouor

205.
UUTVYJbA // Ton. 19, 6p. 4 (1904), ctp. 94.
- Bectu / Hekpoumor

206.
YUTVYJbA // Ton. 19, 6p. 5 (1904), ctp. 117.
- Bectu / Hekpoumor

207.
YUTVYJbA // Ton. 19, 6p. 6 (1904), ctp. 141.
- Bectu / Hekpoumor

208.
YUTVYJbA // Ton. 19, 6p. 7 (1904), ctp. 164.
- Bectu / Hekpoumor

200.
YUTVYJbA // Ton. 19, 6p. 8 (1904), ctp. 189-190.
- Bectu / Hekpouor



210.
YUTVYJbA // Ton. 19, 6p. 9 (1904), ctp. 211.
- Bectu / Hekpouor

211.
YUTVYJbA // Ton. 19, 6p. 10 (1904), ctp. 237.
- Bectu / Hekpoumor

212.
YUTVYJbA // Ton. 19, 6p. 11 (1904), ctp. 260.
- Bectu / Hekpouor

213.
YUTVYJbA // Ton. 19, 6p. 11 (1904), cTp. 279-280.
- Bectu / Hekpouor

214.
YYJ1OMHNPOBUR, Munugoje

Pagoct 3a panoct / boxxuhna npunoserka Munusoja Uynomuposuha // T'ox. 19, 6p. 1
(1904), ctp. 14-18.

- KisixkeBHOCT



1905.

215.
AHETJIOTE u3 xwuBora / ¢ Hemaukor npesoau Violetta / T'ox. 20, 6p. 3 (1905), ctp. 53—
54.

- KisixkeBHOCT

216.

AHETJIOTE u3 xwuBota / ¢ Hemaukor npesoau Violetta // T'ox. 20, 6p. 4 (1905), ctp. 81—
82.
- KsnxeBHOCT

217.
AHEI'TIOTE u3 xxuBora / ¢ ppanmyckor npesoau Violetta // Tox. 20, 6p. 7/8 (1905), crp.
157-159.

- KisikeBHOCT

218.
BEJIOBUR, Jenumna

Hama napoana ymjernoct / Jenuna benosuh // Tox. 20, 6p. 4 (1905), ctp. 73-75.
- XKencko nutame / Pyann pajg

219.
BEJIOBUR, Jenuna

Hama napoana ymjetHoct / Jenuna benosuh // T'on. 20, 6p. 7/8 (1905), cTp. 154-156.
- XKencko nutame / Pyunu pajg

220.
BUHTYJIALL Ilsera

Kpaj 6onecanuke noctesbe / L. b. [lBera bunrynar] // Tox. 20, 6p. 11 (1905), ctp. 252.
- KibmkeBHOCT

221.

BUCEP cy cy3e / npeBena ¢ nemaukor Jenka [Ipoxacka // I'ox. 20, 6p. 7/8 (1905), ctp.
183-183.
- KnxeBHOCT

222.
BOXAHCTEBHA noe3uja / Xpumthauka // I'og. 20, 6p. 9 (1905), ctp. 196.
- KmmxeBHocT

223.
BOXW / ¢ dppaniyckor Jbydbomup Jlykuh // T'ox. 20, 6p. 3 (1905), ctp. 57-61.
- KnxeBHOCT

224,
BOTA, bBophe m.



[Toyke 3a sxxuBoT / 'B. [Bophe] mn. bora // T'ox. 20, 6p. 10 (1905), ctp. 224-225.
- dpymrBero nutame / CaBeTH

225.
BPOH3WR, lparuma

Homucu / J1. [Aparuma] bpousuhesa // Tox. 20, 6p. 4 (1905), ctp. 84.
- XKencko nutame / JKeHCKH OKpeTH

226.
BYTA, JoBan K.

Ceocke crutetke / Jos. [JoBan] XK. byra // T'on. 20, 6p. 7/8 (1905), ctp. 174-176.
- KnxeBHOCT

227.
BETAP nysa / ¢ mahapckor M. HoBakosuh // I'ox. 20, 6p. 10 (1905), ctp. 226.
- KmmxeBHocT

228.
BPEJIHE pyxe / , ITpuBpeauux® // T'ox. 20, 6p. 7/8 (1905), cTp. 152-153.
- XKencko nutame; [lenaroruja

220.
I'ABPMJIOBUHh, Munugoj M.

Muxauny At. Muxawnosuhy / MunmBoj M. IMaspuniosuh // T'ox. 20, 6p. 3 (1905), ctp. 50.
- KssuxeBHOCT

230.
ABPUJIOBUR, Pea

VY anbym majuu / Pesba I'aBpunosuh // T'ox. 20, 6p. 7/8 (1905), cp. 167.
- KmmxeBHocT

231.
I'AJUR, Kapko

Bpennome cprickom kommosutopy / XKapko 'ajuh // T'ox. 20, 6p. 1 (1905), ctp. 11.
- KssuxeBHOCT

232.
'AJAR, XKapko

Urpa cynbune / Kapko I'ajuh // Toxn. 20, 6p. 1 (1905), ctp. 11.
- KmmxeBHocT

233.
I'AJUR, Kapko

Jenna ycnomena / XKapko I'ajuh // T'ox. 20, 6p. 6 (1905), ctp. 124.
- KsuxeBHOCT



234.
'AJAR, XKapko

Boj / Kapko I'ajuh // T'ox. 20, 6p. 9 (1905), ctp. 201.
- KsnxeBHOCT

235.
I'AJUh, XKapko

VY cBery / XKapko I'ajuhi // Tox. 20, 6p. 4 (1905), cp. 83.
- KsuxeBHOCT

236.
I'NTACHUK / B.J.T.// Ton. 20, 6p. 1 (1905), cTp. 19-20.
- Bectn

237.
I'TACHUK// T'on. 20, 6p. 2 (1905), cTp. 46.
- Bectn

238.
I'TACHUK // T'on. 20, 6p. 3 (1905), cTp. 66.
- Bectn

239.
I'TACHUK / B.J.T.// Ton. 20, 6p. 4 (1905), cTp. 92-94.
- Bectn

240.
['TACHUK // T'on. 20, 6p. 5 (1905), ctp. 116-117.
- Bectn

241.
['TACHUK // T'on. 20, 6p. 6 (1905), ctp. 140-141.
- Bectn

242.
['NTACHUK // T'on. 20, 6p. 9 (1905), ctp. 209-211.
- Bectn

243.
I''TACHUK // T'on. 20, 6p. 10 (1905), ctp. 234-236.
- Bectn

244,
I''TACHUK // T'on. 20, 6p. 11 (1905), ctp. 259-262.
- Bectn



245,
I''TACHUK // T'on. 20, 6p. 12 (1905), ctp. 279-282.
- Bectn

246.
['OCITOBA Cagka npa Joana Cy6otuha // I'on. 20, 6p. 1 (1905), cTp. 8-9.

247.
I'OCITIOBA Caska apa Josana Cy6otuha // I'oa. 20, 6p. 2 (1905), ctp. 30-32.
- Bectn

248.
I'PTYPOBA, Munka

Cpeopn manar [I] / [Munka I'pryposa] // T'ox. 20, 6p. 4 (1905), ctp. 85-88.
- KsuzxeBHOCT

249.
I'PT'YPOBA, Musika

CpeoOpn nanar [I1] / [Munka I'pryposa] // Tox. 20, 6p. 5 (1905), ctp. 108-109.
- KnxeBHOCT

250.
I'PTYPOBA, Munka

Cpeopn manar [111] / Munka I'pryposa // T'oa. 20, 6p. 6 (1905), ctp. 135-138.
- KsuxeBHOCT

251.
JABAJIECETIIETOI'OJUIIA npocnasa // T'ox. 20, 6p. 6 (1905), ctp. 126-131.
- XKencku nokperu

252.

JOBAJIECETIIETOT'OJIMIIA nipocnasa [cBpmietak] // T'ox. 20, 6p. 7/8 (1905), ctp.
168-172.
- KeHcku nokpetun

253.
JABE mane neBojuutie / ¢ mahapckor npeseo M. [Munan] Hosakosuh // T'on. 20, 6p. 9
(1905), ctp. 207.

- KisikeBHOCT

254.
JUKJIN®, Cnasko C.

VY cyrony / Cnasko C. Juxmuh // Ton. 20, 6p. 10 (1905), ctp. 226.
- KibmkeBHOCT

255.



JAUKJINR, CnaBko C.
Amnheo cpehe / Cnasko C. Juxmmh // T'ox. 20, 6p. 1 (1905), cTp. 2.
- KibmxeBHOCT

256.
JUKJINh, Cnasko C.

VY naseunu / CnaBko C. Quxmuh // Ton. 20, 6p. 6 (1905), ctp. 123.
- KibmxeBHOCT

257.
JO nocnenmwer naxa / Josa // T'ox. 20, 6p. 5 (1905), ctp. 107.
- KibmkeBHOCT

258.
JOBPOTBOPHUM 3anpyrama Cpnkuma Ha pasmunubame / M-h. // Tox. 20, 6p. 2 (1905),
cTp. 25-28.

- JIpylITBEHO NUTa®kE

259.
JOIINCH / Anhennja // T'ox. 20, 6p. 3 (1905), ctp. 55.
- XKencko nutame / JKeHCKH OKpeTH

260.
JOIMNCHU / A. // Ton. 20, 6p. 7/8 (1905), cTp. 173-174.
- Bectn

261.
JOIINCH / M. I/ Ton. 20, 6p. 12 (1905), ctp. 274-275.
- Bectn

262.
JOIINCH // Ton. 20, 6p. 1 (1905), cTp. 11-12.
- Bectn

263.
JOIINCH // T'on. 20, 6p. 2 (1905), cTp. 33-36.
- Bectn

264.
JOTIINCH // Ton. 20, 6p. 10 (1905), ctp. 226-227.
- Bectn

265.
JAYIIA moja // Ton. 20, 6p. 1 (1905), cTp. 18.
- KibmxeBHOCT



266.
‘BOHJINh, Anhenuja

JBa rpexa / Anhenuja Bounuhesa // I'oz. 20, 6p. 10 (1905), ctp. 228-231.
- KmmxeBHocT

267.
BOHJINR, Anhenuja

Jecen / Anhenmja [Bonmmh] // T'ox. 20, 6p. 12 (1905), ctp. 273.
- KsuxeBHOCT

268.
‘BOHJINh, Anhenuja

Cnasyj u uBerak / Auhenuja bonnuh // I'ox. 20, 6p. 4 (1905), ctp. 75.
- KmmxeBHocT

2609.
BOHJINR, Anhenuja

Cnposop / Auhenuja Bounuhesa // I'ox. 20, 6p. 11 (1905), ctp. 246.
- KssuxeBHOCT

270.
XKXEBAP, EmMun

O 3emasbekoM pajy / Emun XKebap ; ¢ ¢ppanyckor npeseo Ilanajor Anacracujesuh // ox.
20, 6p. 7/8 (1905), cTp. 164-167.

- KisikeBHOCT

271.
JKEHCKMU merptu / Benunka // T'ox. 20, 6p. 6 (1905), cTp. 121-123.
- XKencko nutame

272.
XEHCKMU werptu // I'on. 20, 6p. 7/8 (1905), ctp. 145-150.
- XKencko nutame / JKeHCKH OKpeTH

273.
XNMBOJHOBUH, JoBan

Jecen, nero, mponehe / J. XK. [JoBan Xusojuosuh] // T'ox. 20, 6p. 5 (1905), ctp. 107.
- KnxeBHOCT

274.
XMBOJHOBUH, JoBan

KmmxkeBHoct / JoBan XKuojHosuh // T'oa. 20, 6p. 7/8 (1905), ctp. 191-192.
- Bectu / KimsxeBHOCT

275.
JKUBOJHOBWR, JoBau
Ha te mucium / J. XK. [JoBan XXusojuosuh] // T'ox. 20, 6p. 10 (1905), ctp. 221.



- KisikeBHOCT

276.
XMBOJHOBUR, JoBan
Ha Yckpe 1905 : (cBojoj Jlemocasu) / J. XK. [JoBan XKusojuosuh] // T'ox. 20, 6p. 5 (1905),
ctp. 105.
- Kssu>xeBHOCT

2717.
XMBOJHOBUR, JoBan

Hecperna spy6aB / J. XK. [JoBan XKuojuosuh] // Tox. 20, 6p. 3 (1905), ctp. 56.
- KnxeBHOCT

278.
XKXNBOJHOBUR, JoBan
Hosowm Anekcannpy Benukowm / J. XK. [Josan XKusojuosuh] // T'ox. 20, 6p. 9 (1905), crp.
193.
- KnxeBHOCT

279.
JKUBOJHOBUWR, JoBau
O KparmroBanuma [1] / T'oBopro o mokiaagHoM ceny y ,,Cprckoj untaonutu‘ J. XK. [JoBan
XKusojuosuh] // T'ox. 20, 6p. 4 (1905), ctp. 76-79.
- JIpymTBeHO NUTame

280.
JKUBOJHOBWR, JoBau
O Kpamoanuma [I1] / T'oBopuo o moknagaom ceny y ,,Cprickoj untaonuiu™ J. XK. [JoBan
’Kusojuosuh] // T'ox. 20, 6p. 5 (1905), ctp. 100-104.
- JIpymTBeHO NUTame

281.
JKUBOJHOBWR, JoBau
Onuma, koju 3a3upy o ,,Hecperne spy6aBu‘ / J. XK. [JoBan XKusojuouh] ['ox. 20, 6p. 4
(1905), ctp. 80.
- KnxeBHOCT

282.
JKUBOJHOBWR, JoBau

Craza xxuBota / J. XK. [JoBan XXusojuosuh] // T'ox. 20, 6p. 6 (1905), cTp. 124.
- KssuxeBHOCT

283.
KYPU, noxypu / Jymuja // Ton. 20, 6p. 11 (1905), cTp. 245.
- KibmxeBHOCT



284.
3A nomahure // T'ox. 20, 6p. 1 (1905), ctp. 22.
- XKeucko nurame / CaBeTn

285.
3A nomahwure // T'ox. 20, 6p. 2 (1905), cTp. 47.
- XKeucko nurame / CaBeTn

286.
3A nomahwure // T'ox. 20, 6p. 3 (1905), cTp. 68.
- XKeucko nurame / CaBeTn

287.
3A nomahwure // T'ox. 20, 6p. 6 (1905), cTp. 143.
- Kencko nutame / KyhHu nocnosu (caBetu, yimyTcTBa)

288.
3A nomahwure // T'ox. 20, 6p. 9 (1905), cTp. 215.
- XKeucko nurame / CaBeTn

289.
3A nomahwure // T'ox. 20, 6p. 12 (1905), ctp. 283.
- XKeucko nmurame / CaBeTn

290.
3AKHWR, Munopan J.

Homucu / Munopan J. 3akuh // Ton. 20, 6p. 11 (1905), cTp. 250-251.
- Bectn

291.
3AHUMIbBUBA cBanba y Kaupy / [IpeBox Pane Kpajunosuha // T'ox. 20, 6p. 3 (1905),
ctp. 57-60.

- KisikeBHOCT

292.
3/1IPABJBE // T'ox. 20, 6p. 1 (1905), cTp. 22.
- 31paBibe

293.
3/IPABJBE // T'on. 20, 6p. 2 (1905), ctp. 47.
- 31paBibe

294,
3/IPABJBE // T'on. 20, 6p. 3 (1905), ctp. 68.
- 31paBibe



295.
3/IPABJBE // T'on. 20, 6p. 5 (1905), ctp. 118.
- 31paBibe

296.
3/IPABJBE // Ton. 20, 6p. 9 (1905), cTp. 215.
- 31paBibe

297.
3JIPABJBE // T'ox. 20, 6p. 10 (1905), ctp. 238.
- 31paBibe

298.
30PUR, yuran

12 / Qyman 3opuh // Tox. 20, 6p. 7/8 (1905), ctp. 152-153.
- KismxeBHOCT

299.
NIJIAPUOH PyBapan 1832-1905 // T'ox. 20, 6p. 9 (1905), ctp. 199-200.
- Hekpomnor

300.
WJIK'R, Ctesan C.
O BacriuTamy keHCcKumba / ToBopro Ct. [CreBan] C. Mnkuh npu npociaasu Kpcaor Umena
JHlo6poTtBopHe 3aapyre Cprkuma Combopkuma 1904 // T'ox. 20, 6p. 1 (1905), ctp. 3-6.
- [loponuma / Bacniutame

301.
NCAKOBWR, Munugoj b.

Hoj / Munusoj 'b. Ucakosuh // T'ox. 20, 6p. 7/8 (1905), ctp. 173.
- Kssu>xeBHOCT

302.
JA te spyoum / Jymujana // T'om. 20, 6p. 7/8 (1905), cTp. 160.
- KibmxeBHOCT

303.
JECEH / Jymuja // T'on. 20, 6p. 10 (1905), ctp. 225.
- KisikeBHOCT

304.
JOCHU'h, Mnanen

Cpnkumama / [Ton Mnanen Jocuh // T'ox. 20, 6p. 5 (1905), ctp. 105-106.
- XKencko nutame / Pyanu pag

305.



KAJIMh, Katnnka
[Tyt y Hemauky / Katunka Kammh // T'ox. 20, 6p. 12 (1905), ctp. 268-272.
- KibmxeBHOCT

306.
KAPABEI'OBUh, Ao

Matu / ABno Kapaberosuh // T'ox. 20, 6p. 7/8 (1905), ctp. 154.
- KsnkeBHOCT

307.
KAPABEI'OBUh, Ao

VY cnomenuny / Ao Kapaberosuh // T'ox. 20, 6p. 7/8 (1905), ctp. 161.
- KsuxeBHOCT

308.
KAPABET'OBUR, Aeno

Xajne nohu / Ao Kapaberosuh // T'on. 20, 6p. 7/8 (1905), ctp. 160.
- KmmxeBHocT

309.
KHEXEBWR, JoBan

Ellen Key / J. [JoBau] Kuexesuh // T'ox. 20, 6p. 5 (1905), ctp. 98-99.
buorpaduje

310.
KIBWXEBHOCT // T'on. 20, 6p. 1 (1905), cTp. 22-24.
- Bectu / KsbmkeBHOCT

311.
KBIKEBHOCT // Tona. 20, 6p. 2 (1905), ctp. 47.
- Bectu / KisuxeBHOCT

312.
KBIKEBHOCT // Tox. 20, 6p. 3 (1905), ctp. 69-71.
- Bectu / KsbmkeBHOCT

313.
KIBMXEBHOCT // T'on. 20, 6p. 4 (1905), ctp. 95.
- Bectu / KsbmkeBHOCT

314.
KIBMXEBHOCT // T'on. 20, 6p. 6 (1905), cTp. 143.
- Bectu / KsbmkeBHOCT

315.
KILIDKEBHOCT // Tox. 20, 6p. 9 (1905), ctp. 215-216.



- Bectu / KsbmkeBHOCT

316.
KIBWXEBHOCT // T'on. 20, 6p. 10 (1905), ctp. 239-240.
- Bectu / KsbmkeBHOCT

317.
KPAT'YJbEBUR, Munom I1.

Moj unean / Muiom I1. Kparyssesuh // T'og. 20, 6p. 10 (1905), ctp. 224.
- KmmxeBHocT

318.
KPAT'YJbEBUR, Mumom IT.
Han rpo6om moje khepu lanwure / Muom I1. Kparyseesuh // T'ox. 20, 6p. 5 (1905), ctp.
106.
- KnxeBHOCT

319.
KPCTUR, Anhenuja M.

Can na cenry / Anly. [Auhenuja] M. Kperuh // Tox. 20, 6p. 7/8 (1905), ctp. 156.
- KsuxeBHOCT

320.
KPCTUh, Baca

[Mpyxam mu 6eny pyky /-0ynoym. // Tox. 20, 6p. 7/8 (1905), ctp. 154.
- KnxeBHOCT

321.

JIEUEKE nomohy cBojux mucnu / ¢ Hemaukor bophe mi. bora // T'ox. 20, 6p. 7/8 (1905),
ctp. 160.
- 31paBibe

322.
JIOHYAP-Tp6ojeBuh, JIpara
Maj je 6uo... na 1' ce ceham? / lpar. [Ipara] Jlonuap-Tp6ojesuh // T'ox. 20, 6p. 12 (1905),
ctp. 275.
- KssuxeBHOCT

323.
JIOHYAP-Tp6ojeBuh, Jpara

Mojoj cpehu / [Ipara Jlonuap-Tp6ojesuh // I'ox. 20, 6p. 5 (1905), ctp. 99.
- KnxeBHOCT

324.
JIOHYAP-Tp6ojeBuh, para
Mojoj cpehu / [par. [[Ipara] Jloauap-Tp6ojesuh // T'ox. 20, 6p. 10 (1905), ctp. 222.



- KisikeBHOCT

325.
JIOHYAP-Tp6ojeBuh, Jpara

Han rpo6owm / lpara Jlonuap-Tp6ojesuh // T'oxa. 20, 6p. 7/8 (1905), ctp. 157.
- KnxeBHOCT

326.
JIVBEBUIIA, Brnaga M.

Bemr ymetnuk / Bnaga M. Jlymesuna // I'ox. 20, 6p. 11 (1905), ctp. 244.
- KssuxeBHOCT

327.
JIYBEBHUILIA, Braga M.

3Bonap / Bmaga M. Jlymesuua // T'on. 20, 6p. 9 (1905), ctp. 199.
- KnxeBHOCT

328.
JIVBEBUIIA, Brnaga M.

Jeman myT me Hania Haga / Baaga M. Jlymesuna // I'ox. 20, 6p. 11 (1905), ctp. 250.
- KsuxeBHOCT

329.
JIYBEBHUILIA, Braga M.

Jecemwa Tyra / Bnaga M. Jlymesuma // I'ox. 20, 6p. 11 (1905), ctp. 246.
- KmmxeBHocT

330.
JIVBEBUIIA, Brnaga M.

Kpaj xoBuera / Bnaga M. Jlymesuma // 'oa. 20, 6p. 7/8 (1905), ctp. 151.
- Kssu>xeBHOCT

331.
JYBEBULIA, Brnaga M.

Moja npBa jpy06aB / Bnaa. [Bnana] M. Jlymesuna // Ton. 20, 6p. 1 (1905), cTp. 13-18.
- KmmxeBHocT

332.
JIVBEBUIIA, Brnaga M.

Hemnosnaroj / Bmana M. Jlymesumna // 'og. 20, 6p. 6 (1905), ctp. 131.
- KssuxeBHOCT

333.
MAJCKA pyxa / ¢ mahhapckor M. [Munan] Hosakoswuh // T'ox. 20, 6p. 6 (1905), ctp. 134.
- KsuxeBHOCT



334.
MAJCTOPOBWH, H.
I'oBop Tajuuka ,,Jlo6poTBopHeE 3aapyre Cpnkuma y ['ocinhy™ r. mpodecopa-karuxere H.
Majcroposuha / [H. Majcroposuh] // I'ox. 20, 6p. 12 (1905), ctp. 266-267.
- XKencko nutame / JKeHCKH OKpeTH

335.

MEDBY Jlyxuukum Cpbuma : mucma rhe Caske apa J. Cyboruha [I] // Ton. 20, 6p. 10
(1905), ctp. 217-220.
- JIpymTBeHO NUTame

336.
MEDBY Jlyxunukum Cpouma : nucma rhe Caske npa J. Cyboruha [11] / Tox. 20, 6p. 11
(1905), ctp. 241-244.

- JIpylITBEHO NUTa®kE

337.
MUJIAHOBUR, PanoBan

Majka / PagoBan Munanosuh // Ton. 20, 6p. 5 (1905), ctp. 104.
- KnxeBHOCT

338.

MUWJIOCPBE : boxxuhna nmpunosetka / npeseo yman // T'ox. 20, 6p. 12 (1905), ctp. 276—
278.
- KnxeBHOCT

339.
MUJIOCTUBA / npeBon Pane Kpajunosuha // T'oz. 20, 6p. 7/8 (1905), ctp. 179-183.
- KmmxeBHocT

340.
MUTPOBUWR, Ucanje

Ax Ta cBe... cBe 3a0opaBu! / Ucauje Mutposuh // T'ox. 20, 6p. 3 (1905), ctp. 57.
- KssuxeBHOCT

341.
MUTPOBUWR, Ucanje

Myxko moja 3Bepko raanna / Ucanje Mutposuh // T'on. 20, 6p. 11 (1905), ctp. 251.
- KmmxeBHocT

342.
MUTPOBUWR, Ucanje

Ompomraj / Ucanje Mutposuh // T'ox. 20, 6p. 7/8 (1905), ctp. 162.
- KsuxeBHOCT

343.
MUTPOBUWNR, Ucauje



Ocrtaj oBne / Ucauje Mutposuh // Tox. 20, 6p. 7/8 (1905), ctp. 164.
- KnxeBHOCT

344,
MUTPOBUWR, Ucanje

[Tponehe je / Ucanje Mutposuh // T'ox. 20, 6p. 6 (1905), ctp. 126.
- Kssu>xeBHOCT

345.
MUTPOBUR, Ucanje

Cnasoncku motusH / Ucanje Mutposuh // I'og. 20, 6p. 11 (1905), ctp. 247.
- KmmxeBHocT

346.
MOJA cnaboct / Tomup // T'oa. 20, 6p. 2 (1905), cTp. 29.
- KibmkeBHOCT

347.
HA wmajunnom rpo0Oy / Cesact. JoBanosuh // I'ox. 20, 6p. 4 (1905), ctp. 79.
- KmmxeBHocT

348.
HA npary nBagecere // T'ox. 20, 6p. 1 (1905), ctp. 1-2.
- JIpymTBeHO NUTame

349.
HAYUYHA xencka yapyxema // 'ox. 20, 6p. 12 (1905), ctp. 265-266.
- XKencko nutame / KeHncku mokpetu

350.
HAIIE 3agpyre Cpnkumba u merptu // T'ox. 20, 6p. 3 (1905), ctp. 49-50.
- XKencko nutame / JKeHncku mokperu

351.
HAIIIUN 3aBoau 3a BuIie x)eHCKO oOpazoBame // I'oxa. 20, 6p. 9 (1905), cTp. 1494-195.
- XKencko nurtame; OOpa3oBame

352.
HEKA/ u can / Josa // Ton. 20, 6p. 7/8 (1905), ctp. 156.
- KmxeBHOCT

353.
HEPAHIINh-Bbpamosan, lapunka
boxxancteena noesuja / JI. [[lapunka] Hepanuuh-bpamosanosa // T'oa. 20, 6p. 1 (1905),
cTp. 3.
- KnxeBHOCT



354.
HERY Te xneru / Ipara // T'ox. 20, 6p. 1 (1905), cp. 12.
- KibmkeBHOCT

355.
HUKOJINh, Anexcannap M.

Boj / An. M. Huxk. [Anexcangap M. Hukomnuh] // Tox. 20, 6p. 4 (1905), ctp. 80.
- KsuxeBHOCT

356.
HUKOJINh, Anekcannap M.
Paspejano numthe / An. M. Huk. [Anekcanaap M. Hukonuh]. — Cagprxu necme:
Nsry6ssenoj, Tyxan nan, Mcror mana // T'ox. 20, 6p. 7/8 (1905), ctp. 168.
- KssuzxeBHOCT

357.
HOBAKOBWR, Munan

3Be3na / M. [Munan] Hoakosuh // Tox. 20, 6p. 9 (1905), ctp. 207.
- KnxeBHOCT

358.
HOBUWHAPCTBO // Tox. 20, 6p. 5 (1905), ctp. 119.
- Bectn

359.
BOJ / cnjeBao Pynong 6apyn Mannunu Bunaenxajucku // I'ox. 20, 6p. 11 (1905), ctp.
244,

- KisixkeBHOCT

360.
OH je 6ynana // T'ox. 20, 6p. 10 (1905), ctp. 231-2383.

- KisikeBHOCT

361.

OH je O6ynana : mrana y jeqaoM unHy ox Moprenaepa : (cBpierak) / mpeBena XpucTruHa A.
ITypuha // Tox. 20, 6p. 11 (1905), ctp. 254-259.
- KnxeBHOCT

362.
OTALL Puuapno : mpuya ca Ky6e / mpeseo Pane Kpajunosuh // T'ox. 20, 6p. 9 (1905), ctp.
202-205.

- KisikeBHOCT

363.
[TEIINR, JIazap



Hyma me 6omu / JIazap Ilemwmh Josanos // T'og. 20, 6p. 12 (1905), ctp. 268.
- KibmkeBHOCT

364.
[TEIINR, JIazap

by mu tpaxe / JIazap Ilemmh JoBanos // T'ox. 20, 6p. 12 (1905), cTp. 268.
- KibmxeBHOCT

365.
[TEIINR, Jlazap

Cprcka Majka ca Kocosa / Jlazap [lemmh Joanos // I'ox. 20, 6p. 7/8 (1905), ctp. 161.
- KmmxeBHocT

366.
IIMJETPOBA, Cernana

I'me cre... / CBetnana I[ujerpora // T'ox. 20, 6p. 3 (1905), ctp. 50.
- KibmkeBHOCT

367.
IIMJETPOBA, Csetrnana

Temko mu je... / CBernana [ujerposa // T'ox. 20, 6p. 4 (1905), ctp. 75.
- KibmkeBHOCT

368.
[MNMCMA u3 beorpana : | / lllymanunka // Tox. 20, 6p. 1 (1905), ctp. 7-8.
- JIpymTBeHO NUTame

369.
[MNCMA u3 beorpana : Il / Ilymamunka // T'ox. 20, 6p. 2 (1905), ctp. 29.
- JIpymTBeHO NUTame

370.
[MNCMA u3 beorpana : Il / Hlymaaunka // T'ox. 20, 6p. 3 (1905), cTp. 52-53.
- JIpymTBeHO NUTame

371.
[MO3IPABU I'ju Casku apa J. Cybortuha // T'ox. 20, 6p. 4 (1905), ctp. 83.
- Bectn

372.
ITOKAJAJIA ce / mpeseo [yman // T'ox. 20, 6p. 11 (1905), ctp. 252-254.
- KnxeBHOCT

373.
I[TOKAJHUIIA / JoBa // Ton. 20, 6p. 10 (1905), ctp. 221.
- KsmxeBHOCT



374.
[MOJbYBALL/ Tomup // Ton. 20, 6p. 1 (1905), ctp. 18.
- KismxeBHOCT

375.
ITIOITOBUHR, JoBo I'.

Bnaguawn rpo6 / Joso I'. [TonmoBuh // T'ox. 20, 6p. 7/8 (1905), ctp. 161.
- KibmkeBHOCT

376.
[TOITOBUR, Joso I'.

Jecewa necma / Joso I'. Tlomosuh // Tox. 20, 6p. 11 (1905), ctp. 246.
- KsnxeBHOCT

377.
ITIOITOBUHR, JoBo I'.

Kmuxosame / JoBo I'. [Tonmosuh // T'ox. 20, 6p. 11 (1905), cTp. 249.
- KibmkeBHOCT

378.
[TOIIOBUR, Joso I'.

Kpsaga pujeka / Joso I'. [Tonouh-bocanan // T'ox. 20, 6p. 3 (1905), ctp. 52.
- KmmxeBHocT

379.
ITIOITOBUHR, JoBo I'.

[ToznpaB Cxomsby / Joo Ilomosuh // I'ox. 20, 6p. 7/8 (1905), cTp. 151.
- KibmkeBHOCT

380.
[TOITOBUR, JoBo I'.

Cauhe 30pa / JoBo I'. [Tonouh-bocanar // T'ox. 20, 6p. 4 (1905), ctp. 8§3.
- KnxeBHOCT

381.
ITIOITOBUR, JoBo I'.

Cxomncko aexie / Joso Ilormosuh // T'oxa. 20, 6p. 7/8 (1905), ctp. 150.
- KibmxeBHOCT

382.
I[TOTTIOBUR, Mapko C.

Ceeuanu rosop / 'oBopuo ITon Mapxko C. ITomosuh // Ton. 20, 6p. 3 (1905), ctp. 51-52.
- JIpymTBeHO NUTame

383.



[MOCJIEAWA mybuunia / Bykuma Bykanosa // T'oz. 20, 6p. 7/8 (1905), ctp. 176-179.
- KnxeBHOCT

384.
IMOY3IAHUK Opbacan / ¢ nemaukor npesena Violetta Garibaldi // T'ox. 20, 6p. 2 (1905),
ctp. 37-43.

- KisikeBHOCT

385.

ITOYKE 3a xwuBot / ¢ Hemaukor b. [Bophe] . bora // T'oa. 20, 6p. 11 (1905), cTp. 248-
249,
- dpymrBero nutame / CaBeTH

386.

I[TOYKE 3a xuBot / ¢ Hemaukor D. [Bophe] mn. bora // T'ox. 20, 6p. 12 (1905), ctp. 273—
274.
- HpymrBeno nutame / CaBeTn

387.
[TPOCBETA // T'ox. 20, 6p. 1 (1905), ctp. 22.
- O6pazoBame / Ilenaroruja

388.
I[TPOCBETA // Ton. 20, 6p. 2 (1905), ctp. 46.
- OGpazoBame

389.
IMTPOCBETA // Ton. 20, 6p. 3 (1905), ctp. 67-68.
- OGpazoBame

390.
[TPOCBETA // T'ox. 20, 6p. 4 (1905), ctp. 95.
- O6pazoBame / Ilenaroruja

391.
I[TPOCBETA // Ton. 20, 6p. 5 (1905), ctp. 118.
- OGpazoBame

392.
I[TPOCBETA // Ton. 20, 6p. 6 (1905), ctp. 142-143.
- OGpazoBame

393.
I[TPOCBETA // Ton. 20, 6p. 7/8 (1905), ctp. 190-191.
- OGpazoBame



394.
I[TPOCBETA // Ton. 20, 6p. 9 (1905), ctp. 214-215.
- OGpazoBame

395.
I[TPOCBETA // Ton. 20, 6p. 10 (1905), ctp. 238.
- OGpazoBame

396.
I[TPOCBETA // Ton. 20, 6p. 11 (1905), ctp. 263.
- OGpazoBame

397.
I[TPOCBETA // Ton. 20, 6p. 12 (1905), ctp. 283.
- OGpazoBame

398.
PAJI no6potBopHux 3anpyra Cpnkuma // ['om. 20, 6p. 2 (1905), cTp. 44.
- XKencko nutame / JKeHCKH OKpeTH

399.
PAJI no6potBopHux 3anpyra Cpnkuma // ['om. 20, 6p. 3 (1905), cTp. 61-64.
- XKencko nutame / JKeHCKH OKpeTH

400.
PAJI no6potBopHux 3anpyra Cpnkuma // ['ox. 20, 6p. 4 (1905), cTp. 88-92.
- XKencko nutame / JKeHCKH OKpeTH

401.
PAJI no6potBopHux 3anpyra Cpnkuma // ['ox. 20, 6p. 5 (1905), cTp. 111-116.
- Kencko nutame / JKeHCKH OKpeTH

402.
PAJI no6potBopuux 3anpyra Cpnkuma / I1. // T'ox. 20, 6p. 6 (1905), cTp. 138-140.
- XKencko nutame / JKeHCKH OKpeTH

403.
PAJI no6potBopHux 3anpyra Cpnkuma // ['ox. 20, 6p. 7/8 (1905), ctp. 185-189.
- XKencko nutame / JKeHCKH OKpeTH

404.
PAJI no6porBopuux 3aapyra Cprnkuba // T'om. 20, 6p. 9 (1905), ctp. 207-209.
- Kencko nutame / JKeHCKH OKpeTH

405.
PAJI no6potBopHux 3anpyra Cpnkuma // ['om. 20, 6p. 10 (1905), ctp. 234.



- XKencko nutame / JKeHCKH OKpeTH

406.
PAJI no6potBopHux 3anpyra Cpnkuma // ['ox. 20, 6p. 12 (1905), ctp. 278.
- XKencko nutame / JKeHCKH OKpeTH

407.
PAJIAK, Jedra

Keme / J. P-x. [Jepra Panak] // T'ox. 20, 6p. 3 (1905), cp. 50.
- KibmkeBHOCT

408.
PAZIAK, Jedra

VY cnomenuny / J. P-x. [Jedra Panak] // T'ox. 20, 6p. 10 (1905), cTp. 226.
- KssuzxeBHOCT

409.
PA3HO // Ton. 20, 6p. 1 (1905), ctp. 22.
- [lopoauma / CaBetn

410.
PA3HO // Ton. 20, 6p. 2 (1905), cTp. 47.
- XKencko nutame / JKeHCKH OKpeTH

411.
PA3HO // T'on. 20, 6p. 3 (1905), ctp. 68—69.
- Bectn

412.
PA3HO // Ton. 20, 6p. 5 (1905), ctp. 118-119.
- XKencko nurame

413.
PA3HO // Ton. 20, 6p. 9 (1905), ctp. 215.
- Bectn

414.
PA3HO // T'on. 20, 6p. 10 (1905), ctp. 239.
- Bectn

415.
PA3HO // Ton. 20, 6p. 12 (1905), ctp. 283.
- Xencko nmurame / Bectu

416.



PACIIOPE]] nBagecermneroroauiimke mpociase JloopoTBopHe 3apyre Cprikumbe
Hosocatkume // I'ox. 20, 6p. 5 (1905), ctp. 98.
- XKeHcku nokperu

417.
PAIIWNN, Jynka

Muniku Mapkosuhiku / Jynka P. [Pammh] // Tox. 20, 6p. 1 (1905), cTp. 6.
- KsnkeBHOCT

418.
CECTPA Ileperpuna / I'. // T'ox. 20, 6p. 5 (1905), cTp. 109-111.
- KibmkeBHOCT

419.
CERANRY ce// T'on. 20, 6p. 2 (1905), cTp. 37.
- KsmxeBHOCT

420.
CHUMBOJINKA 1seha u roop 1iseha / ¢ Hemaukor b. [Bophe] . bora // Tox. 20, 6p. 9
(1905), ctp. 1496-198.

421.
CPBUJA // Ton. 20, 6p. 1 (1905), ctp. 22.
- ObpazoBame

422.
CPIICKO mpuspenuo apymrso , I lpuspeqaux® // T'oa. 20, 6p. 11 (1905), ctp. 245-.246
- JIpymTBeHO NUTame

423.
CTAPYEBUH, ITaBa
[Tucmo cBuma cprickum parapckum aeBojkama / [1aBa khu [langopa Crapuesuha // T'og.
20, 6p. 4 (1905), ctp. 82.
- JIpymTBeHO NUTame

424,
CTE®AHOBUHR, Onra

Homucu / Onra Credanosuh // T'oa. 20, 6p. 6 (1905), ctp. 131-134.
- Bectn

425.
CTOJIIOBUR, [paromup E.

JBa rpexa / par. [Aparomup] E. Ctonmosuh // T'ox. 20, 6p. 10 (1905), cTp. 228.
- KmmxeBHocT

426.



CTOJIIIOBUR, Hparomup E.
Hommucu / Iparomup E. Cronmosuh // I'ox. 20, 6p. 9 (1905), cTp. 201-202.
- XKeHcko nutame

427.
CYBOTUR, Caska

JaBHa Gnaronapuoct / CaBka J. Cyboruh // Tox. 20, 6p. 2 (1905), ctp. 32-33.
- Bectn

428.
TBOJA cy3a/JoBa // Ton. 20, 6p. 10 (1905), cTp. 228.
- KibmkeBHOCT
429.
TBOJE ouu / JoBa // Ton. 20, 6p. 4 (1905), ctp. 84.
- KibmkeBHOCT
430.

TEOPETHUYHO xyBame / ca mahapckor npesena T. // Toxa. 20, 6p. 7/8 (1905), ctp. 167—
168.

- KisikeBHOCT

431.
TO cu a / Joa // T'on. 20, 6p. 2 (1905), cTp. 43.
- KibmxeBHOCT

432.
TPUAECETOI'OAUIIA nmpocnasa Xenckor apymrtsa y beorpany
- XKencku nokperu

433.
TPUO®YHOBUR, Munaun M.

brnaro menu / Munaun M. Tpudynosuh // T'ox. 20, 6p. 11 (1905), ctp. 251.
- KmmxeBHocT

434,
Y manenom ceorery... / 3. // Toxa. 20, 6p. 2 (1905), cTp. 28.
- KnxeBHOCT

435.
XOJIEHOBA, Karapuna

Yuryspa / Kar. [Katapuna] Xonenosa // I'ox. 20, 6p. 1 (1905), ctp. 20-21.
- Bectu / Hekpouor

436.
HPTHULIE 3a xxuBot // T'ox. 20, 6p. 7/8 (1905), ctp. 162-164.



- JlpylITBEHO NUTaWkE

437.
YUUTVYJbA // Ton. 20, 6p. 2 (1905), cTp. 46.
- Bectu / Hekpouor

438.
YUTVYJbA // Ton. 20, 6p. 3 (1905), ctp. 66-67.
- Bectu / Hekpouor

439.
YUUTVYJbA // Ton. 20, 6p. 4 (1905), ctp. 94.
- Bectu / Hekpouor

440.
YUTVYJbA // Ton. 20, 6p. 5 (1905), ctp. 118.
- Bectu / Hekpouor

441.
YUTVYJbA // Ton. 20, 6p. 6 (1905), cTp. 141-142.
- Bectu / Hekpouor

442.
YUTVYJbA // Ton. 20, 6p. 7/8 (1905), cTp. 189-190.
- Bectu / Hekpouor

443.
YUTVYJbA // Ton. 20, 6p. 9 (1905), cTp. 211-213.
- Bectu / Hekpouor

444,
YUTVYJbA // Ton. 20, 6p. 10 (1905), ctp. 237.
- Bectu / Hekpouor

445,
YUUTVYJbA // Ton. 20, 6p. 11 (1905), cTp. 262-263.
- Bectu / Hekpouor

446.
YUTVYJbA // Ton. 20, 6p. 12 (1905), cTp. 282-283.
- Bectu / Hekpouor

447.
IITATOPU, Etenka

Kakag x1e6 tpeba na jenemo / Hanucana Etenka Illaropu ; mpeseo A. M. // T'ox. 20, 6p. 10
(1905), ctp. 222-224.



- 31paBibe



1906.

448.
ABPAMOBUWR, Munas J.

3abopasuhe ce / Mun. [Munan] J. ABpamosuh // T'ox. 21, 6p. 12 (1906), ctp. 271-273.
- KnxeBHOCT

449,
BAHJIWh, [Januia

ITpBa spy6aB / Jlanuma banauh // Tox. 21, 6p. 4 (1906), ctp. 83-84.
- KibmxeBHOCT

450.
BAHJINh, JbyGuna

YynorBopna ukona / Jbyouna baunuh // T'ox. 21, 6p. 1 (1906), ctp. 14-16.
- KmmxeBHocT

451.
BEJIOBUR, Jenuna

Hama Be3uspauka Haponna ymjernoct / Jenuna benosuh // T'ox. 21, 6p. 1 (1906), ctp. 6-7.
- XKencko nutame / Pyunu pan

452.
BEJIOBUR, Jenuna

Hama mapoaHa Homma / Jenuna benosuhesa // Ton. 21, 6p. 8 (1906), ctp. 171-172.
- Xencko nurame / Homma

453.
BEJIOBUR, Jenuna
O BaxHOCTH Be3ema HapoaHe Topouile / mumie Jenmuma benosuhesa // T'ox. 21, 6p. 3
(1906), cTp. 55-56.
- XKencko nutame / Pyanu pajg

454,
BOXAHCTBEHA noe3uja / Xpumthanka // T'og. 21, 6p. 11 (1906), ctp. 243.
- KmmxeBHocT

455,
BOTA, bBophe m.

Amnernore u3 xuBota / 'B. [Bophe] mi. bota // T'ox. 21, 6p. 6 (1906), ctp. 124-126.
- ApymtBeno nurame / CaBeTu

456.
BYPA y nopoaunu / Cordelia ; ¢ tanujanckor bpanucnas C. Kupuh // T'ox. 21, 6p. 8
(1906), ctp. 180-183.



- KisikeBHOCT

457.
BYTA, JoBau XK.

On6ernumna / Jos. [Joan] XK. byra // Ton. 21, 6p. 12 (1906), ctp. 273-274.
- KsnxeBHOCT

458.
BYTA, JoBan XK.

[Tpuya jenne nactasuue / JoBan XK. byra // T'ox. 21, 6p. 9 (1906), ctp. 207-2009.
- KibmxeBHOCT

459.
BOJIA 3a xyname masor aeteta/J. b. //Ton. 21, 6p. 12 (1906), ctp. 269-270
- 31paBibe

460.
'ABPMJIOBUR, Munugoj

bop. JI. Llennhy / M. [MunuBoj] M. I'appunosuh // Tox. 21, 6p. 9 (1906), ctp. 198.
- KmmxeBHocT

461.
I'ABPMJIOBU'h, Munugoj

Moj 3ym6yne / M. [MunuBoj] M. I'aBpunosuh // T'ox. 21, 6p. 10 (1906), ctp. 221.
- KssuxeBHOCT

462.
'ABPUJIOBUR, Munugoj

VY hyn-6ammry / M. [Munusoj] M. T'aepunosuh // Tox. 21, 6p. 7 (1906), ctp. 159.
- KmmxeBHocT

463.
I'AJUR, Kapko

Martepuna tyra / Xapxko 'ajuh // T'ox. 21, 6p. 5 (1906), cTp. 103.
- KssuxeBHOCT

464.
'AJAR, XKapko

Mowe anheny / Kapko I'ajuh // Tox. 21, 6p. 2 (1906), ctp. 38.
- KmmxeBHocT

465.
I'AJUh, XKapko

I{Betn / XKapko I'ajuh // T'ox. 21, 6p. 4 (1906), ctp. 76.
- KsuxeBHOCT



466.
T'JIACHUK // Ton
- Bectn

467.
T'JIACHUK // Ton
- Bectn

468.
T'JIACHUK // Ton
- Bectn

469.
T'JIACHUK // Ton
- Bectn

470.
T'JIACHUK // Ton
- Bectn

471.
I''TACHUK /I Ton
- Bectn

472.
T'JIACHUK // Ton
- Bectn

473.
T'JIACHUK // Ton
- Bectn

474,
T'JIACHUK // Ton
- Bectn

475.
T'JIACHUK // Ton
- Bectn

476.
T'JIACHUK // Ton
- Bectn

477.
I''TACHUK // Ton

.21, 6p

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

.21, 6p.

. 1(1906), ctp. 17-18.

2 (1906), crp. 39-40.
3 (1906), cp. 67—68.
4 (1906), ctp. 91-92.
5 (1906), ctp. 115-116.
6 (1906), ctp. 138-140,
7 (1906), ctp. 161-162.
8 (1906), ctp. 186-188.
9 (1906), ctp. 210-211.

10 (1906), cTp. 235-237.

11 (1906), ctp. 254-255.

12 (1906), ctp. 277-279.



- Bectn

478.
T'OCIIOBHU O. K. / Mupa // Tox. 21, 6p. 5 (1906), ctp. 107.

- KisixkeBHOCT

479.

I'OCIIObBU Casku Cybotuhku : mocBeheno 3a pohenman / Jenuma // T'ox. 21, 6p. 10
(1906), cTp. 219.
- KnxeBHOCT

480.
I'PT'YPOBA, Munka

Jo6puna [I] / Munka I'pryposa // T'ox. 21, 6p. 4 (1906), ctp. 84-86.
- KssuzxeBHOCT

481.
I'PT'YPOBA, Muika

Ho6puna [II] / Munka I'pryposa // T'ox. 21, 6p. 5 (1906), ctp. 107-112.
- KmmxeBHocT

482.
JAUKJINR, CnaBko C.

Jytpo / CnaBko C. Qukmuh // Ton. 21, 6p. 1 (1906), ctp. 8.
- KibmxeBHOCT

483.
JUKJINh, Cnasko C.

Kan xwuBor nieo / CnaBko C. uxmuh // Tox. 21, 6p. 8 (1906), ctp. 178.
- KibmkeBHOCT

484.
JAUKJINR, CnaBko C.

Ha campTtHOM 0/1pYy jenuor neBojueta / CnaBko C. Juxmuh // T'ox. 21, 6p. 3 (1906), cTp. 56.
- KssuxeBHOCT

485.
JUKJINh, Cnasko C.

OuexuBame / Cnasko C. uknuh // Ton. 21, 6p. 8 (1906), ctp. 172.
- KibmkeBHOCT

486.
JAUKJINR, CnaBko C.

[Tecma npyry / Cnasko C. Quknuh // T'ox. 21, 6p. 8 (1906), ctp. 177.
- KibmxeBHOCT



487.
JKJINh, Cnaexko C.

Tu 6u yno / Cnasko Juxmuh // Tox. 21, 6p. 7 (1906), ctp. 149.
- KibmkeBHOCT

488.
JAUKJINR, CnaBko C.

YV mymapky / Cnasko C. Quknuh // Tox. 21, 6p. 2 (1906), ctp. 32.
- KibmkeBHOCT

4809.
JOBPA nena narpujapxa ['eopruja // I'on. 21, 6p. 1 (1906), cTp. 1-2.
- JIpylITBEHO NUTa®kE

490.

JOBPOTBOPHUM HnamuMm 3aapyrama u octanum Cprkumama // T'ox. 21, 6p. 6 (1906),
cTp. 121-122.
- XKencko nutame / JKeHcku mokpetu

491.
JOIIMCHU / A. b-h. // Toxn. 21, 6p. 6 (1906), cTp. 128.
- Bectn

492.
JOIMMCHU / A. K. // Ton. 21, 6p. 1 (1906), cTp. 12-13.
- Bectn

493.
JOIINCK /J. T.11// Ton. 21, 6p. 11 (1906), cTp. 245-246.
- JIpymTBeHO NUTame

494,
JOITNCH // Ton. 21, 6p. 2 (1906), cTp. 33-35.
- Bectn

495,
JOITNCH // Tom. 21, 6p. 3 (1906), cTp. 56-58.
- Bectn

496.
JOTIINCH // Ton. 21, 6p. 4 (1906), cTp. 81-82.
- Bectn

497.
JOIIMCU // Tox. 21, 6p. 8 (1906), cTp. 178-180.
- Bectn



498.
JOIINCH // Ton. 21, 6p. 10 (1906), ctp. 230-232.
- XKencko nutame / KeHncku mokpetu

499.
DBOHJINR, Anhenuja

Ajmia / Auhemnja Bonmmhesa // Ton. 21, 6p. 3 (1906), ctp. 59-61.
- KsuxeBHOCT

500.
‘BOHJINh, Anhenuja

Hpyrapune / Auhennja Bounuhesa // Tox. 21, 6p. 6 (1906), ctp. 129-132.
- KmmxeBHocT

501.
BOHJINR, Anhenuja

3umcka Hoh / Anhenuja [bBonnuh] // T'ox. 21, 6p. 2 (1906), cTp. 32.
- KssuxeBHOCT

502.
‘BOHJINh, Anhenuja

Jlaxy Hoh / Auhenuja HBonunuhesa // T'oxn. 21, 6p. 4 (1906), ctp. 83.
- KmmxeBHocT

503.
BOHJINR, Anhenuja

Majuu / Arhenuja [Bonnuh] // T'ox. 21, 6p. 6 (1906), ctp. 129.
- KsuxeBHOCT

504.
BYPOILIEBUR, Mnanen
Jlasbe oOpasoBame neBojaka y Hemaukoj / M. [Mnanen] Byporiesuh // T'ox. 21, 6p. 12
(1906), ctp. 265-268.
- XKencko nutame / OOpazoBame

505.
ETEJIKA, Iarop
O HeroBamwy u Bacnutamy jaeue / [llarop Erenka ; mpeseo A. Mapoauh // T'ox. 21, 6p. 10
(1906), ctp. 223-226.
- XKencko nutame / Bactiutame

506.
KEHCKA yapyxemwa y Cpoa // T'on. 21, 6p. 3 (1906), ctp. 49-52.
- XKencko nutame / JKeHCKH OKpeTH



507.
KEHCKUBE y 60p6u 3a nuzbopaum npasom // I'oa. 21, 6p. 1 (1906), ctp. 7
- XKencko nurame / [IpaBa

508.
XMBOJHOBUH, Joan

Csunapcka paaunoct / J. JK. [JoBan XKusojuosuh] // Ton. 21, 6p. 4 (1906), ctp. 73-76.
- JIpymTBeHO NUTame

5009.
3A nmomahwure // T'ox. 21, 6p. 1 (1906), ctp. 20-21.
- JKencko murame / CaBetu

510.
3A momahwumne // Tox. 21, 6p. 2 (1906), cTp. 43.
- JKencko murame / CaBetu

511.
3A momahwumne // T'ox. 21, 6p. 4 (1906), cp. 93.
- JKencko nmurame / CaBeTu

512.
3A momahwure // T'ox. 21, 6p. 5 (1906), ctp. 117.
- JKencko nmurame / CaBeTu

513.
3A momahwure // T'ox. 21, 6p. 6 (1906), cTp. 142.
- JKencko murame / CaBetu

514.
3A momahwute // T'ox. 21, 6p. 7 (1906), ctp. 164.
- JKencko murame / CaBeTu

515.
3A momahwure // T'ox. 21, 6p. 9 (1906), cTp. 213.
- JKencko nmurame / CaBeTu

516.
3A momahwure // Tox. 21, 6p. 11 (1906), ctp. 260.
- JKencko nmurame / CaBetu

517.
3A momahwure // Tox. 21, 6p. 12 (1906), ctp. 281.
- JKencko nmurame / CaBetu

518.



31PABJBE // Ton. 21, 6p. 1 (1906), cTp. 20.
- 31paBibe

519.
3/1PABJBE // Ton. 21, 6p. 3 (1906), cTp. 69.
- 3paBibe

520.
3/IPABJBE // Ton. 21, 6p. 4 (1906), cTp. 92-93.
- 3npaBibe

521.
3EBU'h I'opcku, CreBan

3npaBo / Crean 3e6uh ['opcku // Ton. 21, 6p. 11 (1906), cTp. 244.
- KssuzxeBHOCT

522.
3MAIJY uuka Jou / Bykocasa // T'on. 21, 6p. 1 (1906), ctp. 17.
- KibmkeBHOCT

523.
30PUh, Ayman

Jl'jeno nu je ypanurtu / lyman 3opuh // Tox. 21, 6p. 7 (1906), ctp. 159.
- KnkeBHOCT

524,
NBAHWMR, [enda

Koo cprickux cecrapa / lenda Us. UBanuhka // T'ox. 21, 6p. 1 (1906), ctp. 4-6.
- XKencko nutame / JKeHCKH OKpeTH

525.
NBAHWRQ, NBan

ITo oxonmuuu ymanosa Cepesa y Mahenonuju : u3 myronuca Visana Misanuha / Ban
Wsanuh // Ton. 21, 6p. 5 (1906), ctp. 100-102.

- JlpylITBEHO UTa®kE

526.
NBAHUIIEBWR, Muino

Ycnomena / Muno UBanumesuh // T'oa. 21, 6p. 6 (1906), ctp. 129.
- KmmxeBHocT

527.

N3 xuBoTa 3HaMeHUTHX >keHa : Hunon ne Jlankio / npeseo Pane Kpajunosuh // T'ox. 21,
op. 10 (1906), cTp. 232-235.
- XKencko nurame / buorpaduje



528.
WJINh, Hukoma

Jby6ar u mpxkmwa / Huk [Huxona] X. Wnuh // Tox. 21, 6p. 7 (1906), ctp. 158-1509.
- KsnxeBHOCT

529.
WJIK'R, Ctesan C.
I'oBop : 0 MoNOKajy KEHCKHUIba y XpuiithancTBy 1 BaH xpunthanctsa [I] / Ct. [CreBan] C.
Wnkuh // Ton. 21, 6p. 4 (1906), ctp. 76-80.
- XKencko nutame / [Tonoxaj xeHa

530.
WJIK'R, Ctesan C.
T'oBop : 0 moNoKajy *KeHCKHIba y XpuiithancTtBy 1 Bad xpuirthanctsa [I1] / Ct. [CreBan] C.
Wnkuh // Ton. 21, 6p. 5 (1906), ctp. 103-105.
- XKencko nutame / [Tonoxaj sxeHa

531.
NCKUIAAHU nuctuhu / -a -x // Tox. 21, 6p. 10 (1906), ctp. 222-223.
- KsmxeBHOCT

532.
NCTHUHA o necyheHnoj peaauukoj mkonu y Mutposuiu // T'oa. 21, 6p. 7 (1906), ctp.
149-151.

- JIpylITBEHO NUTa®kE

533.

JECEHCKA Hoh : npujarespy Ucanjy Mutposuhy / Atnera // T'on. 21, 6p. 10 (1906), ctp.
2217.
- KnxeBHOCT

534.
JOBAH Crepuja [Tonosuh // T'ox. 21, 6p. 10 (1906), cTp. 217-218.
- buorpaduje

535.
JOKCUMOBWH, Xpan. M.

Pa3zno / Xpa. M. Jokcumosuh // T'on. 21, 6p. 8 (1906), cTp. 189-190.
- XKencko nurame / Hakur

536.
KAJINh, Katnaka

Ycnomene ¢ myta y kynanumta / Katuaka Kamuh // Toa. 21, 6p. 10 (1906), ctp. 227-230.
- KnxeBHOCT

537.



KAPABEI'OBUh, Ao
OcraBte Me / Ao Kapa6erosuh // T'on. 21, 6p. 12 (1906), cTp. 276.
- KssuxeBHOCT

538.
KEMII®, bpanko

Kuset' cam xTeo / bpanko Kemnd // T'ox. 21, 6p. 6 (1906), ctp. 127.
- KmmxeBHocT

530.
KEMII®, Bpanko

[TnoBu, nymo! / bpanko Kemnd // Ton. 21, 6p. 4 (1906), ctp. 90.
- KsuxeBHOCT

540.
KEMII®, bpanko

[V upHoj HOhw...] / Bpanko Kemnd // T'ox. 21, 6p. 5 (1906), ctp. 99.
- KnxeBHOCT

541.
KBWXKEBHOCT // Ton. 21, 6p. 1 (1906), ctp. 21-22.
- Bectu / KbmskeBHOCT

542.
KBMXXEBHOCT // Tox. 21, 6p. 2 (1906), ctp. 44.
- Bectu / KbmxeBHOCT

543.
KBMXEBHOCT // Ton. 21, 6p. 3 (1906), ctp. 69-70.
- Bectu / KbmskeBHOCT

544,
KBIMKXEBHOCT // Ton. 21, 6p. 4 (1906), ctp. 93-94.
- Bectu / KbmkeBHOCT

545,
KIBWXKXEBHOCT // Ton. 21, 6p. 5 (1906), ctp. 117-118.
- Bectu / KbmkeBHOCT

546.
KBMXXEBHOCT // Tox. 21, 6p. 6 (1906), ctp. 142.
- Bectu / KbmskeBHOCT

547.
KBMXEBHOCT // Ton. 21, 6p. 7 (1906), ctp. 165-166.
- Bectu / KbmkeBHOCT



548.
KBMXEBHOCT // Tox. 21, 6p. 8 (1906), ctp. 190.
- Bectu / KbmsxeBHOCT

549.
KIBWXKXEBHOCT // Ton. 21, 6p. 9 (1906), ctp. 213-214.
- Bectu / KbmskeBHOCT

550.
KBMKEBHOCT // Ton. 21, 6p. 10 (1906), ctp. 238.
- Bectu / KbmxeBHOCT

551.
KBMKXEBHOCT // Ton. 21, 6p. 11 (1906), ctp. 281.
- Bectu / KbmskeBHOCT

552.
KBIMKXEBHOCT // Ton. 21, 6p. 12 (1906), ctp. 281.
- Bectu / KbmsxeBHOCT

553.
KOWBEBUR, Jenena
Kaxko ma BacmutaBamo u oOpasyjeMo Hamry feiy : (Muciu jeaHe cprcke marepe) / J. K.
[Jenena Kowesuh] // T'ox. 21, 6p. 7 (1906), ctp. 145-149.
- XKencko nutame / Baciurame

554,
KOCHHh, CnaBxo M.

VY ny6pasu / Ci. [CnaBko] M. Kocuh // T'oa. 21, 6p. 12 (1906), ctp. 269.
- KibmkeBHOCT

555.
KOCTUR, Onra

Munuiu Crojaaunosuh / O. K. [Onra Koctuh] // Toa. 21, 6p. 2 (1906), ctp. 31.
- KnxeBHOCT

556.
KOHIIYTHUh, Aaro
V3nacu / [Anto] Komyruh. — Caapxu necme: Hacrynuno..., Can, [lnauun cpie moje, da i’
ce cjeham? // T'ox. 21, 6p. 1 (1906), cTp. 8
- KnxeBHOCT

557.
KPAT'YJbEBUR, Musnom I1.
Moje nBujehe / Munom I1. Kparyseesuh // T'ox. 21, 6p. 2 (1906), ctp. 29.



- KisikeBHOCT

558.
KPCTUh, Baca

Jluue u vanuyje / [p. Kaz6ynOyu // Toa. 21, 6p. 12 (1906), ctp. 274.
- KmmxeBHocT

550.
JIOHYAP-Tp6ojeBuh, [para

Majcka Hoh / Jlpar. [[para] Jlonuap-Tp6ojesuh // T'ox. 21, 6p. 7 (1906), ctp. 149.
- KssuxeBHOCT

560.
JIOHYAP-Tp6ojeBuh, Jpara

Monutsa! / [Ipar. [[para] Jlonuap-Tp6ojesuh // T'ox. 21, 6p. 4 (1906), ctp. 81.
- KnxeBHOCT

561.
JIOHYAP-Tp6ojeBuh, [para
Cjenu moje mane Onrure / Jpar. [Apara] Jlonuap-Tp6ojesuh // T'on. 21, 6p. 8 (1906), cp.
171.
- KnxeBHOCT

562.
JIOHYAP-Tp6ojeBuh, [para

VY cnomenuty M. O. / lpara Jlonuap-Tp6ojesuh // T'ox. 21, 6p. 5 (1906), ctp. 105.
- KssuzxeBHOCT

563.
JIYBEBHUIIA, Brnaga M.

Momnuo cu / Bnaga M. Jlymesumna // T'on. 21, 6p. 9 (1906), ctp. 209.
- KnxeBHOCT

564.
JIVBEBUIIA, Brnaga M.

Hexu Boymu / Bmana M. Jlymesumna // T'ox. 21, 6p. 9 (1906), ctp. 209.
- KssuxeBHOCT

565.
JYBEBULIA, Brnaga M.

Henpujataa noBoct / Bnana M. Jlymesuua // Tox. 21, 6p. 5 (1906), ctp. 99.
- KmmxeBHocT

566.
JbYBAB / Kaja // Ton. 21, 6p. 5 (1906), ctp. 102.
- KismxeBHOCT



567.
JbYBAB u 6pax : Ellen Key / 'b. B-h.// Ton. 21, 6p. 1 (1906), cTp. 9-11.
- XKXeuncko nmurame

568.
JbYBOMMUP P. Kpcmanosuh // T'oa. 21, 6p. 3 (1906), ctp. 53-54.
- buorpaduje

5609.
MAPUHKOBUR, Jynka .
Ha rpo6y npa I1aje Manaposuha / Jynka ®@. Mapunakosuha // T'ox. 21, 6p. 6 (1906), cTp.
122-123.
- KsnxeBHOCT

570.
MATEPHHA spy0aB / ¢ mahapckor npeseo brnaroje bpanunh // T'ox. 21, 6p. 12 (1906),
cTp. 275-276.

- KisixkeBHOCT

571.
MATEPHUHCKA spy6aB / ¢ pyckor Mupa // T'on. 21, 6p. 6 (1906), ctp. 133-134.
- KibmxeBHOCT

572.
MATEPHUHCKO ynpyxemwe // T'ox. 21, 6p. 2 (1906), ctp. 25-28.
- XKencko nutame / JKeHCKH OKpeTH

573.
MATMU Xajueosa / B. // Toxn. 21, 6p. 2 (1906), ctp. 30-31.
- buorpaduje

574.
MATUJALIEBUR, Jumutpuje J.

Kan 6u 6uo / Aumutpuje Martujamesuh J. // Ton. 21, 6p. 8 (1906), ctp. 177.
- KmmxeBHocT

575.
MUIJIOBAHOB, Jby6a

Mamuna npsa neknuja / Jbyoa Munoanos // T'ox. 21, 6p. 1 (1906), ctp. 13-14.
- KssuxeBHOCT

576.
MUJIOJKOBUR, XKusan

IITo i oko cy3om cuja / XKug. [XKusan]| Munojkosuh // Tox. 21, 6p. 12 (1906), ctp. 268.
- KnxeBHOCT



ST77.
MUPKOBUWH, bopusoje b.
In memoriam : mome mokojHome 106pom apyry JoBany B. @ununosuhy / bopusoje b.
Mupxkosuh // T'og. 21, 6p. 8 (1906), ctp. 178.
- KnxeBHOCT

578.
MUTPOBUWR, Ucanje

N3 ,,HoBux crpyna‘ / Mcauje Mutposuh // T'on. 21, 6p. 2 (1906), cTp. 52-53.
- KsuxeBHOCT

579.
MUTPOBUWR, Hcanje

Mojoj cectpu / Ucauje Mutposuh // T'ox. 21, 6p. 1 (1906), ctp. 12.
- KmmxeBHocT

580.
MUTPOBUWR, Ucanje

Ha nmomacky u3 buxaha / Mcanje Mutposuh // T'on. 21, 6p. 7 (1906), ctp. 152.
- KsuxeBHOCT

581.
MUTPOBUR, Ucanje

Hecra cnaByja / Ucanje Mutposuh // T'ox. 21, 6p. 3 (1906), ctp. 55.
- KmmxeBHocT

582.
MUTPOBUWR, Ucanje
VY anbywm : (rhunm Anhenku [[BetkoBuheroj) / Mcanje Mutposuh // I'ox. 21, 6p. 1 (1906),
cTp. 3.
- KnxeBHOCT

583.
MUTPOBUWR, Ucanje

VY anbym : (Cpobuma y Pajesny) / Ucanje Mutposuh // T'on. 21, 6p. 12 (1906), cTp. 268.
- KssuxeBHOCT

584.
MUTPOBUR, Ucanje

Xapemcku 1Bet / Ucanje Mutposuh // T'ox. 21, 6p. 2 (1906), ctp. 29.
- KmmxeBHocT

585.
MUTOPBUR, Ucanje
[IIto Hucam kamen? / Mcanje Murtopsuh // T'on. 21, 6p. 8 (1906), ctp. 176.



- KisikeBHOCT

586.
MOCT y3nucaja / Bykocasa// T'ox. 21, 6p. 9 (1906), ctp. 199-200.
- JIpylITBEHO NUTa®kE

587.
HA anpecy cpnckux [eBojaukux Komna // T'ox. 21, 6p. 11 (1906), ctp. 244-245.
- XKencko nutame / JKeHCKH OKpeTH

588.
HA rpo0y uuka JoBunom / Bykocasa // T'ox. 21, 6p. 1 (1906), ctp. 2.
- KssuxeBHOCT

589.
HA mnouerky nayhe mkosncke rogune// I'ox. 21, 6p. 8 (1906), ctp. 169-170.
- XKencko nutame / OOpa3oBame

590.
HA pohen-ngan /J. // Ton. 21, 6p. 7 (1906), ctp. 160.
- KibmxeBHOCT

591.
HAPOJE cpricku // T'ox. 21, 6p. 5 (1906), ctp. 105-106.

- JIpylITBEHO NUTa®kE

592.
HAIIINUM Cpnkumama // Tox. 21, 6p. 11 (1906), ctp. 241-243.
- XKencko nutame / JKeHCKH OKpeTH

593.
O cpehu / mo Hem. M. Byjuh // Ton. 21, 6p. 12 (1906), cTp. 270-271.
- KibmxeBHOCT

594.

OJII'OBOP Hna unanak ,,Pamennuke mkomne* / ypeagaumTso // T'ox. 21, 6p. 6 (1906), ctp.
123-124.
- JIpymTBeHO NUTame

595.
OITPOILITAJ Munese Cumuhese // T'ox. 21, 6p. 7 (1906), ctp. 152-154.
- JKeHcko nuTame

596.
OCTOJ R, Jenena
VY criomenutty : cectpu Pysxku / Jen. [Jenena] Ocrojuh // Tox. 21, 6p. 9 (1906), ctp. 201.



- KisikeBHOCT

597.
ITAYKOBUWh, Aurenmmna

[Tpen Bp6uny / Anurenuna [laykosuh // I'ox. 21, 6p. 4 (1906), ctp. 80-81.
- XKencko nutame / O0maueme

598.
[TEIIN'h-JoBanos, Jlazap

Jletn mu mecmo / JIazap Ilemmh-JoBanos // I'ox. 21, 6p. 7 (1906), cTp. 154.
- KssuxeBHOCT

599.

I[TO3UB cprickuM yunuTespruMa U yYUTeJbUIIaMa Y CBUM CPIICKHM 3eMJbama / yrpaBa
yuutesbekor yapyxkema // T'ox. 21, 6p. 6 (1906), ctp. 126-127.
- JIpymTBeHO NUTame

600.
ITIOITOBHR, JoBo I'.

He6pary / Joso I'. ITonmoBuh // T'ox. 21, 6p. 8 (1906), ctp. 176.
- KibmxeBHOCT

601.
[TOITOBUR, Joso I'.

Hoh / Joso I'. ITonosuh // T'ox. 21, 6p. 5 (1906), ctp. 105.
- KibmkeBHOCT

602.
ITIOITOBUHR, JoBo I'.

[TpBu cuujer / Joso I'. [Tonmosuh // T'ox. 21, 6p. 5 (1906), ctp. 106.
- KibmxeBHOCT

603.
[TOINIOBUR, Jynka I

[Mouusennu myt / Jynka I'. Ilonosuh // T'ox. 21, 6p. 2 (1906), ctp. 35-36.
- KmmxeBHocT

604.
I[MPEJAABAME rhe Caske Cybotuhke // T'on. 21, 6p. 8 (1906), ctp. 173-176.
- JIpymTBeHO NUTame

605.
I[TPOCBETA //Ton. 21, 6p. 1 (1906), ctp. 20.
- ObpazoBame

606.



I[TPOCBETA //Ton. 21, 6p. 2 (1906), ctp. 43.
- ObpazoBame

607.
I[MTPOCBETA // Ton. 21, 6p. 3 (1906), cTp. 68—69.
- Ob6pazoBame

608.
ITPOCBETA //Ton. 21, 6p. 4 (1906), ctp. 92.
- Ob6pazoBame

609.
I[MPOCBETA //Ton. 21, 6p. 5 (1906), ctp. 117.
- ObpazoBame

610.
I[MPOCBETA //Ton. 21, 6p. 6 (1906), ctp. 141-142.
- Ob6pazoBame

611.
I[MTPOCBETA //Toa. 21, 6p. 7 (1906), ctp. 163-164.
- Ob6pazoBame

612.
I[MTPOCBETA //Ton. 21, 6p. 8 (1906), ctp. 188-1809.
- ObpazoBame

613.
I[MPOCBETA //Ton. 21, 6p. 9 (1906), ctp. 212-213.
- Ob6pazoBame

614.
I[TPOCBETA //Ton. 21, 6p. 10 (1906), ctp. 238.
- Ob6pazoBame

615.
I[TPOCBETA //Ton. 21, 6p. 11 (1906), ctp. 258.
- XKencko nutame / O6pazoBame

616.
IMPOCBETA // Ton. 21, 6p. 12 (1906), cTp. 280-281.
- Ob6pazoBame

617.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 1 (1906), ctp. 17.
- XKencko nutame / JKeHcku mokpetu



618.
PAJI no6bpotBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 2 (1906), ctp. 39.
- XKencko nutame / KeHncku mokpetu

619.
PAJI no6porBopuux 3anpyra Cpnkumsa // Tox. 21, 6p. 3 (1906), ctp. 64—67.
- XKencko nutame / JKeHncku mokperu

620.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 4 (1906), ctp. 87-90.
- XKencko nutame / KeHncku mokpetu

621.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 5 (1906), ctp. 112-115.
- XKencko nutame / KeHncku mokpetu

622.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 6 (1906), ctp. 134-138.
- XKencko nutame / JKeHncku mokperu

623.
PAJ] nobporBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 8 (1906), ctp. 184-186.
- XKencko nutame / JKeHncku mokpetu

624.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 11 (1906), ctp. 253-254.
- XKencko nutame / KeHncku mokpetu

625.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 21, 6p. 12 (1906), ctp. 274-275.
- XKencko nutame / JKeHncku mokperu

626.
PAIAK, Jedra

Enernja 1905. rogunu / J. P-x. [Jedta Panax] // T'ox. 21, 6p. 1 (1906), cTp. 3.
- KssuxeBHOCT

627.
PAJIAK, Jedra

[Moxmwa / J. P-x. [Jedra Pagak] // T'ox. 21, 6p. 11 (1906), cTp. 245.
- KnxeBHOCT

628.
PAJJEHUYKE mikone // Ton. 21, 6p. 5 (1906), ctp. 97-99.
- XKencko nutame / O6pazoBame



629.
PAZIYJIOBUR, Jena M.

A tae je on? / Jena M. Pagynosuh // T'ox. 21, 6p. 3 (1906), ctp. 58.
- KibmkeBHOCT

630.
PAIYJIOBUR, Jena M.

[Ako cu yBaxeH...] / Jena M. Pagynosuh // Tox. 21, 6p. 2 (1906), ctp. 29.
- KnxeBHOCT

631.
PAIYJIOBUR, Jena M.

Kan ce crmyctu HohHu Beo / Jena Munenka Pamynosuha // T'ox. 21, 6p. 9 (1906), cTp. 209.
- KsuzxeBHOCT

632.
PA3HO // Ton. 21, 6p. 1 (1906), ctp. 21.
- Bectn

633.
PA3HO // Ton. 21, 6p. 2 (1906), cTp. 43.
- Bectn

634.
PA3HO // Ton. 21, 6p. 3 (1906), cTp. 69.
- Bectn

635.
PA3HO // Ton. 21, 6p. 5 (1906), ctp. 117.
- Bectn

636.
PA3HO // Ton. 21, 6p. 7 (1906), ctp. 164-165.
- Bectn

637.
PA3HO // Ton. 21, 6p. 9 (1906), ctp. 213.
- Bectn

638.
PA3HO // Ton. 21, 6p. 11 (1906), ctp. 259-260.
- Bectn

639.
PA3HO // Tox. 21, 6p. 11 (1906), ctp. 259-260.



- Bectn

640.
PAKOIILIA, Buxtop

MyxeBipeBa npuya / Bukrop Pakomm ; mpesena M. M. pol). C. [Muna Maneramka] // Tox.
21, 6p. 2 (1906), ctp. 37-38.

- KisikeBHOCT

641.
PAUIINR, Bojucnas

Beuno / buocnas // Ton. 21, 6p. 8 (1906), ctp. 171.
- KibmkeBHOCT

642.
PAIIINR, Bojucnas

[ITo cy v sbymu / buocnas // Tox. 21, 6p. 7 (1906), ctp. 151.
- KsuxeBHOCT

643.
CEHM : u3 mukiyca Ilecme y npo3u / Mupa // T'og. 21, 6p. 3 (1906), ctp. 61-64.
- KsuxeBHOCT

644.
CUMUWUR, Munesa

Hamm xynuu u tprosuu / Munesa Cumuhesa // I'oa. 21, 6p. 10 (1906), ctp. 219-221.
- JIpymTBeHO NUTame

645.
CHUMU'h, Munesa

CBoj cBome / MuneBa Cumuhesa // I'ox. 21, 6p. 9 (1906), cTp. 195-198.
- XKencko nurame / PoguresbcTBO

646.

CPIICKA wmajka : 6op6a Ha Benmukoj Oun y Ct. Cpouju 1905. 1. // T'on. 21, 6p. 1 (1906),
ctp. 16.
- JIpymTBeHO NUTame

647.
CPIICKA Hnaponna nomma / Terka boxkana // T'ox. 21, 6p. 11 (1906), ctp. 245-246.
- Kencko nutame / Homma

648.
CPIICKA cBanb6a Becena je / H. 3. // Tox. 21, 6p. 6 (1906), ctp. 126.
- KibmkeBHOCT

649.



CTOJIIWR, Jumutpuje
bonecuuk / Tum. [[Aumurpuje] Crojuruh // Tom. 21, 6p. 9 (1906), ctp. 199.
- KssuxeBHOCT

650.
CTOJIIIOBUR, paromup E.

He najmo cBoje / [par. [Aparomup] E. Crommosuh // T'ox. 21, 6p. 1 (1906), ctp. 11-12,
- Xencko nurame / Homma

651.
CTOJIIIOBU, Hparomup E.
He nmpumajmo tyhe 3o / dpar. [[paromup] E. Croanosuh // T'ox. 21, 6p. 8 (1906), cTp.
176-177.
- JIpymTBeHO NUTame

652.
CTPAX on ceekpse / Mupa // T'ox. 21, 6p. 9 (1906), ctp. 201-207.
- KnxeBHOCT

653.
CYBOTUR, Caska

[Tponehe y lapurpany / Caska Cy6otuh // T'on. 21, 6p. 7 (1906), cTp. 154-158.
- KibmxeBHOCT

654.
TU Benwm / J. Tlapuonuh // T'ox. 21, 6p. 11 (1906), ctp. 248.
- KibmkeBHOCT

655.
TPUOYHOBUWR, Munan M.

Omnmtuacka Bara : Josu [Tonosuhy / Munan M. Tpudynosuh // T'ox. 21, 6p. 11 (1906),
cTp. 248-249.

- KisikeBHOCT

656.
AUPU'R, Panugoj I1.

Moja 3uma / Pan. [Pagusoj] I1. hupuh // Toxn. 21, 6p. 3 (1906), ctp. 54.
- KnxeBHOCT

657.
AUPUR, Panusoj I1.

Hajseha xespa / Pan. [PaguBoj] I1. hupuh // Tox. 21, 6p. 4 (1906), ctp. 80.
- KibmxeBHOCT

658.
"AUPU'R, Panugoj I1.



Hama xyha / Pan. [Paguoj] I1. hupuh // Tox. 21, 6p. 2 (1906), ctp. 32.
- KnxeBHOCT

659.
AUPUR, Panusoj I1.

Hebecuu map / Pax. [Pagusoj] I1. hupuh // T'ox. 21, 6p. 12 (1906), cp. 271.
- KibmxeBHOCT

660.
"AUPU'R, Panugoj I1.

Tu / Pan. [Pagusoj] I1. hupuh // Tox. 21, 6p. 9 (1906), ctp. 199.
- KsmxeBHOCT

661.
Y JIOBA nohuor mupa / Mune // Ton. 21, 6p. 11 (1906), ctp. 243.
- KnxeBHOCT

662.
YIAJBEHOJ / Bojucnas // Ton. 21, 6p. 2 (1906), ctp. 28.
- KismxeBHOCT

663.
YJIAJBEHOM / Kaja // Ton. 21, 6p. 4 (1906), ctp. 82.
- KismxeBHOCT

664.
YMETHOCT // Ton. 21, 6p. 7 (1906), cTp. 165.
- Bectn

665.
LIEHW'R, Bopusoje JI.

Ha osome cBety / Bop. [Bopusoje] JI. Llenuh // T'ox. 21, 6p. 8 (1906), ctp. 173.
- KsuxeBHOCT

666.
HHEHWh, bopugoje JI.

VY Gamrruiu / bop. [Bopusoje] JI. Llenuh // Toxn. 21, 6p. 2 (1906), ctp. 31.
- KnxeBHOCT

667.
IIYLLY / mpeBena Bykocasa // T'ox. 21, 6p. 11 (1906), ctp. 250-253.
- KnxeBHOCT

668.
UUTYJbA // Ton. 21, 6p. 1 (1906), ctp. 19-20.
- Bectu / Hekponor



669.
UUTYJbA // Ton.
- Bectu / Hekpomnor

670.
UUTYJbA // Ton.
- Bectu / Hekpomnor

671.
UUTYJbA // Ton.
- Bectu / Hekpomnor

672.
UUTYJbA // Ton.
- Bectu / Hekponor

673.
UUTYJbA // Ton.
- Bectu / Hekpomnor

674.
UUTYJbA // Ton.
- Bectu / Hekpomnor

675.
UUTYJbA // Ton.
- Bectu / Hekponor

676.
UUTYJbA // Ton.
- Bectu / Hekpomnor

677.
UUTYJbA // Ton.
- Bectu / Hekponor

678.
UUTYJbA // Ton.
- Bectu / Hekponor

679.
UUTYJbA // Ton.
- Bectu / Hekpomnor

680.

21, op.

21, op.

21, op.

21, op.

21, op.

21, op.

21, op.

21, 6p.

21, op.

21, op.

21, op.

2 (1906), ctp. 40-42.

3 (1906), ctp.

68.

92.

4 (1906), ctp.

5 (1906), ctp. 116-117.

6 (1906), ctp. 140-141,

7 (1906), ctp. 162-163.

188.

8 (1906), ctp.

9 (1906), ctp. 211-212.

10 (1906), cTp. 237-238.

11 (1906), ctp. 255-257.

12 (1906), ctp. 279-280.



IMAHTHWR, Jakos

ITokpaj mopa / Jakos lllanTuh // Ton. 21, 6p. 2 (1906), cTp. 32.
- KssuxeBHOCT

681.
HITTAAWJEP, Bypo

T'ocohunu / 'B. [Bypo] Hlnamujep // Ton. 21, 6p. 4 (1906), cTp. 86.
- KibmxeBHOCT



1907.

682.
ABPAMOBUWR, Munan

Jla T meBam! / Muman ABpamosuh // T'ox. 22, 6p. 7-8 (1907), ctp. 168.
- KibmxeBHOCT

683.
ABPAMOBUR, Munan

Ha nyty nyxxnoctu / Munan Aspamosuh // 'ox. 22, 6p. 7-8 (1907), ctp. 179-180.
- KmmxeBHocT

684.
ABPAMOBUWR, Munan

Ha 3axony y ceny! / Mutan ABpamosuh // T'on. 22, 6p. 9 (1907), ctp. 203-204.
- KibmxeBHOCT

685.
ABPAMOBUW®, Munan

[lto me murtarm / Munaun J. ABpamosuh // T'ox. 22, 6p. 10 (1907), ctp. 224.
- KnxeBHOCT

686.
ABPAMOBUWR, Muan

Jbybuhy Te no nznaxa / Munasn J. ABpamosuh // T'ox. 22, 6p. 11 (1907), ctp. 248.
- KibmkeBHOCT

687.
BEJIOBUR, Jenumna
Hamum Hapoauu Be3oBu Ha uznox6u y My / Jenuna benosuhesa // I'ox. 22, 6p. 7-8
(1907), cp. 160-161.
- Xencko nutamwe / Pyunu pan

688.
BEJIEHIKE // T'on. 22, 6p. 10 (1907), ctp. 232-233.
- JKencko nurame / Bectu

689.
BOTI'OPOJIUIIA u aufjenu / npeseo Z — Arco // Tox. 22, 6p. 1 (1907), ctp. 14-15.
- XpumthancTBo

690.
BOXAHCTBEHA noe3uja / Xpumthanka // I'oa. 22, 6p. 9 (1907), ctp. 196.
- KibmkeBHOCT



691.
BYJbA, Napunka

Here cpehe / lapunka bymwa // Ton. 22, 6p. 2 (1907), ctp. 35-36.
- KnxeBHOCT

692.
BYJbA, lapunka

Ca cena / lapunka byswsa // T'ox. 22, 6p. 9 (1907), cTp. 205-206.
- KssuxeBHOCT

693.
BAPAHBAHUH, Apkanuje
VYuurespuie y ciry>k01 HapoAHOT 31paBiba / Apkanuje Bapahanun // T'ox. 22, 6p. 3 (1907),
ctp. 49-51.
- O6pazoBame / 3npaBibe

694.
BAIIJBUBA neua // T'on. 22, 6p. 1 (1907), ctp. 9-10.
- 31paBibe

695.
BETPUG niupu / A // Ton. 22, 6p. 3 (1907), cTp. 57.
- KisikeBHOCT

696.
BUJIVIM na mopam / Atnera // Ton. 22, 6p. 7-8 (1907), ctp. 154.
- KibmkeBHOCT

697.
BYIUh, M.

Yckpc crapor 3BoHapa / M. Byjuh // Ton. 22, 6p. 5 (1907), ctp. 110-112.
- KnkeBHOCT

698.
I'ABPMJIOBUHh, Munugoj M.

MomutBa mojoj 3opu / Munusoj M. I'aspunosuh // T'ox. 22, 6p. 3 (1907), ctp. 52.
- KsuxeBHOCT

699.
I'ABPUJIOBU'R, MunuBoj M.

36orom / M. [MunuBoj] M. T'aspunosuh // T'ox. 22, 6p. 6 (1907), ctp. 131.
- KnkeBHOCT

700.
I'TABPWJIOBW'R, Muitytun



Tanujancka kpassuna Jenena / Munytun ['aspuniosuh // Ton. 22, 6p. 7-8 (1907), ctp. 173-
175.
- buorpaduje

701.
I'N'TACHUK // Ton. 22, 6p. 1 (1907), ctp. 18-20.
- Bectn

702.
I'N'TACHUK // Ton. 22, 6p. 2 (1907), ctp. 39-43.
- Bectn

703.
I'N'TACHUK // Ton. 22, 6p. 3 (1907), cTp. 66—67.
- Bectn

704.
I'N'TACHUK // Ton. 22, 6p. 4 (1907), ctp. 90-91.
- Bectn

705.
I'N'TACHUK // Ton. 22, 6p. 5 (1907), cTp. 115-116.
- Bectn

7086.
I''TACHUK // Ton. 22, 6p. 6 (1907), ctp. 138-139.
- JKencko nurame / Bectu

707.
I''TACHUK // Ton. 22, 6p. 7-8 (1907), ctp. 185-187.
- JKencko nurame / Bectu

708.
I''TACHUK // Ton. 22, 6p. 9 (1907), ctp. 211-212.
- JKencko nurame / Bectu

7009.
I''TACHUK // Ton. 22, 6p. 11 (1907), ctp. 259-260.
- JKencko nurame / Bectu

710.
I''TACHUK // Ton. 22, 6p. 12 (1907), ctp. 279-281.
- JKencko nurame / Bectu

711.
I'PT'YPOBA, Muika



Mapa OymeBka / Munka ['pryposa // T'ox. 22, 6p. 9 (1907), ctp. 206-210.
- KmmxeBHocT

712.
I'PTYPOBA, Muika

Mapa OymeBka / Munka ['pryposa // ['ox. 22, 6p. 10 (1907), cTp. 229-230.
- KssuxeBHOCT

713.
JNABU/L, Nnuh
Ha cmpt mecroromumme Jbenocase Mangondgo / Jlasux Unuh // Tox. 22, 6p. 3 (1907),
cTp. 52.
- KmmxeBHoCT

714.
JECIIPEO, boano
VYrexa : (mucmo bpocety moBomom cMpTu merose matepe) / boano Jlecmipeo ; mpesena ¢
¢dpanmyckor [anka J. Mutpanosuhesa // T'oa. 22, 6p. 3 (1907), ctp. 61.
- [Ipenncka

715.
JECETOI'OAVIIBUILIA |, ITpupennuxa“ // T'ox. 22, 6p. 10 (1907), ctp. 239.
- Bectn

716.

JNECETOI'OAMIIA nipocnaBa JloopoTBopHe 3anpyre Cpnkuma Combopkuma // "o,
22, 6p. 1 (1907), ctp. 4-9.
- XKencko nutame / JKeHcku mokpetu

717.
JNEYJU nan // Ton. 22, 6p. 4 (1907), ctp. 73-74.
- KeHcku nokpetun

718.
JAUKJINR, CnaBko C.

Mpamopuu kun / CnaBko C. luxmuh // T'ox. 22, 6p. 7-8 (1907), ctp. 151.
- KibmxeBHOCT

719.
JUKJINR, Cnagko C.

Kpaj pexe / CinaBko C. Hukmnuh // Tox. 22, 6p. 7-8 (1907), ctp. 154.
- KsnkeBHOCT

720.
JAUKJINR, Cnasko C.
Cupouan / Cnasko C. Qukmuh // Ton. 22, 6p. 7-8 (1907), ctp. 167.



- KisikeBHOCT

721.
JOITMCH // Ton. 22, 6p. 2 (1907), cTp. 31-32.
- JKencko nurame / Bectu

722.
JOITMCH / A. U. // Ton. 22, 6p. 3 (1907), cTp. 55-57.
- JKencko nurame / Bectu

7123.
JOITMCH // Ton. 22, 6p. 4 (1907), cTp. 79-81.
- JKencko nurame / Bectu

724.
JOITMCH // Ton. 22, 6p. 5 (1907), cTp. 105.
- JKencko nurame / Bectu

7125.
JOITMCH / paran // T'ox. 22, 6p. 6 (1907), cTp. 129-131.
- JKencko nurame / Bectu

726.
JNOIINCH / Tetka boxana // T'on. 22, 6p. 7-8 (1907), ctp. 168-169.
- XKencko nurame / Bectu

7127.
JOITMCHU /J. H. A.// Ton. 22, 6p. 9 (1907), cTp. 202.
- JKencko nurame / Bectu

728.
JIOTINCH / M. K. M. /[ Tox. 22, 6p. 10 (1907), ctp. 226-228.
- JKencko nurame / Bectu

729.
3[APABJBE // Tox. 22, 6p. 1 (1907), ctp. 21.
- 3npasibe / Xurujena

730.

KEHA y dusnuxo-nicuxosnonikoM morieny / ¢ pyckor Casaruje M. I'pouh // T'on. 22, 6p.
7-8 (1907), ctp. 148-150.
- JKeHcko nutame

731.
KMBKOBUWR, Togop
Kwure u name xencke / Togop XKXuskosuh // T'ox. 22, 6p. 7-8 (1907), ctp. 145-147.



- Kencko nutame / OOpa3oBame

732.
XMBOJHOBUH, Joan

Cehame / JoBan XXuojuosuh // T'ox. 22, 6p. 2 (1907), cTp. 27.
- KnkeBHOCT

733.
JKUBOJHOBWR, JoBau

Coxkocka necma / JoBan XKupojuouh // I'ox. 22, 6p. 12 (1907), ctp. 266.
- KssmxeBHOCT

734.
KPTBE npunuke / mo mal). M. Byjuh // T'on. 22, 6p. 3 (1907), ctp. 54-55.
- )KeHcko nutame

735.
3A nomahwumne // T'on. 22, 6p. 4 (1907), cTp. 92.
- XKeucko nurame / CaBeTn

736.
3A nomahwumne // T'on. 22, 6p. 5 (1907), cTp. 117.
- XKeucko nmurame / CaBeTn

737.
3A nomahwurne // T'ox. 22, 6p. 6 (1907), cTp. 142-143.
- XKeucko nmurame / CaBeTn

738.
3A nomahwurne // T'on. 22, 6p. 7-8 (1907), ctp. 190.
- XKeucko nmurame / CaBeTn

739.
3A nomahwumne // T'on. 22, 6p. 9 (1907), cTp. 215.
- XKeucko nurame / CaBeTn

740.
3A nomahwumne // T'on. 22, 6p. 10 (1907), cTp. 235.
- XKeucko nmurame / CaBeTn

741.
3A nomahwumne // T'on. 22, 6p. 11 (1907), cTp. 263.
- XKeucko nmurame / CaBeTn

742.
3EB1'R, CreBan



ITecma / Ctean 3e6uh-I'opcku // Ton. 22, 6p. 9 (1907), ctp. 197.
- KibmkeBHOCT

743.
360I'OM / Byxk // T'ox. 22, 6p. 10 (1907), ctp. 223.
- KismxeBHOCT

744,
NBAHW, UBan
Cpricke xxeHcke pykoTrBopuHe y Jlonnony / UBan UBanuh // Tox. 22, 6p. 6 (1907), ctp.
126-127.
- XKencko nutame — Pyunu pan

745.
NBAHUWN, NUBau
Cpricke )XeHCKe pyKOTBOpHHE Ha OankaHCcKo] n3noxxou / Usan Msanuh // T'ox. 22, 6p. 7-8
(1907), cTp. 158-159.
- XKencko nmutame / Pyunu pajg

746.
NI'PA xao BactiutHO cpeactBo / M.C. // T'ox. 22, 6p. 9 (1907), cTp. 200-202.
- Bacniurame / CaBetn

747.
N3 xuBota jeqHor Munuctpa / npeseo Jdyman // T'ox. 22, 6p. 7-8 (1907), ctp. 181-184.
- KmmxeBHocT

748.
W3 njecama no pacranky / Atnera // T'ox. 22, 6p. 7-8 (1907), ctp. 160.
- KmmxeBHocT

749.
N3 cBernux mana / ‘b. JI. Mapunko // T'ox. 22, 6p. 6 (1907), ctp. 127,
- KsnkeBHOCT

750.
N3 y3naxa / Atnera // T'on. 22, 6p. 3 (1907), ctp. 65-66.
- KsnkeBHOCT

751.
NHANJCKA sxena / mpesena Caska // T'ox. 22, 6p. 10 (1907), ctp. 222-223.
- XKeHcko nutame

752.
JABJIAHOBUh, Auto
Hoh je Tuxa / Anro Jabmanosuh // I'ox. 22, 6p. 2 (1907), cTp. 33.



- KisikeBHOCT

753.
JECEH : no Iletedwujy / Mapunxko // T'ox. 22, 6p. 1 (1907), ctp. 9.
- KibmkeBHOCT

754.
JEBTOBWh, lumutpuje

Knpanu / {umutpuje Jerosuh-Iloaumar // Tox. 22, 6p. 7-8 (1907), ctp. 122.
- KmmxeBHocT

755.
JEJTHA xepueroBauka crnincaresbka // I'om. 22, 6p. 9 (1907), ctp. 198-200.
- buorpaduje

756.
JECEHCKM nan / Atnera // Ton. 22, 6p. 10 (1907), ctp. 221.
- KmxeBHOCT

757.
KAPABEI'OBUh, Ao

[ta cu crana, mra me rnenam? / ABno Kapaberosuh // T'ox. 22, 6p. 4 (1907), ctp. 76.
- Ksu>xeBHOCT

758.
KAPABET'OBUR, Aeno

Xonu npara / Ao Kapaberosuh // T'ox. 22, 6p. 4 (1907), ctp. 90.
- KmmxeBHocT

759.
KIBWXKXEBHOCT// Ton. 22, 6p. 1 (1907), ctp. 22.
- Bectu / KsmxeBHOCT

760.
KIBWXKXEBHOCT// Ton. 22, 6p.2 (1907), ctp. 45-46.
- Bectu / KsmxeBHOCT

761.
KBWXKXEBHOCT // Ton. 22, 6p. 3 (1907), ctp. 68-69.
- Bectu / KsmxeBHOCT

762.
KBWXKXEBHOCT // Ton. 22, 6p. 4 (1907), ctp. 93.
- Bectu / KsmxeBHOCT

763.



KIBWXKXEBHOCT // Ton. 22, 6p. 5 (1907), ctp. 118-1109.
- Bectu / KsmxeBHOCT

764.
KIBWXKXEBHOCT // Ton. 22, 6p. 6 (1907), ctp. 143-144.
- Bectu / KbmxeBHOCT

765.
KBWXKXEBHOCT // Ton. 22, 6p. 7-8 (1907), ctp. 190-191.
- Bectu / KsmxeBHOCT

766.
KBWXEBHOCT // Ton. 22, 6p. 9 (1907), ctp. 215.
- Bectu / KsmxeBHOCT

767.
KBWXKXEBHOCT // Ton. 22, 6p. 10 (1907), cTp. 235-239.
- Bectu / KsmxeBHOCT

768.
KBWXKXEBHOCT // Ton. 22, 6p. 11 (1907), ctp. 264.
- Bectu / KsmxeBHOCT

769.
KBWXKXEBHOCT // Ton. 22, 6p. 12 (1907), cTp. 283-284.
- Bectu / KsmxeBHOCT

770.
KOJURQ, bophe C.

[Tcuxonoruja sxerckuma / Bophe C. Kojuh // T'ox. 22, 6p. 4 (1907), ctp. 76-78.
- XKencko nutame / [Icuxonoruja

771.
KOCTHWR, Onra

Martu / Onra Koctuh // Ton. 22, 6p. 7-8 (1907), ctp. 152-154.
- JKencko nmurame /PonuresbcTBO

772.
KPAJBUIIA Jenena xao ymernumna // I'ox. 22, 6p. 6 (1907), ctp. 128-129.
- buorpaduje

773.
KPCTUh, Baca

An’ je mena ... / [p. Kazoynoyi // T'oxn. 22, 6p. 2 (1907), ctp. 27.
- KibmxeBHOCT



774.
KPCTUh, Baca

Benu Herpunosoj / Ip. Kazoynoyi // Toa. 22, 6p. 11 (1907), ctp. 243.
- KnxeBHOCT

775.
KPCTUh, Baca

Cycpeno ce nponehe u 3uma / JIp. Kazoynoyn // Ton. 22, 6p. 12 (1907), ctp. 272.
- KibmxeBHOCT

776.
JIABAPEBUR, Jenena
Mehynapoanu xencku case3 u Cpnkume / Jenena Jlazapesuhena // I'ox. 22, 6p. 6 (1907),
ctp. 121-125.
- Kencko nutame / JKeHCKH OKpeTH

777.
JIA3SUR, HBophe

Jema cmo 6unn / ‘Bophe Jlazuh-Mapunko // T'ox. 22, 6p. 9 (1907), ctp. 198.
- KnxeBHOCT

778.
JIABUR, HBophe

Ha te muciaum / Bophe Jlazuh // T'ox. 22, 6p. 10 (1907), ctp. 226.
- KsmxeBHOCT

779.
JINYAHUH, Mapa

Hymia u cnaByj / Mapa Jlnuanunosa // T'ox. 22, 6p. 7-8 (1907), ctp. 152.
- KmmxeBHoCT

780.
JIOHYAP TPBOJEBUR, Jlpara

Huxana aucam / Jlpara Jlonuap Tp6ojeuh // T'ox. 22, 6p. 1 (1907), ctp. 11.
- KssuxeBHOCT

781.
JIOHYAP TPBOJEBUR, [Ipara

Kpcuome nmeny! / [lpara Jlonuap TpGojesuh // T'ox. 22, 6p. 1 (1907), ctp. 18.
- KmmxeBHocT

782.
JIOHYAP TPBOJEBUR, Jlpara

Mojum rpobosuma! / Jlpar. Jlonuap-Tp6ojesuh // T'ox. 22, 6p. 6 (1907), cTp. 132.
- KssuxeBHOCT



783.
JIOHYAP TPBOJEBUR, [Ipara

[Tponehy! / Apara Jlonuap-Tp6ojesuh // I'ox. 22, 6p. 11 (1907), ctp. 249.
- KmmxeBHocT

784.
JIOHYAP TPBOJEBUR, Jlpara

Hamex ctpyne / ipara Jlonuap-Tp6ojesuh // 'ox. 22, 6p. 11 (1907), ctp. 259.
- KssuxeBHOCT

785.
JIYHEBUIIA, Binana M.

Hogo nero / Bnana M. Jlymesuma // T'on. 22, 6p. 1 (1907), ctp. 3.
- KibmxeBHOCT

786.
JIVBEBUIIA, Brnaga M.

Kane ce va 3umy / Bnaga M. Jlymesuna // I'on. 22, 6p. 4 (1907), ctp. 76.
- Kssm>xeBHOCT

787.
JIYBEBHUIIA, Braga M.

Kas’o 6u T / Bnana M. Jlymesumna // T'on. 22, 6p. 5 (1907), ctp. 102.
- KnkeBHOCT

788.
JIVBEBUIIA, Brnaga M.

Kan cam jomre manu 6uo / Biaga M. Jlymesuna // ['on. 22, 6p. 6 (1907), ctp. 125.
- KsuxeBHOCT

789.
JIVBEBUIIA, Brnaga M.
Xymopuctuuke necme / Braga M. Jlymesuua // T'on. 22, 6p. 7-8 (1907), ctp. 147. Cangpxu
necme: [ujamor o xenama ; Mima cpehe 3a cBakora ; To 6u cnatko 6o ; CpehHa pyxwuna.
- Kssu>xeBHOCT

790.
JIYHEBUIIA, Brnaga M.

Jenunu roct / Bnaga M. Jlymesuna // T'oa. 22, 6p. 9 (1907), ctp. 200.
- KnxeBHOCT

791.
JIVBEBUIIA, Brnana

VY ocamu / Bnana : Jlymesuma // Toa. 22, 6p. 10 (1907), cTp. 219.
- KssuxeBHOCT



792.
JIYBEBHUILIA, Braga M.

Kan cmpt xnagna 3akyna / Bnana M. Jlymesuna // Tox. 22, 6p. 10 (1907), ctp. 221.
- KmmxeBHocT

793.
MAJCKA uoh / Atnera // Ton. 22, 6p. 6 (1907), ctp. 125.
- KismxeBHOCT

794,
MAHOJJIOBUh, Ceto3zap
Hajmummje nusehe / u3 laponepku Ceerozapa Manojnosuha // Toa. 22, 6p. 5 (1907), ctp.
103.
- KnkeBHOCT

795.
MAPHHA necwma / lser. // T'ox. 22, 6p. 6 (1907), cTp. 136.
- KmxeBHOCT

796.
MUIJIOBAHOB, Jby6a

Ha ceny / Jbyba MunoBanos // T'oa. 22, 6p. 6 (1907), ctp. 136-137.
- KibmxeBHOCT

797.
MUTPOBUR, Ucanje

Mawmmuno 3nato / Ucauje Mutposuh // T'ox. 22, 6p. 7-8 (1907), ctp. 160.
- KmmxeBHocT

798.
MUTPOBUWR, Ucanje

N3 ,IlocaBkuma‘ / Mcanje Mutposuh // I'on. 22, 6p. 7-8 (1907), ctp. 162.
- KssuxeBHOCT

799.
MUINIJEBUR, Anam

Kora na uzabepem 3a myxa / Anam Munujesuh ; mpesena JoBanka JI. JlontkujeBuhesa //
I'ox. 22, 6p. 1 (1907), cTp. 16-18.

- KisikeBHOCT

800.
MOJIA / C. // Ton. 22, 6p. 10 (1907), ctp. 217-2109.
- Xencko nurame / Mona

801.
MOIJA xema/J // Ton. 22, 6p. 4 (1907), cTp. 74.



- KisikeBHOCT

802.
MY IPA 30Ba / ¢ earaeckor npes. Muniena ['pouh // T'ox. 22, 6p. 5 (1907), ctp. 112-113.
- KssuxeBHOCT

803.
HA tBOj ipexop / J. // T'oxn. 22, 6p. 2 (1907), ctp. 31.
- KibmkeBHOCT

804.
HA noseanu / Byk // T'on. 22, 6p. 7-8 (1907), ctp. 151.
- KibmkeBHOCT

805.
HA cectpunom rpo6y // T'ox. 22, 6p. 10 (1907), cTp. 231.
- KibmkeBHOCT

806.
HAJIA / Byk // Tox. 22, 6p. 12 (1907), ctp. 271.

- KisikeBHOCT

807.
HAJIOITYHBEHO / ¢ Hemaukor Mupa // T'ox. 22, 6p. 7-8 (1907), cTp. 175-179.

- KisikeBHOCT

808.
HAPOJIHU 3natoBe3 y Cpba // T'oxn. 22, 6p. 7-8 (1907), cTp. 155-156.
- Xencko nutame / Pyunu pan

809.
HOBM xwuBot / Ponoswy6 // T'ox. 22, 6p. 5 (1907), ctp. 100.
- KibmxeBHOCT

810.
HBEI'OBA my6aB / Atnera // T'on. 22, 6p. 11 (1907), ctp. 255-256.
- KssuxeBHOCT

811.
BbOJ / Byk // T'on. 22, 6p. 6 (1907), cTp. 128.
- KisixkeBHOCT

812.
O nHe3m u oapkaBamy jenote // I'ox. 22, 6p. 12 (1907), cTp. 288..
- XKencko nutame



813.
OPTAHU3OBAMBE ceockux sxenckux paguonuna // I'ox. 22, 6p. 9 (1907), ctp. 197-198.
- XKencko nutame / Pyunu pajg

814.
OPTAHU3OBAME ceockux sxeHckux paguonuna // I'ox. 22, 6p. 10 (1907), ctp. 224-225
- XKencko nutame / Pyunu pajg

815.

OCBJETHA xomryssa : qorahaj u3 HpHOTOPCKOT )KUBOTA / ca HjeMadyKoT npesena Munuia
Benebur // T'ox. 22, 6p. 2 (1907), cTp. 33-34.
- Kynrypa / EtHorpaduja

816.
[TECHUKOB can / npeseo Xyro ®@umeposuh // T'ox. 22, 6p. 5 (1907), ctp. 104.
- KmmxeBHocT

817.
IIEIIR, JIazap

Y mupucno nsehe / JIazap [lemuh JoBanos // T'ox. 22, 6p. 6 (1907), cTp. 129.
- KsuxeBHOCT

818.
[TEIINR, JIazap

Cpnxuma cu! / Jlazap Ilemmmh Joanos // I'og. 22, 6p. 7-8 (1907), ctp. 154.
- KmmxeBHocT

819.
I[MUTAO cam / Mapusko // T'on. 22, 6p. 4 (1907), ctp. 79.
- KsnkeBHOCT

820.
IIOIIOBUR, [parytun T.

VY cyron / parytun T. ITonoBuh // T'ox. 22, 6p. 9 (1907), cTp. 204-205.
- KssuxeBHOCT

821.
[TOITOBUh, lparytun T.

Kpeuu Tanmuje / Aparyrun T. [Tonosuh // T'ox. 22, 6p. 11 (1907), ctp. 256.
- KmmxeBHoCT

822.
I[IOIIOBUR, [parytun T.

Nzry6swen paj / dparyrun T. Ilonosuh // T'on. 22, 6p. 12 (1907), cTp. 274-275.
- KssuxeBHOCT



823.
[TOIIOBUR, Joso I'.

Kyky! / Joso I'. ITonoBuh // T'ox. 22, 6p. 10 (1907), ctp. 219.
- KsnxeBHOCT

824.
[TOINIOBUNR, Jynka I

Hymwa / Jynka I'. ITonmosuh // Ton. 22, 6p. 1 (1907), ctp. 11-14.
- KibmxeBHOCT

825.
[TOINIOBUR, Jynka I

[lenka : npyrapuiy Janunm Camapuuju / Jynka I'. Ilonosuh // T'oxn. 22, 6p. 3 (1907), ctp.
58-59.

- KisixkeBHOCT

826.
ITOCIJIE xypa / B. K. Jby6ucas // T'on. 22, 6p. 7-8 (1907), cTp. 180-181.

- KisikeBHOCT

827.

ITPBA wu3nox6a sxeHckor pyuHor paga y Hypyry / M. K. M. // Tox. 22, 6p. 7-8 (1907),
ctp. 151-152.
- XKencko nmutame / Pyunu pajg

828.
[TPBU nyt mehy ajeunniom / J. I1. - dyma // Tox. 22, 6p. 10 (1907), ctp. 230-231.
- KmmxeBHocT

829.
ITPE pa3Bona / mpepanuna M. K. M // Ton. 22, 6p. 4 (1907), ctp. 86-89.
- KsnkeBHOCT

830.
IMPOCBETA // Ton. 22, 6p. 1 (1907), ctp. 21.
- ObpazoBame / [lemaroruja

831.
I[MTPOCBETA // Ton. 22, 6p. 3 (1907), cTp. 67-68.
- O6pazoBame / [lemaroruja

832.
I[TPOCBETA //Ton. 22, 6p. 4 (1907), ctp. 92.
- O6pazoBame / [lemaroruja

833.



I[TPOCBETA // Ton. 22, 6p. 5 (1907), ctp. 92.
- O6pazoBame / [lemaroruja

834.
I[MPOCBETA // Ton. 22, 6p. 6 (1907), ctp. 142.
- O6pazoBame / [lemaroruja

835.
I[MTPOCBETA // Ton. 22, 6p. 7-8 (1907), ctp. 189-190.
- O6pazoBame / [lemaroruja

836.
I[MPOCBETA // Ton. 22, 6p. 9 (1907), ctp. 215.
- O6pazoBame / [lemaroruja

837.
ITPOCBETA // Ton. 22, 6p. 10 (1907), cTp. 235.
- O6pazoBame / [lemaroruja

838.
I[MPOCBETA // Ton. 22, 6p. 11 (1907), cTp. 263.
- O6pazoBame / [lemaroruja

839.
IMPOCBETA // Ton. 22, 6p. 12 (1907), cTp. 282-283.
- O6pazoBame / [lemaroruja

840.
[MCUXOJIOT'NJA xenckuma // T'ox. 22, 6p. 3 (1907), cTp. 53-54.
- XKencko nutame / [lcuxonoruja

841.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 22, 6p. 2 (1907), ctp. 37-309.
- XKencko mutame / JKeHCKH OKpeTH

842.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 22, 6p. 3 (1907), ctp. 61-65.
- XKencko nmutame / JKeHCKH TOKpETH

843.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 22, 6p. 4 (1907), ctp. 79-81.
- XKencko mutame / JKeHCKH TOKpETH

844.
PAJI nobporBopHux 3anpyra Cpnkuma // Ton. 22, 6p. 5 (1907), ctp. 105-110.
- XKencko nmutame / JKeHCKH TOKpETH



845.
PAJl no6porBopHux 3anpyra Cpnkuma // I'on
- XKencko nmutame / JKeHcku moKpeTn

846.
PAJl no6porBopHux 3anpyra Cpnkuma // I'on
- XKencko nmutame / JKeHcKH OKpeTH

847.
PAJl no6porBopHux 3anpyra Cpnkuma // I'on
- XKencko nutame / JKeHCKH TOKpETH

848.
PAJl no6porBopHux 3anpyra Cpnkuma // I'on
- XKencko murame / JKeHcku mOKpeTH

849.
PAJl no6porBopHux 3anpyra Cpnkuma // I'on
- XKencko mutame / JKeHcKH OKpeTH

850.
PAJl no6porBopHux 3anpyra Cpnkuma // I'on
- XKencko nmutame / JKeHckn mOKpeTH

851.

.22, 6p. 6 (1907), ctp. 132-136

.22, 6p. 7-8 (1907), ctp. 169-171.

.22, 6p. 9 (1907), ctp. 202—203.

.22, 6p. 10 (1907), cTp. 228.

.22, 6p. 11 (1907), cTp. 253-255.

.22, 6p. 12 (1907), c1p. 271-272.

PAJl n nayka // T'ox. 22, 6p. 1 (1907), cTp. 1-3.

- XKencko nutame / Pyanu pajg

852.
PAJJOCABJBLEBURN, Ilaja P.

[IpoyuaBame haka / [1aja P. PamocaBsseBuh // T'ox. 22, 6p. 11 (1907), ctp. 249-253.

- [leparoruja

853.
PAZJIOCABJBEBUN, Ilaja P.

[IpoyuaBame haka / I1aja P. PanocassbeBuh // I'ox. 22, 6p. 12 (1907), ctp. 266-270.

- [lenaroruja

854.
PAZIOCHA Bect // T'on. 22, 6p. 2 (1907), cTp.
- XKencko murame / O6pazoBame

855.
PA3HO // Ton. 22, 6p. 1 (1907), ctp. 21.
- Bectn

25-26.



856.
PA3HO // Ton. 22, 6p. 2 (1907), ctp. 45.
- Bectn

857.
PA3HO // Ton. 22, 6p. 3 (1907), ctp. 68.
- Bectn

858.
PA3HO // Ton. 22, 6p. 4 (1907), ctp. 92-93.
- Bectn

859.
PA3HO // Ton. 22, 6p. 5 (1907), ctp. 117-118.
- Bectn

860.
PA3HO // Ton. 22, 6p. 6 (1907), ctp. 143.
- Bectn

861.
PA3HO // Ton. 22, 6p. 10 (1907), ctp. 235.
- Bectn

862.
PA3HO // Ton. 22, 6p. 11 (1907), cTp. 263-264.
- Bectn

863.
PAKWh, Muxaunio
[Tonoxaj >KeHCKHIbE y cTapoM 3aBeTy / o1 o Muxauna Pakuha // Tox. 22, 6p. 11 (1907),
cTp. 245-248.
- JKeHcko nutame

864.
PAIINTRQ, Bojucnas

Janm, janu / buocnas // T'ox. 22, 6p. 2 (1907), cTp. 27.
- KsuxeBHOCT

865.
PAIINR, Bojucnas

Jex / buocnag // T'ox. 22, 6p. 4 (1907), ctp. 76.
- KibmkeBHOCT

866.



PAIINTRQ, Bojucnas
VY cnomenunty / buocas // T'ox. 22, 6p. 7-8 (1907), ctp. 167.
- KssuxeBHOCT

867.
PODBEH-nan / Atnera // Ton. 22, 6p. 7-8 (1907), ctp. 155.
- KibmxeBHOCT

868.
PYCKE xene // T'on. 22, 6p. 4 (1907), cTp. 74-75.
- XKeHcku nokperu

869.
PYCKE xene / Mumuna // T'ox. 22, 6p. 5 (1907), ctp. 100-102.
- XKeHcku nokperu

870.
CBUJIAPCTBO y 1906. roa. /J. XK. // Ton. 22, 6p. 5 (1907), ctp. 97-100.
- Kynrypa

871.
CPEJAHOBUR, O.

3a emancunanujy Cprkuma / @. Cpenanosuh // I'og. 22, 6p. 10 (1907), ctp. 220-221.
- XKencko mutame / O6pa3oBame

872.
CPIIKUBO / Mapwuja // Ton. 22, 6p. 3 (1907), ctp. 51.
- KismxeBHOCT

873.
CPIICKO neBojauko koo y Combopy // T'oa. 22, 6p. 11 (1907), ctp. 241-243.
- XKencko nutame /JKeHCKH TOKpEeTH

874.
CTOJAUUR, K.
Hpna wvoh / K. Crojaunh // T'ox. 22, 6p. 12 (1907), ctp. 272-274.

- KisixkeBHOCT

875.
CTOJKOBWH, [u. II.

Tuue / {u. I1. Ctojkosuh // T'ox. 22, 6p. 7-8 (1907), ctp. 156.
- KibmxeBHOCT

876.
CTOJIIWR, Jumutpuje I1.
[Tyt / Jum. [dumutpuje] I1. Crojumh // Toa. 22, 6p. 3 (1907), ctp. 54-55.



- KisikeBHOCT

877.
CTOJIIWh, Jumutpuje I1.

[Mpusnamwe / Jumutpuje I1. Crojumh // T'og. 22, 6p. 7-8 (1907), ctp. 148.
- KmmxeBHocT

878.
CTOJIIUR, Jumutpuje I1.

Cunosu Hohu / [Ilumutpuje I1. Crojmmh // T'ox. 22, 6p. 7-8 (1907), ctp. 169.
- Kssu>xeBHOCT

879.
CTOJIIWh, Aumutpuje I1.

Hoh je / Aumutpuje I1. Crojumuh // Tox. 22, 6p. 10 (1907), ctp. 226.
- KnkeBHOCT

880.
CTOJIIWR, Jumutpuje I1.

Beue na [lynaBy / Jumutpuje I1. Crojmuh // T'oa. 22, 6p. 11 (1907), cTp. 245.
- KssuxeBHOCT

881.
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Kao na nuemem ymecTo a1a xogam

Pasrosop ca Cudesian ®@opecrep Boania bubana /lojunnosuh

Ha ¢ororpadujama: Cubenan ®opectep

Komnax u3paauna: Josana Mutposuh

Cubemnan ®opectep je mpodecopka nHa Konenry Coptmop y IleHcmnBanuju, rHe
npeaaje PyCcKH je3WK W KEbMKEBHOCT, U TO MPBEHCTBEHO pPycKy moe3ujy 20. Beka U pycKy
KEHCKY KIbH)KEBHOCT, Ka0 M XPBATCKY U CPIICKY KEbIKEBHOCT. KibMkKeBHUM IIpeBohemem OaBu
C€ TECOPHjCKHU U TIPAKTUYHO: TIPEBEJIa j€ IECET KHhHUTa U BEJIMKU Opoj mecama u npuda. M3mely
ocrajor, mpesena je poman Muuie Muhuh Jlumoscke,® kao um neo pomana Anejpon
Mupossy6a Tonoposuha.? FheH HajHOBHjH NpeBOA jecTe oOMMaH H360p U3 moe3nje Mapuije

KuexeBuh, 06jaBibeH Kao ABOjE3UYHO U3AAME MO HACIOBOM T exHuKa oucarsa.

Heoasno cu yuecmeosana na Melhynapoonom kruosicegnom cycpemy y Kpynapu, kao u
Ha HEKOIUKO KrudcesHux oozahaja y beocpady. Qume me mo npuenraue Cpbuja, rwen jesux u

reHa Kyimypa?

[To3uB na yuecTByjeM Ha KEH)KEBHOM CKYITY TOJICTaKao Me je J1a TyTyjeM MPBU YT OJ1
KaKo je 1moyvesia naHjaeMuja u Ja nposeneM Heko Bpeme y HoBom Cany u beorpany, rpagoBuma
Koje cam mocieamu myT moceTwina 2018, romune. Y CpOuju uMaM AWBHE MpHjaTesbe —
naMeTHe, 3aHUMJBHBE U Jby0a3He — a yBEK UMa M HOBHX WHTCPECAHTHUX KEHHTA U 3aHUMIbUBUX

HOBHX ayTOpa, HOBUX OapeM 3a MeHe.



Tsoj najrosuju npeoo ca cpnckoe jecme seauxu uzoop us noezuje Mapuje Knecesuh,
Hacnosmen Texuuka aucamwa. Kmuey je npowne 2o00umne objasuo nosnamu uzoaeay 3eup

npec. [lIma me je npubausxcuno noesuju Mapuje Kneocesuh?

Ypennuk 3epup npeca me je 2017. roauHe mMo3Bao Aa HaljeM CPIICKOT MECHUKA WIIH
NEeCHUKHUBY (ynpaBo cy Owin o6jaBunu noe3njy Ane Pucrosuh y nmpeBony CrtuBena u Maje
Teped), na cam Tparana 1o KmIxapaMa, a IIOTOM MUTaa CBOjY MPHjaTeJbUILy U KOJETHHHILY
Ceernany Tomuh na mu nipemioxu Hekora. Mapuja KaexxeBuh je Ouna Ha BpXy HBEHE JIHCTE.
Onpga cmo CBeTiiaHa | ja monuie Ha Oypek, U Ha TOM YTy I0jaBUjia ¢ — KO IPYyTy HEero Oarr
Mapuja Kunexxesuh! Tako cMmo ce yro3Hale, KpaTKo opa3roBapaie 1 OHa ce HaYelTHO CIIOXKHIIA
7la MU JI03BOJIU J1a TIPEBE/IEM HEKOJIMKO Mecama.

Jlok cam ny0sbe 3alla3miia y YHTame HEHE TMO0e3Uje MOTOAWIEC CYy ME O30MJBHOCT H
CIIO’)KEHOCT, a OJYIIEBWJIA XyMOp M TIOTIIYHO BIIaJamkbe jJe3MKOM — M 3BYKOM H OOTaTCTBOM
3Ha4Yewma. MHOTO je Jlakile MPEeBEeCTH Jiela Koja TH ce J0MNaaajy; ako YHMHE OHO IITO Ou mu
xKenena 1a Moskelr ¢ peunma. OHa je cryaupana y CAJl ¥ \eH eHITIECKH je TOJIMKO 100ap na
O oJIMax MPUMETHJIA U HajMamky HETPEIU3HOCT Y MOJUM MPBHUM Bep3Hjama, IIITO 3HAYHU 1A j€

Y IPAKTUYHU aCMeKT OBOT MPOjeKTa TeKao JIaKo.

Kako 6u onucana npoyec npeeohera? Kaxo ea onucyjew ceojum cmyoenmuma, Ha

npumep?

[ToHekan dyjenn peyeHUIly WK Map Peud W MPEeBOJ TU caM uckpcHe. To Mopa OuTH
HAYMH Ha KOjU pajie CHMYJITaHU MPEBOAMOIM — Ty BEMITUHY He 3HaM. OOWYHO, Yak M aKo
BOJIUM TE€KCT U MUCJIMM Jla OMX MOTJIa JIeNo Jia Ta MpeBeieM, MOpaM IPBO J1a Ta Pa3iokKUM Ha
JIEJIOBE U JIa Y TIPBU HAIPT YHEeceM cBe cHHOHMME. To je (ha3a koja criopo uje; Kaja caM paauia
NPBH HALPT NpeBoaa Mperne Hucam Moria aa odpanum Buiie ox 10 1o 12 crpaHuna JHEBHO.
Kana cam cBoje u3Bope 3aMOJuIIa J]a MU IOMOTHY Ca OHUM IITO MU HH PEYHUIIA HU HHTEPHET
HUCY pa3jacHWIM, Bpahana OuX ce U Kperajga MHOTO Opike, Oupajyhu peuu aemom u ¢ 003upoM
Ha puTaM je3uka. OBa (pa3za MOXke 3aXTeBaTH HEKOJMKO IPOJia3aKa, HAPOUUTO aKo je ped O
MOE3HjH.

3HaM Ja TOjeIMHU TMPEBOJIUONM pajie TaKo INTO JTOBEAY JO CaBPIICHCTBA CBaKy
pEUYCHUITY U OHJIa Tpesiaze Ha cienehy! A, ja moJcTUYeM CTYICHTE /1a CBOj 3a/1aTakK 3arouHy

,OYIIOXKEpOM™, Kao MITO M caMa YMHUM, M JIa OHJIAa pajie ca TEeKCTOM u3Mmely pemoBa koju



OMHCYjeMO Kao ,,u3ryoseeH y mpeBoay”. Kama ymopenum mpBu TpyOW HaAlpT ¢ KaCHUJUM
Bep3ujama, MOTY Jia OIICHUM CTYACHTE KOjU MPEBOJIE C Je3MKa KOje HE TOBOPUM — C aparckor,
KMHECKOT, KOPEjCKOT, MalajcKor. AKO TMOYHY Ha Taj HA4MH, TO MM IOMaXe J1a CTEKHY
COIICTBEHO MPAaKTUYHO MCKYCTBO. [logcTHdeM nx He camMo J1a MOTpaXke Jby/Ie KOjU 3HajJy Je3UK
U KYJITYpPY C KOjUX TPEBOJIC, @ TO MOTY OUTH W HUXOBHU CTapHju pohamu, Beh u na mokaxy
CBOj€ KaCHH]e Bep3Hje MpeBo/ia MpujaTesbuMa KOjUu He 3Ha]y OPUTHHAIHU jE€3UK J1a O UM PEKITH

HMa Jii IpeBOa CMUCJIA 3a YUTAOIIC.

3awmo cu uzabpana oa npeeedew pomarn Mpena Muruye Muhuh /Jumoecke a ne

[Tocnenmwe 3anoce MCC o kojuma cu ¢ ousmwerwem nucana?

Ax, xaga cam nipounTtana [locriedrmwe 3anoce (3a MEHE je TO OWIa TeIKa KEbHUra: Hucam
MO3HABAJIa Ta] MEPHOJI, HETOB PEUYHMK HHU MpoOJieMe), HapaBHO Ja caM IOXenena Ja je
MpeBeIeM TaKo Jia OMX MOTJIa Ja je MOACIUM ¢ OHUMA KOJH 3Hajy camMo €HIJIeCKU. MuciuM aa
je To OpuJbaHTHA KIbUTA: TOBOPHJIA CaM O 0] Ha jeHOj KOH(EpEeHLHUjU U Mociana TeKCT
Munuium 1a BUIU Ja caM ce 3aucTa 6aBuiia THM poMaHoMm. Mopa OuTH 1a joj ce Jomalia Moja
WHTEpIpeTaIyja, jep je yaecuia Ja je Ha CPIICKU mpeBene u3y3erHa Jparuma Pamanancku u
na Oyne oOjaBibeHa y Jlemonucy Mamuye cpncke. Vnak, Ouna cam CHUTypHa Ja aMEpUYKU
YUTAOIM HE OU pa3yMeNu poOMaH U a He 01 MMaji BpeMeHa J1a IpoJjia3e KPo3 BEroBe eIeMEHTe
KOJU Cy UM HETIO3HATH.

Mpena, ¢ npyre cTpaHe, Hyld YUTAaoOIlIMa MHOTO Ha4nHa 1a yhy y paamy. [Ipobiem
jaza mel)y reneparjama je Mo3HAT CBUM JPYIITBUMA, a HajMiahu JIMKOBH Y POMaHY 4YE€CTO
ynyhyjy Ha amepuuky (1 OpUTaHCKY) KyJITypy — HOIyJapHy MY3UKY, KEbH)KEBHOCT, U Takohe
Ha jeTHOCTaBHE U Mo3HaTe (ppase Ha eHriaeckoM. Hucam 3Hama, kaga caMm mounmbana Ja pagum
Ha OBOM poMaHy yOp30 momTo je o00jaBibeH, Ja he mpuByhM Tako MHOTO HETaTUBHE H
MPUCTPACHE KPUTHKE. MOjH Cy CTYICHTH Y)KUBAJIX JIOK Cy Ta YATAIM U OTKPHIIU Cy Y HEMY

MHOT'O CTBapH O KOjUMa Cy IUCKYTOBAJIH.

V jeonom unmepsjyy na unmepuemy pexia cu 0a cu Ha nPeoj 200UHU cmyouja novena
0a yuuw pycku u3z yucme 3abase. Kaxo ce 0ocoouno da cu nouena oa yuuui Xp8amcku u

cpneku?

Kama cam ymmcama mnocTaviuioMcke CTyadje Ha YHuBep3uTeTy HWMuHawjana vy

brniymunrTOHY, peueHo Ham je 1a Tpebda ga yaumo ,,Apyru ciaoBeHckH je3uk’. [Ipuaes ,,apyru‘



MIPUJIMYHO j€ PEYHT, TToIpa3yMeBa fa he TH je3uIu yBeK OUTH CEKYHIApHU y OJTHOCY Ha PYCKH.
VY ToM TpeHyTKy je u360p 6mo Moryh m3mel)y 4emkor, moJbCKOT M OHOT IITO Cy Tajla 3BaJIH
cprickoxpBarcku. [loctaumnomim cy Takolhe Moriu Ja nzabepy caBpeMeHe HCTOYHOEBPOIICKE
je3UKe KOjU HUCY CIIOBEHCKH — €CTOHCKH, Mal)apCKH, JIETOHCKHU, JIMTBAHCKH — WJIH, MHUCIIHM,
[IEHTPATHOA3HM]CKE je3UKe — MO3HaBajga caM EHY Koja je y3ena y30€uku, ajli MUCIIUM J1a Ta
KacHHje HUje KOPUCTUIIA Y CBOM pPajy.

He 3naMm 3ammro cam ce ofTyumiia 3a CpIiCKOXpBaTCKH, MOJK/A 3aTO LITO HUKAaJa HUCAM
qyJa Taj Ha3MB, aJli CaM CBaKako MMaia myHo cpehe: Hamra HacTaBHUIA je Ouna DyndpajToBa
ctunenaucTkuma Paga bopuh, unja je Mucuja na unam ayaa mmpom cBerta. [lyHa eHepruje u
OJiMcTaBe MHTEJIUTEHIIM]E, OHA je (haHTacTHYHA MpodecopKa je3uKa, U CBU CMO j€ BOJICIIH.

[TomTo cam yumia pycKH, OCeTWJa caM INOMEpame Harjacka y MO3HATUM peyrMa
(0O6MYHO jemaH CJIOT paHUje HETO y PYCKOM) Kao M BEJIMKY OTBOPEHOCT y 3BYYamy BOKaja Kao
MY3HWUYKH Mpeodpaxaj, Kao Ja TUIeleM yMecTo Aa xoaaM. Tako aa Hucy camo Paga Bopuh a
notoMm U nipodecop Xenpu Kymep Ownmm HeomossuBu. buna cam ouapaHa J€moToM je3uka u
KeJlena Ja ra 04yBaM y JKMBOTY 3a ce0e mopen pyckor (Koju je Takohe Jjier, HapaBHO, alu

HEKaKo BHIIE CUB, HJIM MOXJa cefedact 1o cBojoj 00ju).

a nu cy cmyoenmu y Amepuyu 3aunmepecosanu 3a pycKu je3ux u Kyamypy?

CTyneHTH Cy CBakakO 3aMHTEPECOBAHU 3a PYCKH jE€3UK U KYATYpPY, IpeMJia MHOTHU
0JIyCTajy OJ1 CTyIMpama PYCKOT jep OBaj Je3UK UMa PEITyTallrjy 11a je ,,Texak  (kaxem um, ,,/la,
1 kajaa Bam Oynyhu med Buau pycku Ha BaimieM pe3umey 3Hahe Ja ce He TJIAlINTe HallOPHOT
pana.”“) OTkpuBaMo Ja y pyckoM, Kao U y MHOTHM JIPYT'HM aKaJIeMCKUM JUCIUIUTMHAaMA, Tpeda
J1a TIPEICTaBUMO KYJATYPY ¥ KEbM)KEBHOCT Ha HAYMHE KOjU YWHE OYHTJICIHUM FHUXOBY IIHPY
BaYKHOCT: BE3y Ca UCTOPUJOM, WJIH Ja MpeICTaBUMO IpobdiieMe ouyBama okojauHe. CTyneHTH
MMOJIMTHYKUX HayKa CHTYPHO CXBaTajy Ja Mopajy Ja mo3Hajy Pycwjy. A mojenuHu ayTopu —
Hapo4yuTo JlOCTOJEBCKM — JOBOJGHO Cy MO3HATH Ja MPHUBYKY CTylAeHTe ¢uno3zoduje,
NICUXOJIOTHjE WJIM peNuTHje 3ajeHO ca JbyOHuTesbuMa KiIbMKeBHOCTH. Benmmku Opoj Hammx
CTyJeHaTa CyCpeTHE ce€ ¢ MOHeYHM 0] J{OCTOJeBCKOI y Cpell0j LIKOJIM, TaKo Ja Cy Ha

(hakynTeTy CIpeMHH J1a Ta MPOoAyO0bEHU]E YNTA]Y.

O xojum pyckum aymopkama npeoajeui?



O pa3nuuuTUM MUCIMMAa Ha pa3aIuduTHM KypceBuMa. Ha xkypcy o sbyOaBu u cekcy (!)
gyutamo ycnomeHe Hanexne Jlypose-Anekcanapose, nmoe3ujy Karapune Ilasnose, EBnokuje
Pocromuune, Coduje [Tapuok u Mapune L{Berajese, 1 npo3y Jynuje Boznecencke u Jbynmuie
Viunke. Ha xypcy O OKONMHH, NPUPOAM W HMHAYCTPHUjU, YUTaMO Bo3HeceHCKy, omeT, u
Ceetrnmany AnekcujeBnd. Ha kypcy o pyckum 6ajkama Mapuny llBetajeBy, Huny Canyp u
Tatjany TomcToj; Ha Pyckoj u HCTOUHOEBPOIICKOj HayuHO] danTacTuim — Onry JlapuoHoBy u

Hanujy TpyckuHOBCKa]y.

,ZZa JaUu cu umaia cmy()enme CPNCKOZ Uiu xpeamckKkoe mokKom nocneorux nem 200una?

IlIma 6u pexna y ée3u ca oyoyhnowthy ,, manux*‘ jesuxa y amepuuxoj akaoemuju?

He ycneBam na pemoBHO MOHYIMM KypceBe je3uka (Maza Cy Of MEHE jeJHOM TO
TPaXXKWJIH J1a YIMHHUM Kao ,,yCMEPEHO UYnTame ), ajli Kajia Ha MPBOj TOJWHU JPKUM CEMHHAp O
HMCTOYHOEBPOIICKO] TMpPO3M MOTy Ja C€ CHaXHO OCJIOHMM Ha CBOje IIO3HaBame
JY’)KHOCJIOBEHCKHX THcara. Y 3aBUCHOCTH O] TOra ITa je 00jaBheHo (aBaj!), Morim cMo Ja
yutamo MBy Annpuha, Memy Cenumosuha, Upeny Bpxipan, lanuna Kuma, /[yOpaBky
VYrpemnh u Munuity Muhuh J{lumoBcky.

Kana je peu o 6ynyhHocTtu ,,manux" jesuka — TeImiko je 3HaTu. Bepyjem na cy cBakoj
3eMJbM TIOTPEOHHM CTPYYHAIM Yy CKOpO ceakom MoryheMm Iojby, a Hamie o0Opa3oBHE
MHCTUTYLIMje MOTY Ja TOHYyJe NpBH KOpaK Ka 3HaWky C THM 3axTeBHUMa 3a ,,Jpyru‘
JYKHOCIIOBEHCKH Je3WK M ciuuyHO. [Ipummermna cam, mehyTtum, 1a cy CKOpO CBH MIaau
CTpYYHaIld 32 JY)KHOCJIIOBEHCKE j€3MKE Ha BEJIIMKHUM YHUBEP3UTETHMa KOJU MMa]y 3HayajHe
CIIaBUCTHYKE KaTelpe u3 OuBIIe Jyrociasuje, MM Cy 0aTiIe eMUTPUPAIIN Ka0 MIIAJIH.

VY couujaucTHYKOM Nepuojy OWIIO je MHOTO BuIle INpeBohema Mely jesurmma
ucroune EBporne. Cana, mTo je 4yHo, U3riieaa Kao Ja Cy €HIJIECKU WM HEMa4yKHu MOCPETHUIU
n3Mel)y pa3MuuTHX je3WKa, YaK M aKo IOCTOje CjajHH NPEBOJUOIM KOjU MOTY Ja paje
JTMPEKTHO ca CPIICKOT Ha MOJbCKH, Kao, Ha mpumep, JoBanka Jlopora hupmuh.

CBe 10K IOCTOj€ AMBHU MUCLHU, My3U4apH, (GUIMCKH ayTOpU U TAaKO J1aJbe, U HajMambu
JE€3UK MOKE€ MMaTH CBOJy YJIOTY Ha CBETCKO] ciieHu. Hamam ce ma Bimamge Kojux ce TO Thye

00e36ehyjy puHaHCHpame npeBoia U Aajy MOAPIIKY YMETHOCTH M YMETHUIIMMA KO Kyhe.

Krouoicesno eeue noceeheno meojoj noezuju oopacaro je y beoepaoy y ageycmy. To je
ouno ceojespcro omkpuhe, cyoehu no peakyujama Ha unmepremy. Y kojoj mepu je mo wimo

npeoajewt u ucmpaxcyjeut pycky noezujy 20. éexa ymuyanio Ha meojy noezujy?



[IpBa cTBap K0jy je pycka moe3rja YIMHIIA 32 MEHE (HApOUUTO BEIIMKHA MOJICPHUCTH —
L{BeTajeBa 1 ManzespiTaM) Ouiia je a MU MOKaXy Jla HICAM JIOBOJFHO 030MJbHA J1a OyaeM Ta
BpCTa IMECHHKA, la CaM CE€ OKPEHYJa MOCTIUIUIOMCKHM CTyAHjaMa U aKaJeMCKOM XHBOTY,
mucnehn na hy mucaru y croboano Bpeme. (Xa — y3BUKY]Y YHHBEP3UTETCKH mpodecopu!)
MucnuMm ga Me je 0aBJbeHE PYCKOM IOE€3HjOM, Ka0 M XPBAaTCKOM M CPIICKOM, YYHUHUJIO
OCETJHMBH]OM Ha €TUMOJIOTH]Y y je3UKy, 300r OOraTcTBa HauWHA Ha KOjJU C€ y CIOBEHCKUM
jesunmma gopmupa ped, Kao M Ha 3BYK U putam noesuje. CBaku myT Kajia pajiuM Ha MPEBOTY
Mmoe3uje, TO TOJCTaKHE MOjJy KPEaTHBHOCT, a M UYWTalke HAYYHUX pagoBa MOXe OWUTH

HUHCIIUPATHUBHO.

YV 36upyu TlonoBua cynbuna u3 2016. nouecpasawi ce 3HAYERUMA CBAKOOHEBHO2
AHCUBOMA U3BEOCHUM U3 ,, NOJ0BHO2 “ — 00 00elie 0o wybasu. Hacnosna necma ce maxohe basu
U coyujanHom Henpasoom. /la iu ce cradicews ¢ mum 0a, kada ce nuwie nonazehu c nexe ,,mane*
mauyke, UNAK MOXCeMO 0 CMUSHeMO 00 c8e2a WMo je Ha 080M c8emy 8adicHo? Mnu muciuw
0a necHUK ulu NeCHUKUrba mpeba oa noly oo ,,3Hauajuujux numarea‘“ axo sicene oa 208ope o

NOIUMUYKUM, OPYULIMEEHUM, UCTNOPUjCKUM npobaemuma?

VY CONCTBEeHNM MOKYIIajuMa Jia MUIIeM O 030MJBbHUM APYIITBEHUM MUTAKHUMA BUIUM
1a MU TO 00Jb€ UE aKO MOYHEM O] MAIMX CTBAPH, M MOXKIA C€ TO OAHOCH Ha JKEHCKO MUCAe
y Hauelry: 4ecTo CMO MU Te 3a MMBahoM MamImHOM, WM CyI0TEepPOM, HIIM YUCTUMO HajMamby
(HajjedTrHM]y) puOy ¢ TTHjare 1a OUCMO je UCTIPIKUIIE 3a TOPOIUILY — TpeHyTak Koju [[BeTajeBa
omucyje y jeqHom nucMmy. [Tokymrana cam 1a MUIeM o BETUKUM CTBapuMa — O0XkKe, KaKBE CBE
Benuke ctBapu nocroje y CAJl o kojuma Tpeba mucaTé — ajii OOMYHO MU HE HJIE Of] pyKe aKo

TO YMHHUM C HAMCPOM.

Cesojy noesujy u npesooe objasmwyjews na unmepuemy. I oouna 2020. oonenra nam je
u3a3086 onnaju npeoasarba. Cee suuie u suuie npeaasumo y oueumanny cepy. Lllma je y mome
000po a wma He 6aw MOAUKO 00OPO U3 MBoe yeia npogecopke, ¢ jeone, U NeCHUKUrbe U

npesooumesvke, ¢ Opyee cmpaue?

ITpBu BebcajT cam HaunHuia 1995. wim 1996, mTo je npuinyHO paHo 3a mpodecopa
KOjH ce He 0aBu KoMItjyrepuMa. briio Mu je y30yIJbHBO /1a c€ MOBE3yjeM ca JbyJuMa KOju Cy

nanexo. Bemmka je pamoct Hahu cajT kao mro je Kmuoicencmso, ca CBUM CjajHAM



uHbopManMjaMa W BPEIHUM HaydyHHMM TEKCTOBMMAa Ha HMHTEpHETy. Bommma cam mpeko
CJIEKTPOHCKE TMOINTE Pa3rOBOpPE KOjU Cy MH OMIIM HM3Y3€THO BaXHM M HMMajla IOHEKa[
3aJJ0BOJBCTBO J1a IIOBEXEM JbY/IE KOjH je Tpebaso /1a ce M03Hajy U J1a y3ajaMHO 3Hajy IIITa paje
alli HUCY paHuje OTKpWiM jeaHu apyre. CBakM HOBM HA4YMH CTBapama JbYJICKUX U
WHTENEKTYATHUX Be3a JparolieH je. [loctoje omnyHu OHJajH TOSTCKU YacOIMHUCH, YaCOITUCH
MIPEBOJIHE KEHLIDKEBHOCTH, HAYYHU M KYATYPHH YaCOIUCH, jeTHO OTPOMHO 0JIaro TEKCTOBAa KOjU
Cy NMPECKOYMIIN yoOHrUajeHe Mpenpeke a Aa He 3aXTeBajy Belnka (PMHAaHCHjCKa yJarama — cCaMmo
ylarama y BUAy BpeMeHa U JbyOaBH.

Hajmpe cam 06jaBuiia HEKOJIMKO TIPEBOJIa XPBATCKE MPO3€ U TIOE3Hje, a OHO IIITO ME j€
MIPBO YBYKJIO Y CPIICKY KYJTYPY, KOjy caM rocehuBasa ajau y ’0j HUCaM ocTajalia, 01o je uMej
on [parume Pamanancku, koja Me je Hanuia Tpaxkehu cTpyumaka 3a L{BerajeBy nga Hamuiie
IPEAroBop 3a meH npeBoi. [lopyke cy noBene 10 cycpera yKHBO U J0 AMBHOT pa3roBopa.
3ajeTHIYKN paj] Ha MMPOjeKTUMA M HAIY JbYICKA KOHTAKTH MPEKO TUTUTATHIX KOMYHHKAIIH]ja
Cy Tako noOpa cTBap, Maja Cy HEKHM OJ pe3yirata eheMepHHjH HEro MUcMa HCIHCcaHa
MacTHJIOM Ha Manupy.

CBakako Ja HUCaM IpBa ocoba Koja oceha orpaHuuema OHJIAjH KOMYHHKAIHje —
MoryhHoct na ce umejin uan CMC nopyka HanricaHa Ha Op3uHY MTOTPEITHO pa3yMe]y, WIIH Yak
u MoryhHoCT na Miahu caroBOpHUK HU HE TIpoBepaBa Meji penoBHO. CKajm U 3yM 3aBHCE O]1
KBaJIUTETAa TEXHUYKE Be3e, Maja cy 300r BU3yenHe HMH(popMaiuje 605bM U Mambe U3a3UBajy
AHKCHO3HOCT KOJI CarOBOPHUKA KOME je3UK KOHBEp3allfje HHje MaTepwmby Hero Mel)yHapoHu
tenedoHckH mo3uB. [IpenaBama OHIAjH Cy TPUIMYHO ACTIPECUBHA: HE CaMO 3aTO IITO ce TYOu
CIIOHTAHOCT (CTYIEHTH He jkeJie Ja hackajy mpe Hero ImTo 4ac Mo4He, jep OM X CBH UYIIH,
OCHM aKO TO HE YHMHE NMPHUBATHO, IITO (PYHKIIMOHUIIE caMO ako Beh mo3Hajerr 0coly ¢ K0joM
pasroBapaiil), Hero je Ty U OHO CTpalIHo OecKpajHo ceneme. Hucam panuje cxparana KOJIMKO
X0JIaM JIOK TIpe/iajeM, WM YCTajeM Ja MHIIeM Ha TaOJi, JOK c€ HHCaM Halula 3apo0JheHa y

CTOJIMIIH Ca JaTONOM y KPUITY.

LIma cy mu nnanosu 3a HapeoHux 200uny-0ee? Mma nu mely rwuma nexoe usnenahersa

3a cpncky kyamypy? Heka kopecnondenyuja ¢ Heno3Hamum nooayuma uiu HeKu Ho8u npegoo?

JluBHO mHTame u 100pa uiaeja Ja 3a0KPYKMMO pPa3roBOp MorieaoM y OyayhHOCT.
[Touena cam na mpeBOIUM jenHy (pacuMHAHTHY pYCKY NecHUKHBY, Eneny Muxauimk, koja
npeaaje y AycTpalivju — 9YUMe MOJBJIAYMM KaKO JUTHTAIHA KOMYHHUKAIlMja OJIaKIlaBa paj C

HEKUM Ha Jpyroj cTpaHu 3emibuHe kyrie. [Ipunukom oBe mocere beorpany ckymuiia cam



noBehy Xpmny MECHUYKUX KEHUTa Koje hy 4uTaTh ca 3aHMMameM M 3aJ0BOJHCTBOM M Koje he
CUTYpHO OWTH TyHE MHCIHUpanuje. A Ko 3Ha KakBa he guBHaA mopyka ctuhu cyTpa, C HEKUM

BCINKHUM HO,Z[CTI/II_[ajeM HJIM IPOBOKAaTUBHUM mUuTameM?

[IpeBena c earneckor busbana JlojunHoBrh

! O6jauna nnardopma CreateSpace Independent Publishing Platform in 2016.

2 Miroljub Todorovi¢, Excerpt from the verbal-visual novel, Apeiron, from Serbian (Moscow:
Mycelium samizdat publishers, 2013) https://www.scribd.com/document/124376884/Miroljub-
Todorovi¢-Apeiron (mpuctymbeno 2. 11. 2021).
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Like Waltzing Instead of Walking

Interview with Sibelan Forrester, conducted by Biljana Dojc¢inovié¢
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Collage by Jovana Mitrovi¢

Sibelan Forrester is the Susan W. Lippincott Professor of Modern and Classical
Languages and Russian at Swarthmore College in Swarthmore, Pennsylvania. Her teaching
focus is on the Russian Language and Literature, primarily on the 20th Century Russian Poetry
and Russian Women Writers, and also on the Croatian and the Serbian Literature and literary
translation, both in theory and practice. Forrester has translated ten books and a great number
of poems and stories. Among these are Milica Mi¢i¢ Dimovska’s novel The Cataract,! and a
fragment of the novel Apeiron by Miroljub Todorovié.? Most recently, Forrester translated a
substantial selection of Marija Knezevi¢'s poetry entitled Breathing Technique (bilingual

publication).

You have recently taken part in the International Literary Gathering in Krupara, and
in a number of literary events in Belgrade. What keeps you attracted to and in touch with

Serbia, its language and culture?

The invitation to attend the Literary Gathering inspired me to travel for the first time
since the pandemic began, and to add time in Novi Sad and Belgrade, where | last visited in



2018. 1 have wonderful friends in Serbia—smart, interesting, and kind—and there are always

interesting new books, and interesting new writers, or at least new to me.

Your most recent translation from Serbian is a large selection of poems by Marija
Knezevi¢, entitled Breathing Technique, published by the prominent Zephyr Press in 2020.
What brought you close to Marija Knezevié’s poetry?

In 2017 1 was invited by the editor at Zephyr to find a Serbian poet I liked (they had
just published a book of translations by Steven Teref and Maja Teref of Ana Ristovi¢’s poetry),
so | went around the bookstores and then asked my friend and colleague Svetlana Tomi¢ for
suggestions. Marija Knezevi¢ was at the top of her list. Then Svetlana and | went out for burek,
and as we were walking, who should appear, coming in the other direction, but Marija Knezevié¢
herself! So | met her, we spoke briefly, and she agreed in principle to let me make some
translations.

Once | started reading in depth, | was struck by the seriousness and complexity of her
poetry, but also delighted by the humor and by her absolute mastery of the language—»both its
sounds and its etymological richness. 1t’s much easier to translate someone if you like what
they do; if they do what you wish you could do with words. She studied in the U.S., and her
English is so good that she could quickly catch any misunderstandings in my first drafts,
meaning that the practical aspects of the project went easily too.

How would you describe the process of translation? How do you describe it to your

students, for instance?

Sometimes you hear a sentence or a few words and the translation just pops into your
mind. That must be how simultaneous interpreters do it (I don’t have that skill). Usually, even
if I love a text and feel that | will be able to do it justice, | have to break it down into pieces,
include all the synonyms in my rough draft. That stage moves very slowly; when | was first
drafting Mrena (The Cataract) | couldn’t do more than 10 or 12 pages a day. When I’ve asked
my sources to help with things the dictionaries and the internet didn’t supply, | go back and
move much more quickly, making choices among the options partly for the rhythm of the

language. That stage can require several passes, especially for poetry.



I know that some translators work by making each line or each sentence perfect and
then moving on to the next one! But | encourage my students to start their work by
“bulldozing”, as | do, and then working with the interlinear text that we would describe as “lost
in translation.” When | compare the rough first draft with subsequent stages, | can grade a
student who’s working with a language | don’t know—Arabic, Chinese, Korean, Malay.
Starting that way helps them develop their own practice. | encourage them not only to seek out
people who know the language and culture they are working from, which can be their own
older relatives, but also to show their advanced drafts to friends who don’t know that original

language, who can tell them whether the translation works for a reader.

Why did you choose to translate Milica Mi¢i¢ Dimovska’s novel The Cataract and not
The Last Fascinations of MSS, which you wrote about with admiration?

Ah, when | read The Last Fascinations (a hard book for me: I was not familiar with that
period, its vocabulary and its issues), of course | wanted to translate it so | could share it with
other people who only know English. I think it’s a brilliant work; | spoke about it at a
conference and sent the paper to Milica so she could see that | had really engaged with the
novel. She must have liked my interpretation, because she arranged to have it translated into
Serbian, by the very impressive Draginja Ramadanski, and published in Letopis Matice srpske.
Nevertheless, | was sure that an American reader would not understand the novel and wouldn’t
have the patience to make it through its unfamiliar elements.

The Cataract, on the other hand, offers a reader many “ways in” to its action. The issue
of generational differences is familiar in any society, and the youngest characters in the novel
frequently refer to American (and British) culture—popular music, literature, and also simply
useful catch phrases in English. I didn’t know, when 1 started work on the novel shortly after
it was published, that it would attract so much negative and partisan criticism. My students

have enjoyed reading it and have found a lot in it to discuss.

In an interview available on the internet you said you began learning Russian just for
fun in your first year of college. How did it happen that you started to learn Croatian and

Serbian?

When | got to graduate school (at Indiana University in Bloomington), we were told

that we had to study a “second Slavic language.” The word “second” is quite telling, assuming



that these languages would always be secondary to Russian. At that point the university offered
Czech, Polish, and what they then called Serbo-Croatian. Graduate students could also choose
to present non-Slavic East European languages — Estonian, Hungarian, Latvian, Lithuanian —
or, I think, Central Asian languages — I knew one woman who took Uzbek, though I don’t think
she went on to use it professionally.

I don’t know why | chose Serbo-Croatian, perhaps because | had never heard the name,
but | was very lucky: the teacher that year was a Fulbright scholar, Rada Bori¢, who has gone
on to do amazing things in the wider world. She is full of energy and brilliant intelligence, a
fabulous language teacher, and we all loved her.

After learning Russian, | sensed the different stress in familiar words (usually it’s one
syllable earlier than in Russian) and the greater openness of the vowel sounds as a musical
transformation, like waltzing instead of walking. So it’s not just that Rada Bori¢ and then our
professor Henry Cooper were compelling as teachers. | was enchanted with the beauty of the
language and wanted to keep it alive for me alongside Russian (which is also beautiful, of

course, but somehow greyer, or maybe pearly in color).

Are students in America interested in Russian language and culture?

Students are indeed interested in Russian language and culture, though many shy away
from studying the Russian language because it has the reputation of being “hard.” (I tell them,
“Yes, and when your future boss sees Russian listed on your résumé they’ll know that you
aren’t afraid to work hard.”) We are finding that in Russian, as in many other academic
disciplines, we need to present the culture and the literature in ways that make the broader
relevance obvious: connections with history, or presentation of environmental issues. Students
of political science obviously realize that they need to know about Russia. And certain authors
—especially Dostoevsky — are well enough known to attract students of philosophy, psychology
or religion along with the fans of literature. A lot of our students encounter a bit of Dostoevsky
in high school, so they’re ready to read him in more depth in college.

Which Russian women writers do you teach about?
Different writers in different courses. In a course about love and sex (!), we read

memoirs by Nadezhda Durova-Alexandrov, poetry by Karolina Pavlova, Evdokiia

Rostopchina, Sofya Parnok and Marina Tsvetaeva, and prose by Yulia Voznesenskaya and



Liudmila Ulitskaya. In a course about the environment, nature and industry, we read
Voznesenskaya, again, and Svetlana Alexievich. In Russian Fairy Tales — Marina Tsvetaeva,
Nina Sadur and Tatiana Tolstaya; in Russian and East European Science Fiction — Olga

Larionova and Daliya Truskinovskaya.

Have you had any students of Serbian or Croatian in the past five years? What would

you say about the future of ““small’” languages in the US academia?

I don’t get to offer the language regularly (though I was asked to do so once as a
“directed reading”), but when | teach a first-year seminar on East European prose | can lean
hard on my knowledge of South Slavic writers. Depending on what’s in print (alas!), we’ve
been able to read Ivo Andri¢, Mesa Selimovié, Irena Vrkljan, Danilo Ki$, Dubravka Ugresic
and Milica Mi¢i¢ Dimovska.

About the future of “small” languages — it's hard to say. | do believe that any country
needs specialists in almost every possible field, and our educational institutions can offer the
first step toward knowledge with those requirements for “second” Slavic languages and the
like. I notice, though, that almost all the younger specialists in South Slavic at the big
universities that have significant Slavic departments are from former Yugoslavia, or emigrated
from there as young people.

In the socialist period, there was much more translation going on among the languages
of Eastern Europe. Now, oddly, it seems as if English or German are more likely to mediate
between the various languages, even if there are excellent translators who can work directly
from Serbian to Polish, say, like Jovanka Dorota Cirlié.

As long as there are wonderful writers, musicians, filmmakers, and so on, even a tiny
language can play a role on the world stage. | hope that the governments concerned are

providing funding for translations and supporting the arts and the artists at home!

A literary evening devoted to your poetry, held in August in Belgrade, was a kind of
revelation for many attendees, judging by reactions on the internet. In what measure has your

teaching and research on Russian poetry of the 20™" century influenced your poetry?

The first thing Russian poetry did for me (especially the great modernists —Tsvetaeva
and Mandelstam) was prove to me that | wasn’t sufficiently serious to be that kind of poet, so

I turned to graduate school and academic life, thinking I would write in my spare time. (Ha! -



says every university professor!) I think my involvement with Russian poetry, and Croatian
and Serbian as well, has made me more sensitive to etymology in language, through the riches
of Slavic word formation, and also to the sound and rhythm of poetry. Every time I’m working
on poetry translations, | get a jolt to my own creative energy, and reading scholarly texts can

be inspiring as well.

In the poetry collection Second Hand Fate, from 2016, you are playing with the
meanings of everyday life derived from *“second hand” — from clothes to love. The title poem
also tackles social injustices. Do you agree that, when writing from a ““small” starting point
we can nevertheless touch upon everything important in this world? Or should a poet start

from a “bigger issue’ if she or he wants to talk about political, social, historical problems?

In my own efforts to write about serious social issues | see that it works better if | start
from small things, and perhaps that is related to women’s writing in general: so often we’re the
ones at the sewing machine, or washing the dishes, or breading the smallest (cheapest) fish
from the market to fry them for the family — a moment Tsvetaeva describes in a letter to a
friend. I’ve tried to write poems about big issues — Lord, what big issues the U.S. has to write

about! — but I usually don’t have much success if | do so on purpose.

You have published your own poetry and translations on the internet. The year 2020
brought us the challenge of online teaching. We are going digital, more and more. What is
good and what is not so good about it, seen from your perspectives of both professor, on one

side, and poet and translator, on the other?

I made my first website in 1995 or 1996, which was pretty early for a professor outside
of computer science, because it was exciting to make connections across great distances. It’s
such a treat to find a site like Knjizenstvo, with all the great information and valuable scholarly
writing right there on the internet! I’ve had conversations by e-mail that were profoundly
meaningful to me, and sometimes the pleasure of connecting people who should know each
other, should know about each other’s work, but haven’t yet discovered each other. Any new
way of making human and intellectual connections is precious. There are brilliant online poetry
journals, journals of literature in translation, scholarly and cultural journals, just a tremendous
wealth of texts that have jumped over the heads of the usual gatekeepers without demanding

huge financial investments — just investments of time and love.



My first few published translations were of Croatian prose and poetry, and what first
drew me into Serbian culture, where | had visited but never stayed, was an e-mail message
from Draginja Ramadanski, who found me on the internet because she was looking for a
specialist on Tsvetaeva to write a foreword to her translation. The messages led to a visit in
person and to wonderful conversations. Working on projects together and keeping in touch as
human beings via digital communication are such good things, even if some of the results are
more ephemeral than letters written with paper and ink.

Of course, I’m not at all the first person to feel the limits of online communication —
the possibility for misunderstanding a hurried e-mail or text message, and of course the
likelihood that a younger interlocutor doesn’t even check e-mail regularly. Skype or Zoom
depend on the quality of the technical connection, though visual confirmation makes them
better, less anxiety-provoking for a non-native speaker, than a long-distance telephone
conversation. Teaching online is pretty depressing: there’s not just the loss of spontaneity
(students don’t want to chat before class starts, because everyone will hear them — unless
they’re doing it in a private chat on the side, which only works well if you already know the
person you’re chatting with), but there’s also the horrible sitting and sitting. | never realized
how much I stroll around while I’m teaching, or hop up to write on the board, until I was stuck

in a chair with my laptop in my lap.

What are your plans for the next year or two? Is there any surprise for the Serbian

culture in it? A revealing correspondence or a new translation?

A wonderful question, and a good idea to end our conversation by looking into the
future! I’ve started translating a fascinating Russian poet, Elena Mihailik, who teaches in
Australia — underlining how digital communication eases work with someone on the other side
of the globe. On this visit to Belgrade, 1’ve picked up a nice stack of books of poetry, which 1
will read with interest and pleasure, and which will surely be full of inspiration. And who
knows what wonderful message will arrive tomorrow, with a great suggestion or a provocative

question?

! Published by CreateSpace Independent Publishing Platform in 2016.

2 Miroljub Todorovi¢, Excerpt from the verbal-visual novel, Apeiron, from Serbian (Moscow:
Mycelium samizdat publishers, 2013) https://www.scribd.com/document/124376884/Miroljub-
Todorovié-Apeiron (link from November 2, 2021)
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®eHoMeH /Kenckoz Opywimea 'y APyHITBEHOJ U KYJTYpPHOj uctopuju Cpouje

u Jyrociasuje

JKencko opywmeo (1875-1942) / Jacmuna B. Munanosuh. — Beorpaa: MHCTUTYT 3a caBpeMeHY
ucropujy, Cnyx6enu rinacuuk, 2020 (beorpan: I'macauk). — 638 cTp. : uayctp ; 24 cm. — ISBN
978-86-519-2579.8

Crynuja JKencko opywmeo (1875-1942) Jacmmue MumanoBuh mpeacTaBiba
CBEOOYXBaTHY aHAJIM3Y paja JeIHe O] PETKUX YCTaHOBA JAYror Tpajama Y MOJEPHO] CPIICKO]
ucropuju. Ped je o yapyxkemwy jkeHa, MMO3HATHjeM MOJ MOTPEIIHUM Ha3uBOM beocpadcko
arcercko Opywmeo (IITO je ayTopKa youusia U HCIIpaBUIIa) Koje je umaio cequmre y beorpany
1 OMJIO0 je YBPCTO MOBE3aHO ca CBOjUM OTrpaHIuMa — nojapyxkurama y Cpouju. Kmura caapxu
473 cTpaHe OCHOBHOT TEKCTa ¢ HamoMmeHama U (otorpadujama, nmpuiore (Crnucak diaHHUIA
Kencroe opywmea 1875-1940, IlpaBuna /[pywmea u ieroBux yctanoBa, CIiucak moapyxuHa
U TIOJPY>KUHCKUX MIKoia, Criucak MMOBUHE, IIKOJIA U APYTUX ycTaHoBa JKenckoe opywmea v
IBETOBUX MOApYXHHA 1925), ka0 W chnmcak HW3BOpa, JauTeparypy u perucrpe. Cryauju je
MPETXOIUI0 OOMMHO HCTPAXKUBAKE KOj€ je ayTopka 00aBmiIa OrOBOPHO U TeMeJbHO. OBO je
YOWBHHMBO y HallOMEHaMa Ha OCHOBY KOjHX j€ JaCHO Jia je YKJby4YeHa peJieBaHTHa apXHBCKa
rpaha, JOCTyIIHA IITaMIIa U JTUTEepaTypa.

VY cprickoj uctopuorpaduju peTke cy MoHorpaduje y Kojuma je CTYIHN03HO aHATU3UpaH
paa U 3HaueHa MOJUTHYKOT, APYIITBEHOT U COILHMJaTHOI aHTaKOBama 4YIAaHOBA M WIaHWLA
MOjeIMHUX YCTaHOBA, YAPYXKema U opranuzanuja. OBJe je ped 0 )KEHCKOM YIpYXKemYy Koje je
MOCTOjajio IIe37ieceT W ceaaM roauHa. IberoBa ucrtopuja ce, m3mely ocranor, Moxe
npo0ieMaTu30BaTH Ha HEKOJIMKO HHBOA (y KOHTEKCTY KOHTHHYHTETa U TPOMEHE, OJJHOCa
IIEHTpa U nepudepuje, Aea0Bama IPYIITBEHE eIUTe UT.), jep je [pywmeo OUIo akTUBHO y
pa3nuuuTUM ApxkaBHO-ipaBHUM okBupuMa (KuexeBuna/KpasseBuna CpOuja, KpasseBuna
CXC, KpameBuna JyrocnaBuja) y KojuMa Cy ce OABHjalld CHeHM(PUYHHM APYIITBEHU WU
KYJITYpHHU Tpolecd. XyMaHUTapHa JENaTHOCT JKeHckoe Opyuimea je CBOJEBPCHO OIJIENANo

COIMjaJTHE TIOJMTHKE JApXKaBe M rpaljaHCKe CBECTH JAPYIITBEHUX T'pyla M IOjeIuHaIa/Ku.
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Crnenuduuat ,, )KEHCKH KOHTEKCT NpYyXa YBUJ y POJHE MOJUTHKE y CPICKOM JPYIUTBY, Y
IpoIec MOJINTU3AIM]e KEeHa Yy KOME ce IOCPEACTBOM XYMaHUTApHOT JejoBama yBehaBao
MIPOCTOP 32 HHLHXOBY jaBHY YJIOTY y (JEIHMHO JOCTYIHOM) HAIMOHATHOM JHCKYpPCY, alld U y
€MaHLUIIATOPCKE KalaIUTeTe jeJHe IpyIe aHra)koBaHUX keHa. OBo cy cBe 00J1acTH y KojuMa
ce JielleHrjama IpejiamMaia akTUBHOCT PYKOBOJCTBA U UaHuLa JKenckoe Opyumea.
Merononomku npuctyn JacMuae MunanoBuh 3aCHOBaH je Ha aHAJTM3W MHOTOCTPYKUX
3Hauewa (enomeHna JKewckoe Opywmea y APYIITBEHO] U KyaTypHo] uctopuju CpOwuje.
OCHOBHHM TEKCT CTyJHje YMHE NPEAroBOp, IEBET MOINIaB/ba M 3akjbydak. CBAaKO MOTJIAaBIbE
MOJIEJbEHO j€ Ha HEKOJMKO IOTIOINaB/ba M OBa CTPYKTypa IMpeACTaB/ba ypPaBHOTEKEHY
nesnuHy. Y npsoMm nornaBiby (OKeHcku kiyOoBu, ApYyHITBA, yApyXKewma U OpraHu3anuje y
EBpornn u Cp6uju y 19. Beky) Jacmuna MunanoBuh je ucTakia HajBaXKHH]jE TPABIE KEHCKE
jaBHe nenatHocty y EBpomnu, meHy (pUiIaHTpOIICKy OCHOBY Koja je Ouiia MpoIy>KeTaK poIHUX
yjaora Je(pUHMCAHUX Yy IMOJUTHYKOM ITUCKYpPCY BpEMEHa y KOME ce€ I0jaBJbyjy U 3auelyd
(heMUHHUCTHYKOT JIeJOBama. YOUYWIa je PasHOBPCHOCT XEHCKHX OpraHM3alivja W IHUJbeBa
yIpYXHBamba >KEHAa KOJU Cy IIOHEKaJ Y HalUMOHAJIHUM OKBHpHUMa Ouian MehycoOHO
cynpotcraBibeHu. [lojaBy npBux yapyxema y Kuexesunu CpOuju mopesana je ¢ 1ojaBoM
rpahaHcke Kiace y yCJIOBUMa MPETEKHO arpapHOr CPIICKOT APYIUTBA. Y JIPYroM MOIJIaBJby
(OcHuBame JKenckoe oOpywmea, TIpEACEAHHUIIE W WIAHWIE) ayTopka, usMmely ocrasor,
UCTpaB/ba MHOTE paHHUje TpEelIKe Y JUTepaTypu y Be3M C OCHUBambeM Jlpywmea W
KOHCTHUTYyHCameM merose yrpase. Tpehe nornasibe (IIpaBuna JKernckoe opyumea 1875-1937)
rocBeheHo je mpaBHOj peryJaTUBH U MpOMEHaMa y paay opranusamuje. OCUM JOKyMEHTapHOT
3Hayaja, ayTopka je KpO3 M3MEHE M JOMyHE IMpaBWia aHaJIW3Mpajla IPOMEHE y IIUpeM
KOHTEKCTY pana /[[pywmea. OHe cy Ouje mMoBe3aHe C JAPYHITBEHOM MOJCPHHU3AINjOM Yy
neueHuju npen noderak [Ipsor ceerckor para u kacHuje y KpasseBunu CXC omHOCHO,
JyrocnaBuju. Y mornamipy moj Ha3uBOM ., JIpyIITBEHM W XyMaHWUTapHU pan /[[pywmea*
Jacmmna MwranoBuh pa3Marpa mojaBy MONMTH3AlM]je W HAlMOHAIM3AlMj€ TOMyJaluje Y
mupeM o0uMmy, Koja je Omiia TUIMYHA 32 HallMOHANHE JpkaBe Y 19. u Ha mouetky 20. Beka.
Tapga je Opura 3a CTAaHOBHMIITBO KOje HAyYHH ayTOPUTETH IPOTJIAIIABA]Y ,,HAlMOHATHUM
KaluTajloM™ I0Besla 10 peepUuHHUCcama yJIore *KeHe y IPYLITBY U I0jaBe eMaHIMIIaTOPCKUX
3axXTeBa y JKEHCKMM OpraHu3alujamMa M >KeHCKMM mokperuma. Ha ocHOBy ananmuse paga
JKenckoe Opywmea ayTopka je youwsia JBa Tajiaca ,,IaTPUOTCKE MOOMIM3aIHje” HeroBHX
ynanuna: 1876. y Bpeme Cprcko-TYpCKHX paToBa U y pBoj ferieHuju 20. Beka, 1aKie y enoxu
OankaHCKHUX paToBa U npex noverak [IpBor ceerckor pata. Ha kpajy oBor noriassba pazmarpa

U nuTame GeMUHUCTHIKOT oapehema npymrsa. Mako merosa mojasa v pa3sHOBPCHA JCIaTHOCT



CBAaKaKkoO TIPEJICTaBbajy YBOJA Yy KacHHUje OOJIMKOBAaKkE 3axXTeBa 3a IPHUBATHO-TIPABHOM,
JPYIITBEHOM, €KOHOMCKOM, MOJUTHYKOM paBHOIpaBHOILINY KeHa U MYIIKapala y CprcKOM
(JyrociioBeHCKOM) JpYILITBY, ayTOpKa 3akJbyuyje Jia ce JeloBamy JKenckoe opyumea Moxe
npunucatu GeMUHUCTHYKH KapakTep. [leTo nornassse (loOpoBospHE OoHUUApKe U OOJIHULIE
Kenckoe Opywmea) mocBeheHO je MeIaTHOCTH yIpaBe M YjaHUIA YIPYKEHma Y PaTHUM
ronuHama. IIpenan m caBectan paja Ha onmpemMamy OOJHHUIIA, TMPUIIPEMU OOTHUYKOT PyOJhba,
HEroBamy pameHUX U 0OJECHUX TOKOM OankaHckux U IIpBor cBerckor para, Omwiu cy mehy
IBPUXOBUM HAJBAXHMJUM JONPUHOCHMA JpKaBU M JpymTBy. OBO TMoOrjaBbe je Y
UCTPAKMBAYKOM TIOTJIEly BEOMa Ba)XHO jep IMpEAcTaB/ba PEKOHCTPYKIM]Y 3aHEMapeHHX
moApy4ja Halie ucTopuje. Y HapeaHoM noriaBiby (MKencko opyumeo n beoepadcko scencko
Opywmaeo) ayTopka mpatu paj opranusaiuje nocie 1918. ronune y HoBoj apxkau KpasseBunu
CXC (JyrocnaBuju). /[pywmeo je ONCTaJO YNPKOC I0jaBU HOBUX YAPYKEHa, jadamy
(beMUHHCTHYKUX OpraHu3aiuja, OJHOCHO TIPOMEHEHOM jJaBHOM JHCKypCy. Y Be3H C
MOCJICIIbAM TTOCEOHO j€ 3aHUMIBbHMBA ToJIea u3Mely peMuHucTkuma y Hapoonom scenckom
cagezy Kpamwesune CXC u ,XyMaHUTAPKU'* KOj€ CYy U Jajbe HMHCUCTUpATIC HA JTOOPOTBOPHOM
pany Kao HajBaKHHUjO] KEHCKO] AY)KHOCTU. JemqHO of KJbyuHUX mnornaBiba (Yacomuc u
UHCTUTYIH]e JKenckoe Opywmea) CaapXu pe3yiaTaTe HCTPpaXHWBama W aHAIN3y OOMMHE
JIeNIaTHOCTU JK€Ha Y OKBUPY OBOI yapyxkema. Ha ocHoBy Tora ayropka ynyhyje Ha cBY
CJIO’KEHOCT HbUXOBOT aHTa)kKMaHa, Ha 3Hama Koja Cy OMiia HeONXOoJHa M Ha CTE€YeHa UCKYCTBa
y OpraHu3aiyju paja mberoBux ycranona: Panenuuke mkone, /loma crapuia, bazapa, Hauke
TpIiese, mpojiaje HapoJHUX PYKOTBOPUHA, MpurnpeMe Hactyna CpOuje Ha CBETCKUM H3J10K0ama
1 cnnyHO. CBe OBO j€ JIOTIPUHEIIO J1a c€ )KeHE 00y4e yrpaBibamky, OpraHU3aIlHji, EKOHOMHUCAY
U, IITO j€ jOoII BaKHU]E, IPEroBapamy ¢ ApKaBHUM ayTOPUTETHMA y LIJbY YCIEIIHHUjer paja.
VYV nHapennom mnornaBby ([logpyxune JKewckoe opywmea) Jacmuna MunanoBuh je
aHaM3upana paja noJpyxuna JKerckoe Opyuimea u3BaH NMPECTOHUIIE YHjU ce OpOj HEMTPECTAHO
yBehaBao. AyTopka ce ymycTuia y THOHUPCKHU TT0cao U JOMyHUIIA ocTojeha 3Hama o 60raroj
JIOKAJTHO] MCTOPHjH, a PEKOHCTPYKIIMja YJIAHCTBA MOJAPYKMHA M3BYKJA j€é M3 aHOHUMHOCTH
CTOTHHE )KeHa y cpIrickuM Bapomuma. [locieame nornassbe (JoOpoTBopu JKerckoe Opyumea)
Takole mpecTaBiba BaXKaH MyT 3a HACHTU(PUKAIIN]Y CBUX OHUX T0jeIMHAIIA U TI0jeIMHKU KOJU
Cy HOBYaHHUM CpEJCTBMMA U MOKJIOHMMa oMoryhaBanu meroB BulllelelleHH|CKH pall. Ped je o
3aHUMJBPMBOM JpPYIITBEHOM U KYJITYpHOM (EHOMEHY, jep Cy NPWIOKHUIM OBO YHHUIH
Hajuenthe y 3Hak cehama Ha cBOje ONIKIbE WIM CE€ U CaMH Ha OBAj HAYMH ,,yIIUCHBAIU Yy
ucropujy. Ha kpajy kmure, ayropka je y I[lpunozuma, usmely ocraior, o0jaBuiia U BpeaHy

HCTOPH]CKY Trpal)y KOjoM Cy KOHaUYHO TIEPCOHATN30BaHe CBE WiaHule [pywmea y beorpany.



O0uM wuCTpakMBama, XPOHOJIONIKM PACloOH W METOJOJOMKH TPHUCTYI KOjH je
oMoryhuo carienaBame IIETMHE IOCTOjamba, JCJIATHOCTH W JIONPUHOCA YCTaHOBE ,,JIyTOT
Tpajama’ KakBa je Owmna JKencko opywmeo (1875-1942) yuymHunm cy na Kmura JacMuHe
MunanoBuh npescTaBsba BakaH HCTOPUOTpadCKU JONPUHOC pa3yMeBamby MHOTHX I0jaBa y
MOJIMTHYKO], APYIITBEHO] W KynTypHo] wuctopuju Kuexesune/KpasmeBune CpbOuje u
KpasmeBune CXC/JyrocnaBuje. AYTOPKHH HCTPAXUBAYKM W AHAIUTUYKA TTOCTYIIAK
PEKOHCTpyHCamka MPONUUIOCTH JIpywmea omoryhno je yBUA Yy MHOTe OOJAcTH Halie
MPOIJIOCTH Koje ¢y Omite moapehene eradnupanoj akageMckoj ucropuorpaduju. Jour jerHom
j€ yKa3aHO Ha TO Ja Cy JOTPHHOCHU >K€Ha OWJIM OTPOMHHM 3a JIPYIITBO 3axBaheHO paTHUM U
nocjepaTHUM Hepahama. Y MHPHOJONICKAM YCIIOBHUMA JKEHE Cy MMalie YJIOory perysiaropa y
JIOIIOj UITK TOTOBO HEMocTojehoj counjanHoj moauTuny apxase. OcuM Tora, TeKCTOM JacMuHe
MunanoBuh OpojHE KE€HE KOoje Cy ydecTBOBalle Y pany /{pywmea mocTtajne Cy JTHYHOCTH C
MMEHOM U TIPE3UMEHOM. YBHUJIOM Y lbUXOB paJl IPYKUjIa HaM ce MOryhHOCT /1a 60Jbe pasyMmeMo
OCHOBE Ha KOjUMa je Takole 3a4eT KEHCKH eMaHIIMNATOPCKH U (DEeMHUHUCTHYKH aHTaKMaH y

npBoj nojoBuHM 20. Beka.
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7Kene cy Omiie npucyTHe

Dugi zenski mars. Polozaj radnica i Zenski aktivizam u Hrvatskoj izmedu dvaju svjetskih
ratova / Ana Rajkovi¢ — Zagreb : DAF, 2021 (Zagreb : Sveucilisna tiskara d.o.o.). — 297 str. ;
21 cm. — ISBN 978-953-6956-57-9

Mnana xpBarcka ucropuuapka Ana PajkoBuh mokxropupana je 2020. romuHe Ha
dunozopckom dakyarery YuuBepsutera y 3arpedby nHa Temy ldeoloSki prijepori
(kontroverze) u radnickom pokretu u Osijeku (1918-1939). Pagu y XpBaTckoM HHCTUTYTY 3a
nosuject — [loapyxxuumm 3a nosuject CnaBonuje, Cpema u bapame. Pajkosuh je, ocum Tora,
capaaHuia OpojHuX (EMUHUCTUYKHX MOPTaJIa T€ WIAHKIA penakiuje Hosu niamen. AyTopka
je KIHre 0 CITaBOHCKHM aHapXHCTHMa Ha mpernasy u3 19. y 20. ek (Sirenje bludnih ideja) n
KoayTopka, y3 TBprka JakoBuny, cryauje Povijest neostvarenih  mogucnosti.
Socijaldemokracija i nastanak Kraljevine Srba, Hrvata i Slovenaca (1918-1921). ®okyc
HBHEHHUX UCTPAKUBAKA HAIA3H Ce Ha TI0JbY JPYIITBEHE U POIHE UCTOPH]E.

Kwury [yeu owcencku mapw ob6jaBuna je minaBauka kyha JIA®, ocnoBana 2000.
TrOAMHE M CHEUWjalu30BaHa 3a IMyOJUKOBaWkE KIbUTa M3 MOJpydYja IMOJUTHYKHX TEOpHja
(IpBEHCTBEHO aHApXW3Ma), CaBpEMEHE JMKOBHE YMETHOCTH, TeaTpa, My3WKe U ¢uiama Te
KIbMKEBHOCTH, KOja C€ Haclama Ha aHapXUCTUUKe uneje. Kmbura je pe3ysnrar nHTepecoBama
Ane PajkoBuh 3a nutama pajHHIlA, ajd U 32 JaBHU aHT@)KMaH jkeHa yomiire. FbeHa ocHOBHa
MPETIOCTaBKa jecTe J]a UCTOpHja JKeHa Mpe/ICTaB/ba HApaTUB O MAPTUHAIHO] CKYIIHHH, KOja je
y TPAAUIIMOHATHUM UCTOPUOTPAPCKUM PHUKA3UMa OCTaIa HEBUJbUBA.

VY nepuony u3mel)y 1Ba CBETCKa paTa, MOJ aKmMusu3mMom ce TOJpa3zyMeBa JICIOBAbE
VHYTap pa3HUX YAPYXKeHha U paIHHIKOT )KEHCKOT TIOKpeTa, 0opOa 3a mpaBo Tiaca, 3a IpUCTyI
oOpazoBamy U mpodecrjama, 3a U3MEHY 3aKOHCKUX peryiaTvBa (3a mpaBo Ha mobadaj) u
cimyHo. CXOHO TOME, ayTOpKa je y KIHM3HM MOKYyIIana Ja PEeKOHCTPYHUIIE BHJIOBE >KEHCKOT
aHTa)KMaHa Ha IpocTopy XpBatcke of Kpaja IIpBor cerckor paral no ycmocraBe banosune
XpBarcke (1939) y oxBupy KpasmeBune JyrocnaBuje u 1a moKake Ja Cy OHU Owiun
YCIIOBJbEHU HAIMOHATHUM, Kao M MelyHapoJHUM KOHTEKCTOM. AKmuguzam ayTropka

aHaJIM3Upa KPo3 IITPajKOBE, MMETHUIIHMje, OCHUBAKE ApYIITaBa, 00pOy MPOTUB MUIUTApU3MA U
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ciuyHo. Jlakie, Kpo3 cBe BUAOBE JIe0Bamka Koja Cy 3a LWJb UMajla YKUAAkhe MaTphjapXalHux
U JIpyrux oOpasana TpaIulMOHAJIM3Ma, OJHOCHO KOja Cy jKeHe u3Bejle y jaBHY chepy U
NoTakJje pereuHUCABE BUXOBE YIOre Y IPUBATHUM OKBUpPUMA.

Kwury umne cneneha mornaBiba: yBOAHO (O TEOPHUJCKUM M METOOJIOIIKAM
MPUCTYNMMa, HWCTOPHjU >KEHa W TpOoOJIEeMATHIIM JieJloBaka JKeHa Yy jaBHO] cdepn),
,»XETEePOreHOCT KEHCKUX wuaeHTureTa”, ,,CynporcTaBbambe TpPAAULIHUjCKUM obpacuuma‘,
w~Hosa owcena wm crapa Haza®, ,,JIpylITBEHONOJIMTHYKA aHTaKUPAHOCT® M 3aKJbYYHO.
Kopumnihenn cy paznuuutu u3BopH, o Gonmosa JpxkaBHor apxuBa y 3arpedy u Ocujexy 1o
MePUOIMKE — HOBMHA W YaCOMKCa, KOjU Cy INTaMIaHW MpeBacxoaHo y 3arpedy, Ocwujexy,
CnaBonckom bpoay, Bapaxnuny, bopoBy m Bykomapy, amum u beorpagy u Mapubopy.
HcTpaxxuBame ce 3aCHHBa M Ha 00jaBJbeHUM M3BOpUMa, CTPaHO] U nomahoj nutepatypu. AHa
PajxoBuh ce mo3uBa Ha pamoBe JoBanke Kenvan m Henme boxkxunosuh, Jluguje CxieBuiku,
Annpee @ennmman u Mne Orpajmiex ['opewak, Anpuane 3axapujeBuh, Penate JamOpemh
Kupun, I'opnane CrojakoBuh, Cranucnase bapah u npyrux.

Ana PajkoBuh ce ycmemHo wu30opuna ¢ gepuHHMUMjoM  peMHUHU3MA
(rpahaHcKu/Oyp>KYjCKH VS. MApKCUCTUYKH) T€ CYIMPOTCTABHIIA IPEMUCH J1a c€ Yy Mel)ypaTHOM
MepUOy HE MOKE TOBOPUTH O KOMYHUCTHYKOM >KEHCKOM MOKPETY, MOTKPENJbEHO] TE30M O
HEI0CTAaTKy MAaCOBHOCTH, K20 M YHECHUIIOM Jla CY KOMYHHUCTH YJIa3WIU Yy JIeTallHE CUHUKATe
(momyT YjemumeHOr paJHUYKOT CHHAMKATHOT caBe3a JyrocmaBuje, YPCCJ). Ayrtopka je
WHKOpITOpHCaJIa KEHCKY Y OMINTY, CBETCKY M JYrOCIOBEHCKY moBecT. Jla Ou mTo Oosbe
MpHKa3zaja pa3MuyuTe MOTHBAlLIMjE€ 3a aKTHBH3aM MPHUMEHHWJIA j€ KOMIIAPATUBHY METOAY.
[Ipumepa paau, mopeausia je KapakTepHO IOTIYHO [Ba pa3IMYMTa >KEHCKA JPYILITBA,
XpBarcky *eHy U JKeHCKH MOKpeT, OJJHOCHO MOTHMBALIM]y M Pa3Jiore 3a CTYyMame y IITPajK
pajHMLIa pa3TUUYUTUX TBOpHULA/Ipeny3eha. Ty MeToy je KOpUCTHIIA Y aHAIMU3HU APYIITBEHO-
MTOJIMTHYKOT TIOJIoKaja keHa y KpasseBuHm JyrocnmaBuju y OJHOCY Ha OHAj y OCTajIuM
eBpOICKMM 3eMJbama, Ipe cBera y Bemmkoj bpuranumju u Hemaukoj (300r mocrymHoctu
CEKYHJIapHUX M3BOPA).

Haj3navajauju nenoBu Kmure /[[yeu owcencku mapui ynpaBo Cy OHM y KOjuMa ce
aHaNMM3upajy mTpajkoBu paguumna. llTpajkoBu, kKoju cy y MehypaTHOM MEpHOIY IMOCTATH
CBaKOJIHEBHA TI0jaBa, OTKPHBA]y J1a Cy paJHMIC OWJIe U T€ KaKO CBECHE CBOT mojapeheHor
CKOHOMCKOT M JPYIITBEHOT TOJNOXaja (HHUCKUX IUIaTa, JIOUIMX XHUTHjEeHCKUX yBETa WTL.).
OOycraBe paga MpeacTaBibaje Cy CPEICTBO KOJUM Cy OHE OCBajasieé jaBHH IPOCTOp U
W3HOCHUJIC CBOj€ CTaBOBE. Y CHHIMKAIHUM OKBHpHMA JKEHE Ccy ce Oopmiie 3a 00Jbe yCIoBE

pana u OaBwIie MUTakbUMa PAaBHOIIPABHOCTH YOIIIIITE T€ TIpaBa riaca. [loprpeTru ,,0yHTOBHUX



’KE€Ha, aKTUBUCTKHIbA M3 PAJAHUYKOI M KOMYHHCTHYKOT IOKpETa 3Ha4yajHH Cy HE caMo 3a
JIOKAJIHY WCTOPHjYy >KeHa, Beh M 3a MCTOpPHjy jyrOCIOBEHCKOI pagHUYKOT TOKpera. Mebhy
mUMa ce uctndye onaj Anene IlaBomesuh (ocjeuke Posze JlykcemOypr), Koja je ydecTBoBaja
Ha Konrpecy yjenmumema y beorpany 1919. roxune.?

Jlyeu owcencku mapwi je CUHTE3a TOCTOjehMX cmo3Haja O JIeNOBamky JKEHCKHUX
opraHuzainyja M >KEHCKOM NuTamy y MelyparHoMm nepuony, HamorpaleHa pesynraTuMa
ayTOPKMHOT UCTpakuBama. Kao TakBa omoryhyje akajgeMckoj U MUpPOj YUTATIAUYKOj MyOIuun
yno3HaBambe C (EMHHUCTHYKOM TEOPHJOM, OIHOCHO TEOPHJCKUM M METOJOJIOIIKAM

MpUCTYMMa MPOyYaBamy UCTOPUjE pOJAa Te JEIOBAEM XPBATCKUX aKTUBHUCTKHUIbA 33 BpEME

Kpamesune CXC/Jyrocnasuje.

! Tpojenne Kpamesune Xpearcke, Cnaonuje u Janmanuje.
2y popmupary CouujanicTHuKe pagHuuKe napTuje Jyrocnabuje (KOMyHHCTA).
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Naucnice u drustvu: radovi sa konferencije odrzane od 11. do 13. februara 2020. u Srpskoj
akademiji nauka i umetnosti u Beogradu / ur. Lada Stevanovi¢, Mladena Prelié¢, Miroslava
Luki¢ Krstanovi¢. — Beograd: Etnografski institut SANU, 2020. — 456 str. — ISBN 978-86-
7587-106-4.

360puuk Hayunuye y Opywmay 1o je Hayane koHdepenuje oapxkane ox 11. go 13.
¢bedpyapa 2020. rogune y Cprckoj akajeMHuju Hayka U yMeTHOCTH y beorpany, y okBupy
npojekta [lonoodicaj nayunuya y opywmsy u Ha mpxcuwmy paoa y Cpouju EtHOTpadckor
nacturyta CAHY. Tlopen mpearoBopa mu3 mepa ypennuna Jlage CreBanoBuh, MuaneHe
[Ipennh u Mupocnase Jlykuh Kpcranosuh, koja je Hammcana M 3aBpIIHU OCBPT, 300pPHHUK
o0yxBaTa TpUJECEeT ceaM pasioBa, pacrope)eHuX y neT TeMaTCKUX IeTHHA.

[IpBy nenuny, HacnoBibeHY ,,Hayunurie y/o npymtBy*, orBapa paxa [Iparane I[lorouh
,,bop0a 3a 0CBOjE€HO: HCTPAKMUBAUHUIIC Yy IPUPOTHUM HayKaMa''. AyTopKa TyMa4H CTaTUCTUYKE
MmoJaTKe KOJU TIOKa3yjy HEKOJWKO TEHACHIMja Yy CaBPEMEHOM KOHTEKCTY: 1. HEIOBOJbHY
3aCTYMJBEHOCT JKE€HA Y TEXHUYKUM HayKama; 2. HU3aK MPOIICHAT KEeHa y akaJieMrjaMa HayKa U
Mel)y naypeaTMma TpPECTH)KHUX Harpajga, 3. JOMHUHAIM]y MYIIKapama Ha pykoBojehum
Mo3MIlMjaMa Ha YHUBEp3UTETHMA, 4. MPOMEHY II0J0Kaja HayKe y CBETY KOjU OCBajajy
nH(popMaInMoHe U MeHaepCcKe mpodecHje, Te JKEeHe Koje 0cTajy Ha GhaKyaTeTHMa MOKYIIaBajy
7la y CB€ CypOBHJUM YCJIIOBUMA YCKJIa/I€ JINYHU U TOPOIUYHU KUBOT. [locnenme 1Be cTaBke Ha
JIOKAJTHOM IIJIaHy OTBphyje 1 aHalu3a Kojy y paay ,,PoiHa paBHOIPAaBHOCT Y HAyLU — jeJJHAKE
MoryhHoctn 1 moceOHe mepe” cripoBoau Mapwujana Ilajganunh. Tymauehu YcraB CpoOwuje,
3akoHe 0 3a0paHy AUCKpPUMHUHALIK]E, O PABHOIIPABHOCTH I0JIOBA U O HAYLIH U UCTPaKUBAbHUMA,
Ka0 U JIpyre CTpaTelike JJOKyMEHTE M aKIMOHE IUIAHOBE jaBHE MOJUTHKE U3 nepuoga 2016—
2020, ayropka youaBa Ja CTpaTeruja U JeruciaTuba HUCY yjeaHadene. O (IUC)KOHTUHYUTETY
MpeBa3IAKeHa TPaHUIlA U3Mel)y TeopHje u mpakce Kpo3 0opOy 3a KEHCKa MUTama MUIIe
Jenena IlerpoBuh, craBajyhm y ¢dokyc mociepaTHe AHCKypce W CTaBOBE IIpema

(eMHHHUCTHYKOM JIeTIOBamky Y MelyypaTHOj JyrocnaBuju kao nmpumep odpasaua ,,uCKIbyunBama,
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HETHpama W MOTHCKHBama jkeHa U3 jaBHHX chepa” (ctp. 41) xpo3 yramame y I[laptujy,
WHCHUCTHPAE Ha KJIacHO] 00pOu moJ mpeTnocTaBkoM Beh ocTBapeHe poiHe paBHOIIPABHOCTH
U 3aHeMapHBame€ KEHa KoOje Cy Jajle 3HayajaH JONpPUHOC aHTHU(AmMCTHYKO] OOpOu.
PenponykoBame narpujapxamHux oOpaszana mnpeamer je paaa Came JlazapeBuh Panak.
AHanu3upajyhu HOBHHCKE WIaHKE, TEJIICBU3M]CKE €MHUCH]e W WHTEpHET cTpanwmie ox 2013.
HaoBaMo, ayTOpKa MOTILPTaBa Kako 3acTyIJbEHOCT HAYyYHHIIA Y MEMjUMa U HaulHE Ha Koje Cy
NpEJCTaBJbeHE AUKTHPAjy yHoTpeda NHaTPpHUOTCKOT TUCKYpCa, €CTETCKH KPUTEPUjYMU H
yckialeHOCT ¢ TpaJMLMOHAIHUM pOJHUM yiorama cynpyre u wmajke. Ha mpobiem
JTUCKOHTUHYUTETAa UCTOpUje (EMUHHUCTHUKOT JIeJIOBalba HAJOBE3yje ce mpoliem
JTUCKOHTUHYUTETA UCTOPH]E MPOU3BOIHE (DEMUHUCTHYKOT 3HaMkha — CaMO jeIHA O] OTTACHOCTH
TeHEepPHUCAaHUX HEOIHOEPATTHUM TPIKUIITEM, Ha KOME Ce MPEXKE KEHCKE Capajihe U IUTaTHOCTH
CyouaBajy ¢ MHOIITBOM HM3a30Ba: €r3WJl U MUTpaluje, peKapujaT, TeHEPalUjCKu paj, ajau u
ejunsam, oasnaun Tatjana Pocuh Wnuh: Hanmme, y cBeTy XUIIEPKOMIIETUTUBHOCTH, Miiah)e
reHepanuje HaydyHUIla HEPEeTKO ,,apupmuiry camo oapehene teopujcke m (peMuHUCTHUKE
muckypee® (ctp. 62), ynMe ce Ha THXHU 3a00paB ocylhyje 3Hame Beh mpou3BeACHO 3acIyroM
BUX0BUX Nperxonnuna. Ilogcehajyhu ynpaBo Ha MUOHMPKE Yy MPEHOMIEHY (HEMUHUCTUUKOT
3Hama Ha YHuBep3utery y beorpany, Jlama Jlyxauek m Mwnmmma Mupaxuh mocraBsbajy
MUTake y KOjoj Mepu JoHouIewme [lnana 3a moctuzame poJiHE pPaBHONPABHOCTH Y OKBUPY
npojekta TARGET (Taking a Reflexive Approach to Gender Equality for Institutional
Transformation) o3nauaBa momax y 60opOu 3a Behy 3acTyIIbEHOCT KEHCKUX CTY/N]a, OTHOCHO
CTyIMja poJia y Hac, U y Ty CBPXY, Kao MOYETHU KOpPAK y UCTpaXUBamby, HABOJE aHAIU3Y
caapykaja mporpama Ha met ¢dakynrera y mkoiackoj 2018/2019. ronunan. Jenena hepuman u
Hpena duker npeacraBibajy pe3yiTaTe UCIUTHBAaBkA CIpoBeneHor Mel)y ucTpakuBaunama
Ha YHuBep3uteTy y beorpany 2017. rogune, a y Be3u ¢ mojaenoMm KyhHUX TOCTIOBa, alu U
XHU]JEepapXHjCKOM PACTOJIE]IOM YHHUBEP3UTETCKUX IMOCIOBA. AyTOpPKE HCHUTY]y M TMOCTOje JIH
YHyTap MOPOJMIIA aHKETUPAHWUX HCTPAKMBAYMIA PEAKIIHM]€ OKPEHYTE Ka JecTabuiIn3aiuju
naTpujapxaiHoO yCTpojeHe moponuie. Jla au pon ymamyje KapujepHe MOTEHIMjaje jKeHa y
aKa/JIeMcKoj rmpoecuju?, muTame je Koje nocrasiba U Mcunopa Japuh. McrakaBmm cucteMcKy
MHXHOUIIN]Y — caBja/laBambe OTIOpa YHYTap aKaJeMCKOT OKPYKeHba, alld U YMUTABOT IPYIITBA
KOj€ TIPOIHCYje APYIITBEHO MOXEJbHE MOJele OMBama )KEHOM — Kao CYIITHHCKO O0Oeex)e
ersucteHnyje HayuyHuna y CpOuju, ayropka CHpOBOJM aHAIM3y CTPYKType CTyAeHaTa U
3allOCIICHUX Y CEKTOpPY BHCOKOI 0Opa3oBama y NOCIEIBUX JeceT TOAMHA M3 POJHE

MEePCTIEKTHUBE.



VY oxBupy Temarcke IenuHe ,HayuyHe nucuuruiMiHe W pogHa PaBHOMPABHOCT'
MPE/ICTaBJbEHU Cy 3HA4YajHU, YECTO WHOBAaTHUBHU JONPUHOCH >KEHA, MpEnpeKe ¢ KojuMa ce
CyouaBajy U CTpaTeruje Koje OCMUILBaBAjy paau Behe BHIJFUBOCTU U MOOOJBbIIAKA YCIOBA
pama y oOmactu Toe3uje, Hayke O KIbWKEBHOCTH, acTpo(u3uKe, MaTeMaTHKe,
JjypucnpyaeHIje, aHTponoJioruje, eTHosoruje. Jlyopaska bBypuh kpo3 paag AxuHoBe MIKOJE
rmoesuje, Koja ce ,,apTUKyJIMcalla Y KOHTEKCTY MpyKarba CUMOOJUYKOT OTIOpa IMporecruma
panukanuzanuje HaunoHanuzama“ (ctp. 114), unycTpyje Kako je eKCIUIMKalMja MOeTHKE, Tj.
ayTope(JIeKCUBHOCT KpajeM JeBeJeceTUX ToJWHA MNpOILIOr BeKa Mpojapia Ha gomahy
MECHUYKY CILIEHY, IPETEKHO YPOIEHY Yy TO BPEME Yy UCTOPUJCKE U PEIIUTHO3HE TEME U CIIEMy
3a ypbaHe W/WIM HeoaBaHTapAHE NecHHuYke Mpakce. [losbeM KHBMKEBHOCTH M HAyKe O
KIbKEeBHOCTH 0aBu ce u Biagucnasa ['opauh IletkoBuh. Ynopehyjyhu ,,Buheme mymko* u
,BUheme KeHCKO“ Ha mupumepuma Hcemopuje cpncke Krudicese Kpumuke Ilpeapara
[TanaBectpe u ornena ,,)KeHcku KmkeBHH KaHOH JlyOpaBke Yrpemmh, ayTopka rmoHaBjba
Ba)XHA MUTamka O TOME TIOCTOJU JIM YOMINTE >KEHCKH KIbWKEBHM KAaHOH, Ha KOJUM
KPUTEPHjyMHUMa je YCIIOCTaBJbEeH M IITa CKPUBA U OTKPUBA KaMy(pIIupame CyIITHHCKOT MUTaba
,»KEHCKOT MJICHTUTETA", KaKo OM 3aKJbydnia Ja y CaBpEMEHOM MOTPOILIAYKOM JIPYIITBY Bpeda
OMacHOCT Off , TPUBHUjaJM3alMje >KCHCKOCTH' BHUIIE HETO0 Yy TEHEpalHuju THOHHPKH
ruHokputuke. Tekcrou Jlane CreBanoBuh, Marnanene Illtannape (Magdalena Sztandara) u
Anexcanape IlaBuheBuh mpencraBibajy nmpuiiore UCTOpUjU aHTPOIIOJIOTHje U €THOJIOTHjE Ha
bankany u mupe. Jlaga CreBanoBuh nonceha Ha aeo muonupckor paga Ceernane Crammiak,
neduHMIIE yTUIIAje Koje je (ppaHIlyCKa ITKOJIa aHTPOIOJIOTH]je aHTUYKUX CBETOBA M3BPIIUIIA
Ha By U MHOBAIIM]j€ KOje je OHa yHesa y oBaj nmpuctym. Marnanena [lItangapa Ha ocCHOBY paaa
Ha TEPEHY C HEMOCTYIIHIUM YMETHUIlaMa M aKTUBUCTKHUIbaMa pa3MaTpa MOTYNHOCTH, anu U
3aMKe TaKo3BaHe bopbene emnoepaghuje npema [ledpujy [lypucy (Jeffrey Juris). Anexcanapa
[TaBuheBuh mpumehyje kako Teme u3 cdepe MPUBATHOCTH, Al W MPOYyYaBakHE CMPTH H
nmorpeOHUX o00WYaja, 3a Koje ce€ TPAAUIMOHAIHO Be3yjy XKEHE, y aHTPOIOJIOIMKUM
UCTpaKUBakMMa FOTOBO TIO MPABUITY ,, pUTIaAajy" skeHama. MehyTum, ayTopka youaBa u Kako
ce 0J1 OCaMJIeCeTUX rOJJMHA MPOILJIOT BeKa MapaaurMa MoCTENeHo moMepa y nIpaBly yKuaama
mojena Ha ,,MyImke" u Ha ,p KkeHcke" Teme. Onra AtaHarikoBuh y CBOM TEKCTY O JOTPUHOCY
K€Ha pa3Bojy acTpodu3HMKe U HEHO] TOMyIapHu3alliji y CBETY o Kpaja 19. Beka HaoBaMo,
Mope]] OCBpTa Ha 3HAYAJHE HAYYHHIIEC ca XapBapAa, AeTaJbHU]je MPEACTaBIba PaJl TPU MTHOHUPKE
y oBOj obnmactu Ha YHuBep3utery y beorpany: Mupjane Bykuhesuh-Kapabun, Jemene
Munorpagos-Typun u JenucaBere ApceHujeBuh, KOje Cy OCTaBWJIE 3HayajaH HAay4YHH U

nenaromku Tpar. Cenka ["aBpanoB, Anekcanapa Wsrapjan m Crnobomanka MapkoB Kpo3



aHKETY CIIPOBENICHY Mel)y MaTeMaThyapKaMa 13 pa3InuyuTUX KpajeBa CBETa UCTPAXKY]y YTHUIIA]
pa3nuMuuTUX (pakTopa HA ycClex >KeHa y MaTeMaTHYKUM Haykama. AyTOpKe HUICHTHPHUKY]Y
HE/I0BOJbHY 3aCTYIJBEHOCT JKEHa y MaTeMaTHIIH U, Y3 HEJAOCTaTak CUCTEMCKE MOJPIIKE, KAo
3HauajaH Mpo0JeM HABOJIE MEPIIETyUPamhEe POJHUX CTEPEOTHIIA O ,,IPUKIIATHIM * 3aHUMabUMa
3a gedake W neBojumnie. Pam 3opurie Mpmeuh ,,Ctpareruje akTepku (HEMHUHUCTHYKE
jypucnpyzaeHije” mokasyje Kako je ycien nopehama 6poja mpodecopku u uCTpaxuBavuIia u3
obmactu mpasa of cpenuue 20. Beka JOLUIO O yBe3HUBamba MpaBHE TeopHje U PeMUHUCTHYKOT
aKTUBHM3MA y [HUJbY KPUTHUYKOT MPOMHUIbara MPABHOT TOJOXAja JKEHAa M CTpareruja 3a
HEroBO MO0OJbIIAKE: 01 KpUTHUKOT MIPEUCITUTHBAaKA Hau3IrJiel HeyTpaliHe jJypUCpyAeHIIN]e,
M3JIacka W3 ,,KaBe3a“ MpaBHOT CHUCTEMa KOjU HE TMPENO3Haje POJHO 3aCHOBAHO HACWUJBE M
IUCKPUMHUHALIN]Y, CTpaTETHje ,,IpOBOKaIMje" OBEIITATNX MAaTPUjapXaTHUX HOPMHU U OTBaparmba
CIOpHUX THUTama, J0 paja Ha NPONIMpPEHYy MPaBHUX MOJMOBHHKA U  (aKyITETCKUX
Kypukynyma. [lornassee 3akspyuyje pan CBenke CaBuh o uctopujaty panaa u pasoja LlenTpa
3a poxgHe cryauje YHuBep3utera y HoBom Cany, ocTBapeHHM ycliecuMa W yTUIajuMa, ajld |
M3a30BHMa ca KOjIMa ce cyouaBao o ocHuBama 2003. roauHe 10 JaHac. AyTOpKa ce HapOIUTO
(doxycupa Ha TOKTOPCKE CTyIH]e: MPECTaB/ba NOCTUTHYhA CTYICHTKHba U CTy/IeHATa TOKOM
CTyIMja, aHAJIM3HUpa pe3yJiTaTe aHKEeTe O BbUXOBOM J1aJbeM Hay4dHOM Pa3B0jy U/WIIH aKTUBU3MY,
MOBJIAYM TEUTKONE M MPOIMyCcTe Kako OM M3HeNa MpeIjIiore 3a MpoMeHy moctojeher crama.

VY TpeheM onesbKy, TpU pala Ha EHIVIECKOM je3MKy oMoryhyjy aa ce HOBYKY
peruoHaiHe U riiodaiHe mapaiene y Be3u C IpernpekaMa Ha KOoje Haula3e HayqHHIIE U CTYIH]je
poJia, BUIJbUBOIINY HAYYHOT AOMPUHOCA KEeHa U POAHOM PaBHOMPABHOIINY Y HCTPa)KUBAYKUM
U YHUBEP3UTETCKUM KpyroBuma. Tekct AHe JlymeBe mpencraBiba CHTyalld]y y KOjoOj ce
NocjeIbuX TOAMHA Haja3e CTyIHje pofa M JKEHE 3alociieHe y BHUCOKOM O0pa3oBamy Y
Byrapckoj, y KOHTEKCTY jadama aHTU(HEMUHUCTHYKHUX TUCKYpPCa M HEOTPaIUIIMOHATUCTHYKUX
MOKpeTa, 4Yhje Ce IMOCICAUIle OTJieflajy HE caMO y OKHMBJbaBamky/YKOPEHUBAWKHY POTHUX
CTEpEOTHIIa M CEeKCH3Ma Beh W MaTpujapXajlHO YCTPOJEHHX XHjepapXHja Ha TPXKHINTY paja,
yKJbyuyjyhu u Bucoko obOpazoBame. Mupjana IIpommh-/IBopHuh nctiude nornpuHOCE IMIECT
aMEpUYKUX aHTPOIOJIONIKUEbA W/WIM aKTUBUCTKHIbA KOjeé Cy TOKOM JBAJECETOT BeKa
UCTpa)KUBaje KaTeropujy poja Wi MpeicTaBibalie MOJeN eMaHIIMIIOBaHUX keHa. thuxoBom
3acimyrom, nojceha ayTopka, poJ je moveo Ja ce carjiefjaBa Kao IpyIITBEHH KOHCTPYKT, a HE
Kao OuoJiomIKa JeTepMHHaHTa. VcTHmane cy M Kako MHOTH aHTPOIOJIO03M 300T pOJHOT
,CIIeNnIa" HUCY y CBOja UCTPAXUBAKba YBPCTHIIM KEHCKE KYJITYpe U MHOTE MPUMHUTHBHE
3ajeTHUIIE KOje OM pacKpHUHKae TOOOXK MPUPOTHE U YHUBEP3AIHE TATOCTH Ha KOjUMa MOYHBA

IIUPOKO pacmpocTpamkeHa mnoapeheHoct sxena. Bnamana BykojeBuh anammsupa mMmosoxkaj



Hayunwuia y llIBenckoj kpo3 paja y KojeM Hajupe CyMupa pa3Boj ApyIITBA U 3HAYajHE TPEHYTKE
y Be3M ca paBHompapHomihy mojoBa. Mako ce IlIBeacka yopaja mehy npxaBe ca HajBUIITUM
CTEIIEHOM HAIIpeTKa Y IOTJeNy MOCTH3amha POJHE PaBHOIPABHOCTH, HEJEAHAKOCTH M JaJbe
1I0CTOj€, T€ ayTOpKa Mpy’ka MpUMepe cTpaTertja moMohy Kojux ce oHe HacToje mpeBazuhi.
UYerBpTa Temarcka 1eiauHa — ,,0eMUHUCTHYKO 3HAakE U 00pa30Bamke KPO3 HCTOPH)Y  —
Tpacupa 0o0pa3oBHHM MyT M NMPOQPECHOHAIHM aHTAKMaH >KeHa o] MehypaTHor mepuoaa a0
JaHac, CymMHpa pe3yirare yBohema (EeMHUHHUCTHYKOT 3Hamkba U METOAOJIOTHjE Y YUMOHHIE U
HAYYHO-MCTPAXUBAUKe HHCTUTYIM]E U pa3marpa noreHuujane 3a oynyhnocr. Jenena batunuh
0aBu ce mporpamuma TpaHchopMmalyje IPYyIITBa, KOjU YKJbY4Yy]y M JKEHCKO THUTame, y
nociepataoj JyrocmaBuju (1945-1953), wmapouuty mnaxmy mocehyjyhu KyarypHo-
MIPOCBETHUM aKTHUBHOCTHMA AHTH(AIIMCTUYKOT (PPOHTA KEHA, ali U KOHTEKCTY HETOBOT
(camo)ykunama. Pan Came IlerpoBuh TomocujeBuh XpoOHOJNOIIKM ce HagoBe3yje Ha
MPETXOJHW TEKCT, a aKIeHaT CTaB/ba Ha IIOJIOKA] YYMTEJbULa U HUXOBY YJIOTY Y
YCIIOCTaBJbalby HOBE MOJUTHKE 00pazoBama W BacnuTama y nepuoay 1953-1958, tymauehu
Ha KOjU HAYWH j€ BUXOBO MPUCYCTBO M aHTA)KOBAhE OCHAXKUBAJIO JIEBOJUUIIC U MajKe, alld U
KaKo Cy MOjHeJe HajBehu TepeT MoAepHM3alMje MPETeKHO CehauKor APYIITBa. AJpHaHa
3axapujeBuh aHanu3Mpa Kako Cy ce Ha mpocTopy JyrociaBuje ocamaeceTux roauna 20. Beka
npenaMalid, TadHHje, CyKoOJpaBanmu (HEMHUHUCTHYKHA JUCKypCcH ca 3amaja W JIOKajHe
COLIMjJIMCTHYKE EMaHIIMIIATOPCKE MOJIUTUKE. AYyTOpKa XUITOTE3Y MO KOjOj j€ 32 JyTrOCIOBEHCKU
dbemMHHM3aM yNpaBO MCKYCTBO CAaMOYIpPAaBHOT coOIMjalu3Ma Omio mpecyaaH (axkTop
MOTKpeIUbyje, n3mely ocrasor, nopehemem Tema u 3akspydaka binencke kondepennuje ,,Kene
u pa3Boj* u3 1977. ca uyBeHom KoHbpepeHiujom ,,JIpyr-na xena, JKeHCKO NMUTame — HOBU
npuctyn?* opranuzoBaHoM HapenHe roaune. Cranuciasa bapah npencraBiba pa3Boj u y3ier
(EeMHUHHUCTHYKHX CTYAMja Meproauke y MHCTUTYTY 3a KIMKEBHOCT U yMeTHOCT y beorpany,
on mperamaukor pama Crmobomanke IlexkoBuh cemamumecernx roaumnHa 20. Beka, MPEKO
uctpaxkuBama y LleHTpy 3a >keHCKe cTynuje W oko 4dacomnuca Ilpo@emuna, 1o pesyararta
YIPYXKEHHUX aKTUBHOCTH HCTpaxuBauuia Ha WHcTHTYTY M Ha DUIONOMKOM (HaKyaTeTy
VuuBepsutera y beorpany, 3axBasbyjyhu kojuma ce mnpeaedunuine, usmely ocraior,
JIOMHUHAHTHO BUN)EHE NCTOPH]E CPIICKE KIbMIKEBHOCTH. JereHa MmmmHKoBUh HatoBe3yje ce Ha
OBY TEMY PaJIOM O CaBpEMEHOM Ipoy4yaBamky GEMUHUCTHYKUX Yacoluca Ha Ipumepy JKerckoe
noKpema, HajaAyTOBEUHHU]ET JyrocIoBeHCKOT emuHUCcTHYKOT Yaconuca (1920-1938), y kojem
NpeJCTaB/ba M 3a/JaTKe MYITHUIUCHMIUIMHAPHOT Tpojexta JKewcku nokpem 2020. Xapka
CBupUYEB Yy CBOM TEKCTY OBaj YacCOMHC TMOCMarpa Kao ,,lleHTap MehypaTHe (HEMUHHCTHYKE

koHTpajaBHOCTH " (cTp. 301), Y KOjeM Cy ce Kpo3 aHp >KCHCKOT TOpTpeTa MPOMOBUCATH



yCIeCH Hay4yHHUIAa y CBETY U 3€MJbH, alld M UCTULANE TelKohe ¢ KojuMa Cy ce cyouaBaje y
aKaJIeMCKOM CBETy, IoOMjajie CTEpEOTHUITHE TMPEACTaBe O HHUMa, YCTAaHOBJHABAO TEOPH]CKH
amapar u pabane anTepHaTUBHE CTpaTeruje MHpema (PEMHUHUCTHYKOI 3Hama. YIIPaBoO ce
HAauMHUMa TpeHolIekha (PEMUHUCTUYKOr 3HaWka W IEAarorvje y y4YHOHHUIM, Te yBohemeMm
KEHCKe W (PEMHUHUCTUYKE TEPHOJMKE y HACTaBy KmbMKeBHOCTH OaBu pan Ane Komapwuh.
AyTopka npeJcTaBiba cuiadyce HEKOJIMKO CBOjUX MPEAMETa Ha OCHOBHUM M TIOCTIUIIIOMCKUM
cryaurjama Ha @uionomkoM (akynrery YHuBep3utera y beorpany kako 6 notupTana ia cy
aHTa)KOBAaHO MPEUCIUTHBAKE TAKO3BAaHOI JIETUTUMHOI 3HaWkba W3 HMCTOpHUje JAPYIITBA U
HCTOpH]j€ KIbIDKEBHOCTH U Jieralin3annja GeMUHUCTHUKOT 3Halkha Ha YHUBEP3UTETY HEOIXO/IHA
KapuKa y IpOMUILbalkby U OCTBAapUBalky MPOMEHA HAa HUKUM OOpa3oBHUM CTymmeBuMma. 1
Karapuna Jlonuapesuh pan mnocBehyje (EMHHHCTHUKOM 3HambYy Yy BHCOKOLIKOJICKOM
o0pa3zoBamy U HAY4HO] MEPHOAMIIN, aHATU3HPajyhH 13a30Be HHCTUTYLMOHAIM3AIN]E CTYAN]a
pona y EBponu u Amepuiiy, Te Ha YHUBEP3UTETUMA Y 3eMJbU U PETHOHY, BbUXOB CTAaTyC Ha
dakynreTumMa YHUBep3uTeTra y beorpany, kao u 3Ha4aj yacomnuca / enepo 3a MPOU3BOJIBY,
NPUKYIUbAHkE U MUPEHE PEMUHUCTHUKOT 3Habha U yMPEKaBambe HayYHHIIA.

VY nornasspy ,,butn HayyHuna: uHTEpnpeTanuje’ 00jeIUBEHO je JIeceT pazoBa Koju
Mpe/ICTaB/bajy JPYLITBEHO-UCTOPUJCKE OKBUPE KHUBOTa U paja 3HAMEHUTHUX >KEHa Y
pPa3IMYUTUM HAyYHUM I0JbMMA, HUXOB HAYYHHU U OMIITEAPYIITBEHU IOMPUHOC U paszjore
HUXOBOT 3aHEMapHBamba UM MOTUCKUBama 13 ucropujckor Hacueha. Ilonasehn ox momarka
na je 1974. roqune Cpricka KiKEBHA 33[ipyra o0jaBuia mpeBoa 1eopuje o ienom y aHmuyu
Epuecra I'pacuja (Ernesto Grassi) ymecro ma mpemiraMiia HaydHO HEYIOPEAWBO BPEIHU]Y
Anmuuxy ecmemuky u Hayky o krudcesnocmu Anune Casuh PeGan u3 1955. roaune,
Caernana Cnammak JUCKyTYje O CPEAMHHU Y KO0jOj jeé HaMEpHO MOTHCKUBAHO y 3a00paB HEHO
kanuTtaiaHo neno. MBana bammh cacrasiba moptper Kcennje AtanacujeBuh Kpo3 CBOjeBpCHU
MO3aMK ,,[IOPTpeTa’ 3HAYaJHUX KIIKEBHUIIA, (GUIT030()KIHa, AJTH U CBETHIIA KOj€ j€ TIpBa )KeHa
noktop Hayka y KpasseBuaun CXC m3abpana ga OCiIuKa y CBOjJUM TEKCTOBUMA Kao MpUMEpE
0J10JIeBaba HaMETHYTHM JKEHCKUM yilorama u y3iera KpeatuBHocTu. VBana [lantenuh u
Hparomup bonyuh npezacraBspajy HaydyHH M NMEJAromiky paj, ajld U APYIITBEHHU aHTAKMaH
Cvusbke Koctuh-Jokenh, n ananu3upajy uaeosI0mKn KOHTEKCT YKIamkamka ca Y HUBEp3UTeTa
MpBe JieKapke u3abpaHe y 3Bame acucTeHTa Ha MenunuHckoMm dakynrety y beorpany,
OJUTMKOBaHe (hpaHIlyCKUM opzieHoM Jleruje yactu 3a pesynrare y cy30ujamy TyOepKyI03e KO
neue. Maprapera bamaparun u [para 'ajuh oxxuBspaBajy npuuy o JeloBamy U CTPaJamy
JeKapKe, aHTU(AIIUCTKUIE U aKTUBUCTKUIbE KEHCKOr mokpera Ap Maprute Xepiui.

[Tpodecnonanan aHTaXKMaH U TEIIKa CyJ0MHA OAKTEPUOJIONIKUIHE U (DAPMAKOJIOMIKUELE (aTh



u  GOJIKIOPUCTKHIbE, TPEBOAWTEIbKe W myOnumuctkume) Ane Ilumep I'pec, koja je
YYECTBOBaJa M y MHOHUPCKAM HCIUTHBAakbUMAa aHTHOKCHAATUBHOT JelioBama (praBoHOMIA,
npeamer cy wucrpaxuBama lopmane CrojakoBuh. Cama Kojuh MiageHoB mnume o
WHOBAaTHUBHOM TIPHUCTYITY M WHTEPAUCIUIUIMHAPHOM HAyYHOM M KpEaTWBHOM myTy Mapuiie
Panojunh, myntuMenujamne BU3yenHe yMETHHUIIE, HAYYHUIIE W Tpodecopke MareMaTuukor
dakynrtera YauBepsutera y beorpany, ocHuBauniie MareMaTiHuke yMETHHYKE PATUOHUIIEC HA
MaTHYHOM (aKynaTeTy U yYECHHIIE Y OCHUBAbY IIPBOT IIPOTrpaMa 3a AUTHUTAIHY YMETHOCT MIPH
VYuusepsutety ymerHoctu y beorpany. EpBuna JlabmwxuHoBrh HAacTOjU /1@ MIHMPEM PETHOHY
npeacTaBu pax W HaydyHo Haciiehe MuteBe @ummnoBuh, TOKTOpPKE TMOJMMTUYKHX HAyKa U
3adeTHHIE poaHOr muckypca y LlpHoj ['opu, mpeBomuTesbke 3HauajHUX naena (paHIlycKe
(dbeMHHHUCTHYKE JHUTEepaType, HapoyuTo u3 obmactu comuonoruje. Jlapuca Oprnos
BunumonoBuh Texu na oTrprHe oj 3abopaBa HEMpPaBEJHO 3aNOCTaB/EHY a Y CBETCKUM
KpyroBuMa Iiel-eHy BU3aHTOJIOMKNBY HunocnaBy PagomeBuh ocBphyhu ce He camo Ha mbeH
KHBOTHH YT ¥ HAyYHE pe3yiTare y 00JacTH BU3aHTH]CKE PETOPUKE M KEbMKEBHOCTH Beh 1 Ha
YTHCKE MHOTHX CTyJAeHaTa O HEHOM IpenaHoM mexaromkoM pany. Cenena PakodeBuh u
Muanena Ilpenuh wuctuuy 3amarame cecrapa Jbybune u [Hanumne C. JankoBuh 3a
YCIIOCTaBJbakhe €THOKOPEOJIOTH]E Kao HayuHe AuciuiuinHe y CpOuju 1 yTHIlaj KOjU U JaHaC Yy
OBOj JWCIUIUIMHK HMa MHXOB CHUCTEM HOTaldje, Kao W OrpoOMHa CymMa 3Hama o
TpaIUIIMOHAIHUM IUIECOBUMA KOja Cy 110 36MJbH M PETHOHY NPUKYIIJbajle TOKOM TPH JICIICHH]E.
Haj3an, ykasyjyhu Ha 3acinyre eTHosomkume Mupocnase Manemesuh, koja je mehy npuma
KOJ Hac yBela POAHY JAMMEH3W]y y €THOJIOIIKAa M aHTPOMOJIONIKa HCTpaxuBama, Coma
PanuBojeBuh ncToBpeMEHO pEKOHCTPYHIIIE U ITYT KOJUM ce€ Kpehy nmpoydaBama keHa 1 pojia y
OBOj 00JIaCTH O/ OCaMIeCeTUX rOJIMHA J0 JAaHaC.

3aBpimHU OCBPT — pan Mupocnase Jlykuh Kpcranosuh ,.buté sxena y naymm —
Hay4HHIa: TipoOiaemu u nepcrektuBe. O npojekty EtHorpadcekor macturyra CAHY mox
MMOKPOBUTEJHCTBOM YHECKa" — CymMHpa IIEHTpajHa NMUTamka M 0Ce OKO KOjUX C€ OIBH]ja0
npojexat [llonoowcaj nayynuya y Opywmey u Ha mpocuwmy paoa y Cpbuju. Ayropka
CTaTUCTMYKUM NOJalMMa MOJYNMUPE 3aKJbydKe IITAMIIAHUX PajioBa O M J1aJbe MPUCYTHOM
POJTHOM ja3y y HAy4YHOM CBETY, IIITO Y HHOCTPAHCTBY, mTo y Cpbuju, rae oko 51% HaydHor
KaJpa YnHe KeHe. IbHXOB KPUTHYKHU I1ac 3HauajaH je 3a KOPEHHTE JAPYIITBEHE MPOMEHE,
HBUXOB TEOPHUjCKH JTOTIPUHOC MPOLIUPYje SMUCTEMOJIOIIKA 10Jba MHOTUX JUCIUIUINHA, a1 je
IbUXOBa CBAKO/JHEBHIIA OOENIeKEHA CTATHOM OOpOOM 3a OUyBamk-E OCBOJEHOT U JJOKA3WBAHE
COTICTBEHOT MPUCYCTBa y ApymTBy. OKO TpH KJby4Ha CTy0a MpPOjeKTa: HAYYHOT CEMHUHapa 3a

JNOKTOPaHTKUEE U JOKTOpaHTe ,,HayuHuile 3a HaydHHIle — METOJO0JIOTHje (PEMUHUCTHUKUX



HCcTpakuBama“, Temara ,,Hayka u poa: CHHXpOHE U TUjaxpOHE NEPCIeKTUBE " M KOH(PEPEHITH]e
,2Hayanuie y npymTBy", npahene qokymeHTapHUM (HUIMOM U U3JI0KO0M, OKYITHIIE CY Ce, IO
peunma Cenke Casuh, ,,0ap dYeTupH TeHepalyje HaydHHIA, Koje cy ce MmehycoOHo
yIo3HaBajie, IMperno3HaBalie, HUCTpaxkuBaie, onemuBaie” (ctp. 448). Ilocme cunHTe3e
MMOKPEeHYTHX mHTama, MmupocnaBa Jlykuh KpcranoBuh TekcT 3akibydyje HaBoOhewmeM
MOTYhHOCTH M MHHIIM]jaTHBA 33 MPEBAa3UIAKEHE YOUCHHX MTpodiemMa.

OOuM 300pHUKa U IUPOK Ujana3oH 00yxBaheHHX TeMa CBelOouYe O aKTUBHO] MPEXKH
Hay4YHUIA ¥ 36MJbH U PETHOHY, a M IIHpe, a U3HETH 3aKJbY4IM yIIO30paBajy Ja ce Ooratro
dbemuanCcTHYKO Haciehe He cme mpematu 3abopaBy, Kao M Ja C€ HA MHOTHM IOJbMMa 3a

aJICKBaTHH]H M0JI0ka] (PEMUHUCTHYKOT 3Haba U POJHY PaBHOMPABHOCT Tpeba U 1ajbe OOPUTH.

! OBaj Tekcr je Hactao y okBupy Kmuoicencmea.
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Studija margine: udovice, stigma i drustvena nepravda
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Knjiga O udovicama ili o jednoj drustvenoj nepravdi (2020) autorki Mirjane Bobi¢ i Sladane
DragiSi¢ Laba$ utemeljena je na argumentu ispunjenja praznine u nauc¢nom polju socioloskih i
sociodemografskih istrazivanja. Pored Cinjenice da se zasniva na empirijskom istrazivanju koje je
sprovodila profesorka Andelka Mili¢, kao i na profesionalnoj odgovornosti autorki knjige da dovrSe
zapoceto istrazivanje, u prvi plan je istaknuta potreba za proucavanjem polozaja drustveno
marginalizirane i/ili stigmatizirane kategorije Zena — udovica. Druga znaCajna dimenzija je
determinirana ¢injenicom da se Srbija po nivou obudovelosti nalazi u samom vrhu Evrope kao
posljedica intenzivnog starenja stanovnistva i s tim povezanog mortaliteta u braku. Prednost knjige
je Sto je u cjelosti posvecena iskljucivo udovicama i njihovim jednoroditeljskim porodicama iz vizure
samih zena kroz tri perioda: prije kriticnog dogadaja smrti, neposredno nakon njega i tokom procesa
prelaza u novu Zivotnu fazu restrukturacije i adaptacije. DruStvena nejednakost udovica proistice iz
feminizacije udovistva, jaCanja njihove socijalne vulnerabilnosti, ekonomske nestabilnosti i
iskljucenosti. Ciljna grupa studije su zene srednje i mlade dobi (kada je druStveno manje ocekivano
da ¢e izgubiti partnere) s akcentom na dvije skupine: mirnodopske i ratne udovice. Poseban aspekt
knjige O udovicama koji je takoder novi, jeste dimenzija is§casene realnosti za koju Mirjana Bobi¢ i
Sladana DragiSi¢ Laba$ tvrde da je emotivno uticala na interpretaciju i drugacije Citanje nalaza o
Zivotima ispitanica.

Knjiga se sastoji iz pet dijelova: uvoda, teorijskog okvira, interpretacije Zivotnih prica
mirnodopskih udovica, interpretacije zivotnih pri€a ratnih udovica i1 zakljucka.

Mirjana Bobi¢ i Sladana Dragi$i¢ Labas u uvodnom dijelu mapiraju socioekonomske
promjene s kraja 20. vijeka koje su se odrazile na nuklearnu porodicu. Tu su uticaji porasta
siromastva, pada zaposlenosti, pada prihoda i pogor3anja kvalitete Zivota direktno odraZzene na polju
bra¢ne dinamike, modela radanja, sklapanja braka, fertiliteta, alternativnih bracnih formi, te kontrole
umiranja i radanja kao dominantnih procesa modernizacije demografskih rezima. Smrt kao drustveni

dogadaj u modernom druStvu uzrokovana je bolestima, ekscesima i konzumacijom alkohola i



psihoaktivnih supstanci. Udovistvo nastaje kao posljedica mortaliteta lica u braku, Sto je u prvom
redu visoko stresogen dogadaj. Reakcije koje on izaziva zahtijevaju snaznu druStvenu podrsku. Fokus
studije o udovicama stavljen je na specifi¢nosti relacije udovistva s drustvom, odnosno tradicionalnim
normama povezanim sa stavovima prema udovicama. Takoder, autorke problematiziraju i niz faktora
od bioloskih, psiholoskih, socijalnih, kulturoloskih 1 ekonomskih koji uti¢u na proces transformacije
od dijade ka single statusu.

Istrazivanje obuhvaceno knjigom O udovicama ili 0 jednoj drustvenoj nepravdi uokvireno je
metodom utemeljene teorije (grounded theory) koju odlikuje prednost pri otkri¢u procesualnosti
pojava i subjektivnost u izvjeStavanju, pri ¢emu istrazivacice imaju slobodu da kreiraju individualne
1 neponovljive, interpretativne analiticko-sintetiCke sheme. Preduslov koriStenju metode utemeljene
teorije zasnovan je na zasi¢enom uzorku i bogatoj empirijskoj gradi. Rasvjetljavanje koncepata
drustvene pravde i odvija se iz ugla istrazivaCica i samih akterki promjena koje su suocene s
iskustvom klasnih, rodnih, starosnih, fizickih, mentalnih nesposobnosti. Rezultati se interpretiraju
postupno u fazama koje prate terenski rad (intervjuisanje). Kljucna pitanja u istrazivanju drustvene
ne/pravde odnose se na probleme resursa (li¢ne i drustvene prirode odreduju djelovanja, interakcije i
ishode); hijerarhija (na nivou pripadnosti grupe i odnosa struktura moc¢i i individualnih akcija); i na
to kako se reflektuju druStvene prakse i politike na Zivot pojedinke i zajednice. Studija o
marginalizaciji udovica u odnosu na postavljene istrazivacke probleme donosi prepoznavanje faza
zivota udovistva kao ociglednog obrasca, procjene postojanja mreza za oshazenje i emancipaciju i
proaktivnost udovica i na bazi intimnog iskustva. Analizu podataka zasnovane teorije podupire i tema
akcije vs. ponasanja (rutina, strategija i pregovaranja). Autorke su analizirale uzorak na osnovu tri
starosne kategorije (18-29, 30-39, 40-55 godina starosti), obrazovanja (osnovno, srednje, vise i
visoko) i socijalnog statusa. Istrazivanje je obuhvatilo ukupno 30 li¢nih prica, i to 15 mirnodopskih i
15 ratnih udovica. Glavni okvir koji koriste Mirjana Bobi¢ i Sladana Dragisi¢ Labas je feministicki i
rodni jer istraZivanje obuhvata Zene, ne samo s aspekta opisivanja, ve¢ partikularno u kontekstu
reZima patrijarhata i svodenja zene na privatnu sferu i figuru materinstva. Zenska, pa i udovicka figura
je konstruisana kao nevidljiva i nebitna.

U centralnom dijelu studije zastupljeni su interpretirani intervjui podjeljeni u kategorije
mirnodopske i ratne udovice. U obje grupacije autorke slijede klju¢ne kodove: Suofavanja s
gubitkom, strategije prevazilaska stresa, socijalne mreze, reorganizaciju porodice, samozrtvovanja do
samozanemarivanja, planove za buducnost i prekinute buduénosti, institucionalnu podrsku i
samoorganizovanje. Specifican fokus predo¢en je analizom dozivljaja tugovanja, prelazne tacke,
novog zivota (materijalni resursi, li¢ni resursi, drustveni resursi) i ponaSanja, ali i odnosa s djecom,
porodi¢ne mreze i drustvene podrske, pritiska tradicije na ponasanja udovica, reorganizacije porodice

I potencijalnog repartnerstva, promjene porodi¢nih uloga i hijerarhije.



U sklopu zakljué¢nih razmatranja Mirjana Bobi¢ i Sladana Dragisi¢ LabaS na osnovu izvrsene
analize prikupljenih podataka potvrduju pretpostavku stigmi i marginalizacije zene u represivnom
drustvu. Na primjeru dvije skupine udovica i njihovog diferenciranja autorke utvrduju razlike izmedu
mirnodopskih i ratnih udovica, pri cemu se kao najveca razlika namece migraciona komponenta iz
koje proizlazi vec¢a potreba ratnih udovica za brojnim resursima prezivljavanja traume i nepravde i
procesa izbjeglistva, ali i drugaciji uslovi transformacije porodice i uslova tugovanja, te suocavanja s
diskriminacijom u novoj sredini. Komparacijom socioekonomskih statusa udovica, autorke studije su
dosle do sljedec¢ih razlika: mirnodopske udovice imaju visi drustveni polozaj, one su viSe radno
aktivne, imaju stabilnija primanja i efektniji socijalni kapital. Utvrdeno je da na nivou hijerarhija
nema jasne vertikalne diferencijacije medu udovi¢kim grupama jer zanimanje, zaposlenost, prihodi
ili socijalne mreZe ili podrska porodice ne nude jasnu profilaciju poloZaja. Istovremeno, uz resurse i
hijerarhije, politike drustva ne prepoznaju udovice kao ranjive kategorije kojima bi trebalo usmijeriti
mjere podrSke. U odnosu na definirani okvir studije u knjizi O udovicama ili o jednoj drustvenoj
nepravdi identificiraju patrijarhalnu tradiciju kao glavni set vrijednosti obje skupine udovica (u vecoj
mjeri ratnih nego mirnodopskih) koje kroz norme uzrokuju niz ponaSanja: odustajanje od novog
partnerstva, vezanost za porodicu preminulog supruga, odgovornost za potomstvo i samozrtvovanje.

Socioloska studija O udovicama ili o jednoj drustvenoj nepravdi donosi nova bitna saznanja
o aspektima iskljucenosti i marginalizovanja udovica, posebno u smislu izostanka Sire (porodicne i/ili
drustvene i sistemske) podrske. Knjiga odgovara i na istrazivacki poriv profesorke Andelke Mili¢ da
u drudtvenim kontroverzama pronade subverzivne elemente za oslobodenje Zene. IstraZivanje o
udovicama koje su knjiski predocile Mirjana Bobi¢ i Sladana Dragisi¢ Laba$ predstavlja izuzetan

doprinos zahtjevu za zenskom emancipacijom.
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®dusonomku GhaKyaTeT

O 3Hamy, pemunusMy u akTuBu3my — Mapuna Baarojesuh Xjycon®

Demunuzam, axkmusuzam, noaumuxe: I[Ilpouszsoorwa 3narwa na noiynepugepuju. 300pHUK
paoosa y uacm Mapune bnacojesuh Xjycon / yp. Cama honuh, 3opana AutonujeBuh. —

Bbeorpan: MHCTUTYT 32 KpUMUHOJIONIKA M COITMOJIONIKA HCTpakuBamba, 2021. — 620 ctp. — ISBN

978-86-80756-42-4

300pHUK panoBa Demunuzam, axmusuzam, noaumuxe: Ilpouzsoorwa 3Hara Ha
noxynepugepuju HacTao je Kao CHHTE3a aKaJJeMCKHX TEeKCTOBa M pedieKcHja Ha aKaJeMCKH U
AKTUBUCTUYKH paj HaydyHUIle, (EeMUHUCTKUEC M aKTUBUCTKUIbe Mapune biarojesuh Xjycon
(Hughson). 36opuuk orBapa mocBera u3 mepa Punune brarojeBuh, xhepke Mapune
bnarojeuh XjycoH, nok cy ypenuune 30opHuka 3opaHa AHronujeBuh u Cama homuh
Harfucajae yYBOJHHU TeKCT. 300pHUK je OOJIMKOBAaH y IIECT TEMATCKUX LIEIHMHA, OJf KOJUX MeT
canapyke 31 akajieMCKU TeKCT ocBeheH Teopuju, acliekTy poaa y Teopuju Mapune brnarojesuh
XjycoH W ynenmy akTHBH3Ma y aKaIeMCKoM paay HaydyHuna. Ilocrmeama obmact caapiku
WHTEPB]ye, TOBOPE U KOJTYMHE 4Hja je ayTopka cama Mapuna biiarojesuh Xjycon. Pamosu koju
caunmbaBajy 300pHUK OCMHUIIJBEHU CY KAaO OCBPT Ha 3a0CTaBIITMHY M Hay4yHa JOCTUTHYyha
Mapune bnarojeBuh XjycoH, aim ¥ Kao TeMmeJb 32 HACTaBaK TEOPH]CKUX HCTPAXHUBamba U
AKTUBUCTUYKUX Tpakcu y OynyhHoctu. 300pHMKOM Cy OTBOpPEHA HOBa I0Jba, KAaKO 3a
UCTpaXXMBa4Ye YMjH Cy PAJAOBH YKJbYYCHH y 300pHHK, TaKO M 3a HOBE HCTPAKMBAUUIIEC U
UCTpaXHBaye y o0JacTHMa COIMOJIOTHje poAa, (PEMHHHUCTHYKE TEOpHje U CTyIuja poja H
MackymuauTeta. [locnenmu onesbak 300pHUKA Caip KK KpaTke ororpaduje ayTopku U ayropa
pajzoBa.

Y npBo TmornaBjbe Tox HazuBoMm ,,O Teopuju  modynepudepujaTHOCTH,
nonynepudepuja u Mpou3BObHa 3HaKA™ YKIbYUCHO j€ MET pajoBa Y KOjUMa je U3 Pa3InduTuX
NEePCHEeKTHBA aHAIM3UPAH KOHLENT noiynepudepuje Koju je Ha MpocTopy OuBIIe Jyrociasuje
YCIIOCTaBWJIA U 33 YHM]y C€ MHCTUTYIIMOHAIHM3aNN]y 3aiaraga Mapuna brnarojesuh Xjycon. ¥V
npBoM paay oBor moriassba ILled Xepu (Jeff Hearn) ce dokycupa Ha MHIUBHUAYATHOCT U

TPAHCHAIIMOHAJTHOCT KAKO HWHIAWBUAYAJIHUX HUCTPAKHMBAYa TAaKO W HAYYHUX obmact u


http://fil.bg.ac.rs/

TPaHCHALIMOHAIHUX JPYIITaBa, C MOCEOHUM aKIEHTOM Ha TPaHCHAI[MOHAJIHOM YOOIMYaBamy
WHUJMBUAYATHUX HcTpaxkuBada. [Ipu Tome mctuue Mapuny brmarojeBumh kao mpumep 3a
UCTPAXUBAYHILY KOja JIeNyje y I0JbY TPAaHCHAIIMOHAIIHUX HAaydHUX obnactu. Mapuja babosuh
aHamusupa kwury Cympa je oOuno jyue, o6jaBibeny 2015. rommHe Kao CBOjEBPCHY
WHTEPBEHIIM]Y Ha COTICTBEHA MPBOOWTHA MCTpaKMBama Koja je Mapuna bnarojesuh Xjycon
BpIIMIa ocameceTux roauHa 20. Beka Ha TeMy MpodeCHOHATHO YCIEITHUX JKeHa y (OUBIIIO])
Jyrocnasuju, 4yemy je mpuaozana U ayropedekcujy o pa3Bojy CONCTBEHOI HAYYHOT IyTa U
akageMckux nocturayha. Mapuja baGosuh ce ¢oxycupa Ha Teopujy Mapune bnarojesuh
Xjycon o Ttpanchopmarnuju mnarpujapxata y CpOWju Kao 3eMJbHM KOJy KapaKTepHIIe
nonynepudepujaaHoct. Coma ABIHjall aHamu3Wpaia je 3ajmarame Mapuae bmarojeBuh
XjycoH 3a IMOCTaBJbak€ TEOPETCKHX OKBHpA HEONXOJHHX 3a IPOU3BOAKY 3Hama Ha
nonynepudepuju. AyTopka paja ykasyje Ha JeAMHCTBEHH (DEMUHHCTUYKH OKBUD Y KOjeM je
Mapuna bnarojeBuh XjycoH HarnmamaBajia Ja je HEONMXOJHO CTBAapaTH Kako OW ce m30eriio
JETMMUYHO W HEMOTIYHO 3Hame Koje he MoToM yTHUIIaTH Ha Kpeupame HEIEIOBUTE jaBHE
nonutuke. C mpoyyaBameM Be3e moiyrnepudepuje U Mpou3BOAkE 3HaWHa HacTaBiba VBaHa
Cnacuh y pany ,,Jlonupanoct 3Hama: HoBuje KpUTHKE ClemuX Mpiba JPYIITBEHE TeopHje’.
VY3umajyhu kao Teopujcku OKBUP TeopHjy o mosynepudepujaarHoctu Mapune brmarojeuh
XJyCOH, ayTOpKa KPUTHYKH MPHUCTYNa HEJETHAKOCTUMA y CAaBPEMEHOM JAPYIITBY U HETOBO]
nojenn Mohu, MHCUCTHPajyhu MPUTOM Ha MPOU3BOJAKBM KOHTEKCTYaIM30BAHOT 3HAMma Kao
HAYMHY 32 PacBETJbaBabE U CMabEHhe JPYIITBEHUX HejeqHakocTu. [IpBo TeMaTcKko moriaBbe
3aBpmaBa pax Munune PecanoBuh Ha TeMy COIMONONMIKMX WCTpPaKMBamba KyITypHE
MIPOM3BOIH-E U TIOTPOIIEHE U3 TIEPCTIEKTUBE TEOPH]jE TOMyIepu(eprjaTHOCTH.

Hpyry nenuny, ,,Pon, poaHe TeopHje U ypoilbaBame 3HambA ", CAaunbaBa MIECT pajgoBa
Ha TeMy MHTErpUCama POJHOCTH Y COLMOJIONIKA UCTpakuBama y CpOHjHu U KOHTEKCTa POJIHE
€raJUTapHOCTH, T€ 3aCTYIIJbEHOCTH MU30THHHU]€ Y MHCTUTYIIMOHAIM30BaHOM 3Hamy. MupjaHa
bo6uh o6pahyje pa3Boj poaHe nemorpaduje y CpOuju, mocedbHo ce doxycupajyhu Ha
MMUOHUPCKE KOpakKe Koje je npenysena Mapuna biarojesuh Xjycon yBoaehu kateropujy poaa
y UCTpaXuBama ColMjalHe aemorpaduje. AyTopka MCTUYE 3HAUYaj YCIIOCTAaBJbamba POJHE
nemMorpaduje ka0 MHTEPCEKIIMOHATHE JUCITUTUIMHE KOja OCBETJbaBa HEPABHOIIPABHU TOJIOXKA]
KE€Ha M MyIIKapara y apymTBy. Y pany ,lIpenpeke u moactuiiaju 3a pa3Boj COIUOJIOTH]E
pona“ Amna Ilajanunh-Lluzess Qokycupa ce Ha nompuHoc Mapune bnarojeuh Xjycon y
(dbopMupamy COIMOIIOTHjE po/a Ha MPOCTOPY OMBIIE JyrociaBuje U, y JIOKATHOM KOHTEKCTY,
Ha mpoctopy CpOuje. AyTopka joll jeTHOM HMCTHYE 3HAaua] KOHTEKCTyaln3allije 3Hamba,

0COOMTO y 3emMibaMa JENHKATHOT mojiynepudepujamHor mojoxaja. Onusepa IlaBuheBuh y



CBOM pajJy aHalW3upa JHYHY ayTOHOMH]Y KpO3 POJHY TEpPCIEeKTUBY, MOBE3Yjyhu
(eMUHHCTHYKY TEOPH]y W BeHY MHTEpIpeTanujy quune ayronomuje. Pan Jenene [lemuh u
Jparana CranojeBuha TOHOCH pe3yiTare aHajIu3e UCTPaXHBamba U3 00JIACTH POJTHE IMOJIeNe
yjora CIPOBEACHUX y TOKy mperxomHe Tpu aeuenuje (1989, 2003, 2012. u 2018).
KontpactupameM pesynraTa HUCTpaXHBama, ayTOpHU Cy MOOWIHM YBHIl Y TIOCTEIIEHHW pacT
OTIIOpa MpeMa TPAAUIIMOHATHUM MaTpUjapXaHUM POAHHUM Tojenama yinora. O TeMHu poaHe
PaBHONPABHOCTHU M POAHO] monenu yinora nuime u Crahana J[parumuh Jlabam y pany Ha Temy
»lloponnyHe mpakce, npodecuoHanHu pag U OpadHa catucdaxiyja keHa. AyTopka
EMITUPHUJCKUM TIPUCTYIIOM OJHOCY MajKe, MPO(GECHOHATHO OCTBApEHE >KEHE M KOJIMYHUHE
CIOOOHOT BpeMeHa MOCBEheHOM JIMYHMM W OpayHUM MoTpedama aHaau3upa MOBE3aHOCT
BUIIECTPYKE YJIOTe KEHE M He3aJ0BOJbCTBA KOj€ MPATH OBaj KOHTEKCT, MOCEOHO HarjameH y
3emipama nonynepudepuje. Ilocnenmu pajg y Opyroj LENMHU aHaIM3Mpa EKCIUTMLIUTHH
npuMep TyOOKO YBPEKEHOT MHU30THHOT JHUCKYpCa MAacKHPAHOT €JIEMEHTUMA KOjH MOJCTHIY
MO3UTHBAH ocehaj HalMoHATHE TIPUITATHOCTH.

Tpehu onespax, ,,Ka poiHOj paBHONIPAaBHOCTH — MHCTUTYIIM]j€, AKTUBU3aM U IOJIUTHKE",
YMHA 1T pajoBa KOJjU TEMATU3yjy HMHTErpalujy pOJHE pPaBHOMNPABHOCTH Yy
WHCTUTYIIMOHAIIHUM M jaBHUM cdepama Ha moapy4qjy Cpobuje m bocue m Xepuerosune,
3aprkaBajyhu TpaHCHAIIMOHAHU U MHTEPAUCIUIUTMHAPHH KapakTep 300pHHUKA. Y TTPBOM pay
y oBoj nenuHu Mapujana Ilajsanunh ykasyje Ha gompuHoc Mapune bnarojesuh Xjycon
MPUIIMKOM POJHOT OcBelIhuBamba MHCTUTYLIMOHATTHOT TUCKYypca, HaBoJiehu 1 akTHBU3aM KOjH
j€ TIpaTHoO WEH aKaJeMCKH paj. YTeMmesbeHe y nonynepudepHom nojioxajy Cpouje, 3opuia
Mpmesuh u Csernana JankoBuh ykasyjy Ha MelyycoOHO 3aBUCHM OJTHOC JOMahWX U CTpaHUX
MHCTUTYLIMOHATHHUX MoJjena. AHraxkoBambeM Mapune briarojeBuh XjycoH y u3rpaamu 3Hama
0 POJIHOj PaBHOIIPABHOCTU M HEHUM jaBHUM moyimTHkama y bocau u XepueroBunu 0aBu ce
Jenena MunuHoBHh, y pamy Ha TeMy H3Ipajibe M jadyarka HWHCTUTYIHM]a O POIHO]
paBHonpaBHocTd. Kpacummpa J[lackamoBa (Krassimira Daskalova) o6paljyyje pa3Boj
(eMHHHUCTHYKOT MTOKPETa y COLMjaTucTi4Koj byrapckoj TokoM rognHa XiaaHor pata, a Kpo3
MPUBATHH >KUBOT U npodecronannu pa3Boj Comwe bakuii, riaBHe ypennuie yaconuca /Kena
oanac (1965-1980). Hamocnerky, Kapen I'abpujen (Karen Gabriel) yka3yje Ha HeraTuBan
yruna) nangemuje KoBua-19 Ha monoxkaj sxena y MHAWju Kpo3 HAcTaHAK HOBHX U
poay0sbHBamke MOCTOjehnx pa3iivKka U POJHO HEOCETJHUBHX TOJTUTHKA.

YerBpra TEMaTcKa LeNWHA, ,,Ka MO3UTHBHO] HCTOPHjU: TOMHUPEHE, HEHACUIBE U
0e30eqHOCT®, cacToju ce u3 yetupu Tekcra. BecHa Hukonuh-Pucranosuh ykasyje Ha mpakce

NpeJCcTaBlbaba HAacWJba HAJl JKEHaMa TOKOM paToBa Ha MpocTopy OuBiie Jyrociaswje,



uctuuyhn Mojen MHCTpYMEHTANM3alije KeHa W HUXOBE XHjepapXu3aldje, T€ TOCIeIuIe
OBUX TIpaKCcH MO (PEMUHUCTKHIE KOj€ HHCY TMpaBWie TUCTUHKIMje Te Bpcre. CaHena
bajpamoBuh aHanmu3mpa MpeHoOC 3Hama ca IeHTpa, KOjU MPEACTaBIbajy AKTHUBHCTKUIE U3
[IIBexacke, ka moxynepudepuju Kojy y oBoM paay npezacrasiba bocHa n Xepuerosuna. Y pagy
Ha Temy ,,Pediexcrje Ha HacuIbe TIpemMa keHama y panoBuMma Mapune biarojesuh Xjycon*
aytopka Hesena Iletpymuh uctuye craBoBe oBe HaydHwmile O (hakTopuMa Koju GopMupajy
CTPYKTYpaJHE y3pOKE HacHsba IpeMa )keHaMma 1 IpeayClIOBe HEONIXOJHE 32 Pa3BHjambe JaBHUX
MOJUTUKA YCMEPEHUX MpPOTHB ONpecHje W AUCKpUMHHAIMje xeHa. Ha camom kpajy,
Anekcannpa bynatoBuh ycmepaBa nakmy Ha (GyHKIIMOHAJIAH MPUCTYN 00pa3oBamy CHUCTEMa
0e30eHOCTH KOju OU YKJbYUMBAJIHU M )KCHE KA0 JeTHAKE U aKTUBHE CapaIHUIIC.

[letn opmesbak YMHE YETHPH TEKCTAa KOjUMa CE€ AaHAJIM3UPAJy KPUTHUKE CTyIHje
MacKyJIMHHUTETa, TeMa Koja je okynupaira Mapuny brnarojeuh XjycoH y HajckopujeMm
aKaJIEeMCKOM Pa3BOjy M Yy UHjE€M j€ OCHHBaWby aKTHBHO ydecTBoBaia. JImumjana Yuukapuh ce
ocBphe Ha kmury Mapune bnarojeBuh Xjycon Mywxapyu y Cpbuju, npomene, omnopu,
uzazosu, ob6jaBibeny 2018. roxune, uctuuyhu mMoHorpadujy Kao BakaH KBAaHTHTATUBHH U
KBAJIUTATUBHU OCHOB M3 KOr OM Moryie mpouctehn najbe akKTMBHOCTH Ha TOJbY POJHHUX
MOJUTHKA W TIPOTUB POJHO 3aCHOBaHE ompecuje W AuckpumuHanuje. Cympyr Mapune
bnarojeuh Xjycon, [lon Xjyconm (John Hughson), ykasyje Ha meHa HpOMHILBama O
TpaHCHAIIMOHATHUM MACKYJIMHUTETHMa M MYIIKHMM HHCTyTUIMjaMa pe(IeKTOBaHUM Ha
MPETEKHO MACKyJIHMHE CIIOPTOBE MOMYT ¢yndana U KpUKETa, IITO j€ PE3yJITUPATIO HHUXOBUM
3ajeqanukuM  pagom. Ilpem Kymap Bupajan (Prem Kumar Vijayan) mnpoGiematusyje
MacKyJIMHY TOMUHAIM]y Y MHCTUTYIIM]jaMa, Ha IpuMepy yHuBep3uteta y Muauju, 3actymnajyhu
CTaB JIa je YHUBEP3UTET LIEHTap JHCEMUHAIIN]j€ 3Hamba KOjH HCTOBPEMEHO (hOpMHUpa U IPEHOCH
HEpaBHOMpPaBHOCT mosoBa. [parana Jepemuh MonHap u Anexcannap MojHap aHaIH3UpPajy
HACTaHaK TCOPHje apHjeBCKOT MYIIKOr apyirrBa — Mannerbund, u mporec mpomMeHa Koju je
JIO’KUBEJIA OJ] OpUTHHAIHE (popMyIainuje 10 KaCHHjer ciadiberba.

[Ilecta TemMaTcka LeIMHA HOCH HA3UB ,,MapHHUHA HHTENEKTYyalHa KyXUkbha: Pa3srOBOPH
u cehama®“. OBa HenuHa je caunmeHa oj celaMm panoBa cehama Ha Mapuny bnarojeBuh
XJyCOH, KOJU CHHTETHIIY MPUBATHU U NMPOGECHOHATHH KUBOT OBE HAYYHUIIE, HhEHE HJIE]je O
TEOpHju, HAylld, aKTHBU3MY, hemuHN3MY U ymeTHOcTH. [IpBU je pax [lona Xjycona koju
IoHOCH peduieKcHje Ha BUILE O jelHE JIELeHH]je 3ajeIHNUKHIX JyTapmhhX pa3roBopa y3 kady
3aYMBbEHUX BU3MjaMa Oyayhux pagoBa, KpUTHKaMma jaBHOT JAMCKYpCa Y MHTENEKTyaTHUM H
COIIMjaITHUM cepama, Kao U pa3MaTrpamiMa U 0JIr0OBOpUMa Ha KPUTHUKE HaydHOT paja MapuHe

bnarojesuh Xjycon. buspana [[ojunmHOBMh MCIpIHO TpencTaBiba JBa MPOjEeKTa capaame ca



Mapunom bnarojesuh XjycoH, mpoucTekia u3 MpHjaTe/bCTBA JIBE]y HAYYHHUIIA U CarJIaCHOCTH
na TpaHuie Mel)y TUCHUIUIMHAMa MOpajy OMTH TMpEeKOopadyeHe Kako OW ce IPOU3BOIAHIO
JIOKaJIHO, ayTOHOMHO 3Hame. 3unka Cnaxuh [lInsbak ocBpHyIa ce Ha TpH cycpera ca MapuHoM
bnarojeBuh XjycoH Kojy JOKHBJbaBa Kao BEIUKY €pyIUTKULY U UCTPAKUBAUMILY, HA CyCpeTe
y CapajeBy, HoBom Cany u beorpaay u3 Kojux je MpOUCTEKIIO lbeHO OXpadpeme /1a HaCTaBu
ca aHTa)XOBaWkEM Ha MOJbY poaHe paBHONpaBHOCTU. CBetiiana Tomuh ce y Ouorpadckom,
ayroOnorpa)ckoM U MeMOapcKkoM ecejy (hoKycupaja Ha MOBE3aHOCT HayKe, YMETHOCTH U
KpPEaTHBHOCTU U HUXOBOT JI0’KMBJbaja Kox Mapune bnarojesuh Xjycon. Mcupnaum pamom
JOMYHCHUM €JIEKTPOHCKOM TPENUCKOM, LPTEKOM U IO3UBHHUIIOM ayTOpKa MpHKazyje
CTBapaJlauku TpoIeC Kpo3 MPU3MY pa3MHIJbamha M cTaBoBa MapuHe biarojeBuh Xjycow.
BbpanucnaBa KuexxeBuh ce y kpatkom mznaramy ompamra ox Mapune bnarojesuh Xjycon
peunma: ,.buna je Heko, He M HEOYEKHBAHO, BUIIE y CBETy Hero y Hac“. Tama DBypuh
Ky3smanosuh y pany nmpukasyje pa3Boj UCTpakuBamba Ha KojuMa je paauiia Mapuna biarojesuh
XJjycoH, lbeHe MOTHUBE WM MOPHUBE, T€ yKa3zyje Ha MOTHBAIIA]y U MHCIUPAIN]y KOje M3 HEHUX
nocturayha Tpeba na Iprie MCTPaXMBAaYM M HCTPaKMBAauMle. Y 3aBPLIHOj peduieKcuju y
mecroj uenunu, Huna Jluke (Nina Lykke) ce ocBphe Ha cBoj mpBu cycper ca MapuHoM
bnarojesuh Xjycon y bykypemry 1989. ronune, y nepuoay Koju cy o0enexusie moJuTHIKE U
JIpYIITBEHE TIPOMEHE U MpeBHUpama U Ay0oKo mHTepecoBame Mapune bimarojesuh Xjycon u
HEHO pa3yMeBame M0JI0%kKaja KOjU Cy 3ay3UMaJe *KEeHe Yy UCTHM.

300pHUK 3aBpIlIaBa CeIMH OJIeJbaK y KojeM cy uHTepBjy Mapune bnarojesuh Xjycon
ca caMmoM coO0OM, TOBOPpH Ha JIofeNd Harpase ,,Aahenka Munuh* u3 2016. u 2017. rogune, kao
1 JIB€ KOJIYyMHE OBE Hay4YHHIIE 00jaBJbeHE Y THEBHOM JHCTY ,,Ilomutrnka* Tokom 2017. roaune.
3aBpIIHM JI€0 KapakTepulle, Kako HaBoJA€ YypeaHHUIle 300pHHMKA, Haja y NPOMEHY U
Mo0O0JBIIAKE KOJU MOTY OWUTH TMOCTUTHYTH IMUPECHEM U JICJbCHEM 3Hamka, MOBE3UBABEM U
ucrpajuomrhy y 6opou 3a ,,cBETJIO Ha Kpajy TyHema“.

VY untepBjyy ca camom codom u3 2013. rogune, Mapuna bnarojesuh Xjycon je pekia
7a WEeH JKMBOT MMa CYBHUIIE ,,KOMIUIEKCHY MAaTpuily Aa OM OMO pelyKOBaH M CMEUITEH Yy
jemHOCTAaBaH M TpHBMjanaH, Hajuemhe XpoHoMOmKH TOK“.> OICer TeMa M pPa3sHOBPCHOCT
pamoBa y 300pHUKY @Pemunuzam, axkmusuzam, noaumuke: Ilpouzeoomwa 3Harwa Ha
noaynepugepuju TO jacHO ToKaszyje. 300pHHUK HE camMo Ja MPEACTaB/ba OMaX KUBOTY U paay
Mapune bnarojeBuh XjycoH kKao Hay4yHMIIE M aKTUBUCTKHH-E, Beh OTBapa mosba 3a HOBE
reHepalyje UCTpaKuBava U NCTPAKMBAUMIIA, HCTOBPEMEHO MX MHCTIMpUIIYhH u oxpabpyjyhu
Ja KpeHy TeXHM M Mame no3HatuMm mnyrteMm. Ilo Tome monceha Ha nBa Toma 300pHUKA O

MU30THHUjH Koje je Mapuna biarojeBuh ¢ BETMKUM €HTY3Mja3MOM W TPYJIOM ypeauiaa u



o0jaBmna. 300pHUK 00jaBJbeH Kao cehame Ha By jecTe NMPU3HAKmE BAXKHOCTH HEHOT paja,
nyOOKO €MOITMOHAHY OIPOINTa]j, Al U CMEpHHMIIA 3a Oynyhe TeHepaluje y CBUM HayYHHM
obmactuma kojuma ce Mapuna bnarojeBuh Xjycon OaBmia, Kao U OHHMMA 32 KOje Cy HhCHa

UCTpaKUBamka OUTHA.

1 OBaj Texcr je HacTao y okBupy Kmuowcencmsa.

2 O s3Hamy, (QEMUHHM3MY M aKTHBM3MY: MoOja >KMBOTHa npuua, Krouowcencmeo 10, 2020
http://www.knjizenstvo.rs/sr/casopisi/2020/intervju/u-spomen-marine-blagojevic-hjuson
(mpuctymsseno 12. 11. 2021).
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Ha Opucanom npocropy KMBOTa U YMETHOCTH

Kao eenuxu xomnac, Munena Ilasnosuh Bapunu — nucma u nopmpemu | Mupjana Mutposuh.
— Tloxapesar: ®ongarnuja Munennn gom, ['anepuja Munene IlaBnosuh bapunu, 2021, 161

ctp. — ISBN 978-86-901636-3-2

[TpBa nyomunucTruka kpura Mupjane Mutposuh, Kao senuxu xomnac, nocsehena je
KUBOTY W pajay BEIUKE CPIICKE YMETHHIE, CIMKapKe, NW3ajHEpKe, MOJHE KpeaTopke u
necHukumbe, Munene [1aBnosuh bapunu. MIHTepecoBame ayTOpKe 3a CBOjy CBETCKH MO3HATY
cyrpahaHky matupa jour u3 pane MiaaaocTi. Haume, oBoj myOnHIIMCTUYKO] KEbU3U 0 MHUJIEHU
MIPETXO0INO je poMaH Aymonopmpem ca Munenom, o6jaBibeH 1990. ronune, koju je Harpahen
3maraoMm 3HaukoMm KII3 Cpbuje u Hamao ce y Hajykem n3oopy 3a HUH-oBy Harpany. Huje
3roper HarJlaCHTH Jia 0Baj pOMaH IOCTOjH, jep T'a Bajba MPOUYUTATH, CBEJEIHO IPEe UM TOCIe
Benuxoz komnaca. Obe KibUre pacBeT/haBajy U 0’KMBJbABAjy JIMK YMETHHULIE, BU)EH OUMMa HCTe
ayTopke, Ha pasnuuure HaunHe. OHa joj ce Bpaha mocie TpuieceT roauHa, ajau cajxa ¢
JTOKyMEHTapHOM TrpalhoM (MpenucKom, CIIMKaMa 1 TopoAuIHuM (oTorpadujama) Koja CBeI10In
HE caMO 0 MMUJIEHUHOM XUBOTY, Beh U O jeIHOM TEIIKOM, MPEJIOMHOM BpPEMEHY Kako 3a
JyrocnaBujy Tako u 3a UNTaB CBET.

Muuena je pohena je y [Toxkapesiy 1909. rogune, kao jenuno aere Jlanune [TaBnosuh
u bpyna bapunuja, a cBOj )KMBOT je IpepaHO 3aBpIIKJIa MOJIETaBIIN CpYaHUM MpoOIeMuMa 1
rocJieIuIaMa maja ca komwa, 1945. ronunae y bbyjopky. I1o majiu je 6mra Cprikumba, a 1mo oy
Wranujanka, Te ce jom oJ neTHmcTBa Kperana u3mely Iloxapesua, rae je mpoBena paHy
mianoct, ¢ majkom Jlanutnom IlaBnoBuh (1883-1965), u Ilapme, poaHOr MecTa HBEHOT Olla
bpyna bapunuja (1880-1952). Jlanuna je nmpumaaanga cTapoj CpICKOj MOPOIUIU, TOTOMIIIMA
Hajcrapuje Kapahophese khepke CaBe. bpyHa je yno3nana cryaupajyhu KjIaBup v reBame Ha
Konzepsaropujymy y Munxeny. lbuxoB 6pak je Tpajao KpaTKo, ajli Cy ce, pa3uIlaBIIN ce Ipe
IIpBor cBerckor para, MOHOBO 30JIMKHIM Tocie J[pyror CBETCKOT para, HapOYUTO MOCie

MuiieHuHE CMPTH.
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TokoM Jnpyre mnojoBHHE [ABajeceTor Beka MMIEHHHO JAeN0 CKOpo JAa je Ouio
3a00paB/beHO. Y KOHTEKCTY TOT BpEMEHA, PATHUX U IMOCIEpPaTHUX TOAMHA M OypHHX
MOJUTUYKUX TPEBUPAba, HHTEPECAHTHO j€ CIIOMEHYTH MHCMO TIpericeqHuky Jocumy bposy
Tury koje cBenouu o 6opou Munenunne majke JlaHuie 1a cauyBa ycrioMeHy Ha cBojy Khep. To
je mucMo ¢ mHBEeHTapHUM Opojem 129, mocmaro 19. 7. 1953. rongune, koje je, Kao U CBa
cauyBaHa nucama, y Kiuu3u Kao eenuku komnac HaBeneHo y uenuHu. OHa ce oopaha mu4HO
NpeJCEeTHUKY, ,,Ka0 OIly YuTaBe mpenopolene Jyrociasuje U HaleM BPXOBHOM 3aLITUTHUKY
YMETHOCTU U KyiaType“ (ctp. 156-157), monehu ra na mpumu nokioH — Jlanuuuny kyhy y
neHtpy IlokapeBia ¢ jeBeTHaecT apu IUiana, o Koje OM ce HampaBHO CTalHH My3€] ca

nmocraBkamMa MuJIeHHHHAX paagoBa:

Ja umam 30upky panoBa moje khepu o mene Tpehe 10 23. roauHe )KUBOTa, KOjU U3Ja3e
Ha croTuHe. Ta 30mpka Ou wmna 3ajenHo ca kyhom Bama. Octanm Mo3HHjU HEHU
paZoBM Haja3e ce y MHOCTPAHCTBY, Koje Ou BU J1ako nodaBuiau. Mabopmarmje o Mojoj
khepku M BEHO] YMETHHYKO] BpelIHOCTH Moke jaatu r-ha bera Bykanosuh, meHa
HactaBHu1a, u [lerap Jlybapaa, JIazap JINHYEHOBCKH M IPYTH HAIIX CIUKApH KOjH CY
je mozHaBanu y [lapusy. Mebhy cBojum kputnuapuma umana je u Menotuja u XKana

Kacya. (ctp. 156)

N3 Kabunera npenceannka PemyOnrke je cTurao oroBop Koju mokasyje 0JIrOBOPHOCT
jenHe o30MJbHE IpiKaBe IpeMa YMETHOCTH, ajll M3 KOra C€ 4YWTa W TOJ03peHhe IpemMa
MunennHOM ABOjaKOM MOpPEKITy, 300r Kora je /lanuia, moromak nuHactuje Kapahophesuha a
ynata 3a Wranujana, u Mopana na ce oOpaha CHHCXOMJBMBHM TOHOM ,,0Ily IpernopoheHe

Jyrocnasuje. Y oaroBopy y nucMmy 3aBelleHUM I10]l MHBeHTapHUM OpojeM 130 HaBoau ce:

Bam mpezsior, kako cTe ra y MUCMy CaONIITHIIN, CMaTpaMo poJ0JbyOBHM I'eCcTOM, jep
OH TIpy’XKa JIOBOJHHO yBepema 0 Bammm ocehamnMa mpema CB0joj 3eMJbH M HEHOM
Hapony. Cakyrmsbame CIMKApCKUX pajnoBa Bamie mokojue xhepu Ha jeHOM MecTy
MPY>KUJI0 OH, ¢ Ipyre CTpaHe, 10CTa JUKOBHO] YMETHOCTH HaIIle 3eMJbE, Jep CY HheHHU
pagoBH, MO MHIUBEHY HAIMX KPUTHYapa, IOTIYHO WHIAWBUAYATHH, OJUIIY
CBEXKMHOM, MPHUjaTHUM KOJIOpUTOM, ocehajHomthy n GorarcTBoM maiite, a y pa3Bojy
Hallle JTMKOBHE YMETHOCTY YNOTHYHWIM OM BHUJHY Ipa3sHUHY, MOLITO W3 BpeMeHa

cTBapama Bamre khepu Hema cimmuHHMX Kpeanuja ko Hac. (ctp. 157)



Kwura Kao eenuxu xomnac mojebeHa je Ha YETUPH Jeja, a TH JIEJIOBU Cy Jajbe
MOJIeJb€HU Ha TOTJIaBJba YUjU Cy HACIIOBH, MOMYT HOBUHCKUX, CYT€CTUBHM, U y Hajkpahum
[[pTamMa HaroBelTaBajy o KojuM he nukoBuMa u jaorahajuma 6utu peun. Heku cy JIMKoBU U3
MuIeHHHOT )KUBOTa YMETHHYKOM (PUKII]OM OXKHUBJHEHU joill y Aymonopmpemy ca Munerom,
NnoK y Benuxom rxomnacy Mupjana MutpoBuh ocnukaBa 4HTaBy rajiepHjy JMKOBa TOra
BpeMeHa, 00MKYyjyhy BHX0BE KILMIKEBHE MOTpeTe. Y poMaHy ce, OCMM MUJICHHHOT oIa U
MajKe, CIIOMHBbY Kpasb Allekcanaap (Ha 4ujeM je qBopy MuueHa kuBena), anu u MycoluHu,
KOjH je, HaBOJHO, MOJIP’KaBa0 YMETHHKE M 3a Kora MuJieHa Kaxe J1a je ,,[IOTIYHO Jpyrauuju
0J1 MPIIIABOT M HE3/IPaBOT, 3aJIpTOr Kpasba AjekcaHapa“ (Maga MyconauHHUja mpea Kpaj Tor
TOTJ1aBJba, 300T HAIMEHOT AprKama, a HUCKOT pacTa, OIUCY]e ,,Kao MeBIa Koju nuje Boay™). Ty
cy Yemomusb MujaroBuh, Cube Mwunuumh, Munennna HactaBHuma bera Bykanoswh,
kputndap Kacy, komnosutop ban Kapino Menotu, bpyHos otan, 3atum MujeHnHa Beauka
Jpy6aB Pompuro, men myx PobGepr, anum u JlanwumH Hajctapuju Opatr Mmuxajio u ocraiu
yiranoBu nopoxauiie IlaBmoBuh, 4rje mopoaudyHe OJHOCE ayTopKa JCIUMHYHO oOpahyje u y
poMaHny.

O cBUM OBHUM JIMKOBHMA, HApPOYUTO O 3aHMMJbUBUM YjallUMa, y MYyOJIHUIUCTHYKO]
K3 Kao eenuku xomnac Hana3uMoO KbMKEBHE MOPTPETE 3aCHOBAHE HA JOKYMEHTAapHO]
rpahu. Muxajmno je 6o 6e3 ciryxa 3a yMETHOCT aJld j€, KaKO ayTOpKa Kake, O] JeTHOT JTUHapa
yM€O J1a HarpaBH 4eTupH, Boja je Ouo Hajnenmm, Boauo je Muneny y JbyouueBo u yuuo jy je
na jame. bopa je yuecTBoBao y OankaHCKMM paTOBHMA U IOCIE pamaBama kKoja Kymanosa
yHanpehen je y uwmH mopydyHuka. [parospyd je Oumo mnpBu IlokapeBsbaHWH KOjU ce
npodecuoHaiHo 0aBuo (QororpadujoM u Haj3aCIYKHUJU j€ 3a IOCTOjae JECeTHHA
Munennnux Qotorpaduja.

Muienu je 6uo Hajapaxu yjak boxa, kKoju joj je Kynmuo npBu 0JIOK U 6ojulle, a 0 KOMe
je kmmxkeBHuIa Mwmia JankoBuh, nHade pohaka [TaBnosuha, Hanucana oyMaHy IpU4y, ca
HacioBoM ,,Konepa®. Ty mpuuay je y menoctu Mwupjana MutpoBuh yBpCTHIIA Y KHBHTY,
JOJICTTUBIIIN jO] MECTO Y OZICJbKY ,,JeIHO MHUCMO, je/THa IPHYa U MeT yjaka“. AyTopKa y jeZTHOM
O]l HApeTHUX IMOTJaB/ba HABOJM jOIII jeJlaH 3aHMMJBHB MOJATaK — Ja j€ Ha IMPBOM KOHKYpPCY
Ilonumuke 3a KpaTKy mnpudy noOeauna ympaBo Ta MuinuMHa mpuya, Koja TOBOPU O
MunennHoM HajapaxeM yjaky. boxa je sxuBeo ca cBojoMm cectpoM JlaHUIIOM 70 Kpaja )KUBOTa
y BHXO0BOj Mmopoau4Hoj kKyhu. 3aBpmmo je mpaBa, jeqHo Bpeme Ouo yrpaBHMK KazHeHo-
MOTIPaBHOT oMa y 3a0enu, ajy je OCUM TOra CBUPAo M MEBA0 y3 TUTapy U MHOTO BpeMEHa
nmpoBoano y kadanu. MuieHy je o00xkaBao U OO je HajOMTHHja MyIIKa (GUTypa y HEHOM

NETUECTBY, Oymyhu 11a je cBOr ora BpJio peTko Buhaina, a boxa ce Huje )KeHHO U HHje UMao



nerne. M3mely \beroBor KeMKEBHOT MOPTpeTa u npude ,,Komepa“, y Kk0joj je onucan TpeHyTaK
HETOBOT Cyo4aBama ca cmphy, croju ¢otorpaduja uz 1913. roqune. Ha 0j je Muiiena c yjka
Boxxom, xoju jy je yMOTao y CBOj O(GHUIIMPCKU LIME-EJ, TaKO Ja joj BUpU caMo TiaBa. OBa
dotorpaduja, jenHa o HajIENIINX, MPUOTMKABA HAM MUIIEHUHO JIETHEHCTBO M €MOTHBHE
MOPOJIUYHE OJTHOCE, TTa C€ YMHH Kao Ja Mpex coOO0OM MMaMO COTICTBEHH MOPOJUYHU AIOyM U3
KOTa IPU3UBaMO YCIIOMEHE.

dotorpaduje cy, y3 nucma, joul jeaHa JparoleHocT Kojy Ham noHocu Kmura Kao
geuKu Komnac. 3HadajHE Cy U 3a CTPYKTYPY KIBUIE jep 0)KHMBJbABAJy KHIWKEBHE MOTPETE
KojuMa ciryke kao kommac. @ororpaduja XKana Kacya, pettumo, otBapa Ilpsu deo v morinaBibe
Benuxu kamanuzamop, y KOMe je aT BEroB KEIKEBHU MOpTpeT. Ty je U ’heropa mpenucka ca
Munenom. Kacy je 6uo bpyHoB npujaress, a kafa ra je MuseHa yrno3Hajia uMao je TpHJIeceT
mect ronauHa. Hammcao je Teker 3a katamor MujieHMHE IpBe Napucke u3noxoe u Beh Ttaga
MOCTaje BaKHA JIMYHOCT y MMJICHHHOM JKMBOTY M YMETHHYKOM pangy. AyTopka HHXOBO
MpHUjaTeJbCTBO Ha3uBa KapMmuukuM. Jlpyra dotorpaduja Ha kojoj je Xaum Kacy 3arBapa
nmoMeHyTo nornasibe. Ha 10j je, mopen Kacya, /lanuna IlaBnosuh bapunu, a ¢pororpaduja je
Hacrazna y ['anepuju Munene I1aoBuh bapunu, y [Toxapesity, 1963. ronune.

Hpyro mornasibe mpBor nena, Ilpogecopu u Munxen myhe maadocmu, oTBapa ce
dotorpadujom Xyra pon Xabepmana, Koja je mpornpahera onroBopom npodecopa XadepmaHa
Ha MUJICHHHO MUCMO, Y KOME jOj JKeIH ycleX M ymMeTHHYkH npousat. Crneau dotorpaduja
@panna ¢on llrtyka, nponpahena nozuBHuioM 3a Criukapcky kononujy 1828. romune, a
oIMax motoM u ¢otorpaduja cryaeHara ¢ kiace npodecopa Xyra ¢hon Xadepmana u3z 1927.
ronune. Kommko je u cama aytopka, JIOK je mpoydaBaia rpal)y u mucana oBy KUY, Ouia
JTUYHO Be3aHa 3a MmuiieHy u ocehana je ka0 HeKor cebu OIUCKOT, Y HajMamky PYKYy Kao CBOjY
IyXOBHY poljaky M3 MpOIUIOCTH, TOBOPH U JIMYHM KOMEHTap KOjU joj ce OTprao kajaa je
onucuBaia MWIEHHHO MYKOTPIIHO 3ajlarame Kako Oum crymupana kox llTyka, a merosa

HapLUHUCOUIHOCT YTI'YIINIa je cBe MUJIeHuHE Milafjalladke CHOBE:

[Tpuya o MuneanHuM npodecopruma oBae Ou ce Moria 3aBpIIUTH KOM(GOpHO U 6e3
TPHJKE CaBECTH, KaJ| IpaMaTypruja >KMBoTa He OM HaMeTasa jeTHO XUIIOTETUYKO, alu
CAaCBHM OCHOBAHO MNHTame: 3amTo, nobdory, /lamunma Huje MwleHy ynucaia Ha
Axanemujy y Ilapmu, Ha K0joj cy ce jour cehali U BHCOKO IOIITOBAJIN YCIIOMEHY Ha
cBOr' mouMBLIer mpodecopa u aupexropa Yekponea bapunuja, MunenuHor nemy no
omy?! Axanemujy y Ilapmu 3aBpmmo je u Munenun ctpun,, bpyHoB muahu Opart

JlatuHo, koju je y Bpeme kaj je MuneHna cryaupana y Munxeny, Beh Ono npusHaT u



3arociieH MapMCKH CIIMKap W Koju he, caMo KOjy TOAWHY KacHHUje, U caM IOCTaTH

npodecop Ha UCTOj AKaJIEMUjH Ha KOjOj j€ BheTrOB OTall Mpe1aBao CiuKame. (cTp. 32)

Onrosop, Takole U3 JIUYHOT yria, Oyayhu a U oBaj TEKCT MUIE HEKO KO Muieny
cMaTpa CBOJOM JIyXOBHOM pohakoM M3 MPOIIJIOCTH, MOKEMO NMpoHahu y YWECHHIM 1A je,
n3melyy ocranor, Jlanuna npehyrana y cBojuM cehamrnmMa CBOj€ aHTaKOBAHKE OKO PambCHUKA Y
6omuuim (o jyna 1914. no mapra 1915. paauna je 106poBossHO y BojHOj GONMHUIM Y OKOJIMHU
[ToxkapeBiia, 0 4eMy MOCTOjH JOKYMEHT), a Ha IITa cama ayTopka obpaha maxmy nuuryhu o
MunennnuM yjariuMa. BepoBaTHO W3 dHCTOr cplla Kojeé HE II03Haje HEmoTh3aM |
KOpPHUCTOJhYOJbE OMIIO KOje BpCTE, U3 BEpOBama Ja OM CBaKO Tpedayio /a caM JIOKaKe CBOJ
TaJeHaT u u300pH ce 3a CBOje MECTO Ha YMETHHYKO] CIICHH, He KopucTehu CBOje OPEKIIo, Be3e
CBOjUX pOAMTEJhAa W TMpeJaKa, Ma 4Yak HU HME COICTBEHOI oua. Jep, MmocToju jau y
Majiorpal)aHCKO] JaBHOCTH HEIITO CYMIbUBH]E, U Y HEKY PYKY, €THYKH HEYaCHHU]€, O] Tora Ja
JeTe TayMalla YIuIle TIyMy, JeTe pexucepa pexujy, IeTe Jiekapa MeIUlLUHY, JeTe Mucla
MOoCTaHe IMucall, a JeTe U3 MOPOJAUIE CIUKapa mocTane ciukap? M3 pasiora oHOTr, Ha Kpajy
KpajeBa, IITO OM ce JJaHaC Ha3BaJ0 CKPOMHOIINY MO MUTamy CONCTBEHUX 3acCiyra, TaJleHTa U
BPEIHOCTH, a LITO yJa3U y KapakTepusalujy Jinka MusneHuse Majke, a caMuMm TUM 1 Muuiene
came, jep je ca MajKoM IIeJIOoT )KUBOTA UMaJja jak, eMOTHBAH M MPUCAH OAHOC, IPENyH JbyOaBH
U ToBepema. AKO je 3axBajbyjyhM HEKOMe MOCTHIJIa CBE IITO je TMOCTHUria, OWUiIo je To
3axBasbyjyhu meHoj Majuun Jlanuim, Koja je moBpeMeHO KHMBeJa Kao MyKa CUPOTHIIA He Ou Jn
MusieHu npuyIITHIa YMETHUUKY Kapujepy (IMpJbUB U YIEYaTJbUB IPUMEP UMaMO y pOMaHy
Aymonopmpem ca Munenom — xajga Majka u hepka y BpeMe MuIeHUHOT CTyAupama Ha CMEHY
u3Ja3e U3 U3HajMJbeHe COOUIE, jep MMajy caMmo je/laH Mmap LUIeNa 3a KUIILY).

dotorpaduja MBana MemrpoBuha orBapa mornaBibe Casemu 6enukoz mewmpa.
Benuku MemrpoBuh, Taza yBenuKo mo3HaT ¥ MPU3HAT, OMO je rpujaTresb MUJIEHUHOT o11a, a y
TO BpeMe, kako u3 MemrpoBuheBux mucama casHajemMo, MwuieHa u [lanuna HHCY umaie
HUKakaB KOHTakT ¢ bpyHom. OBo mpujaresbctBo u3mel)y Mwunene u  Memrposuha
ucrnioctaBuhe ce 3HaYajHO W € Tauke MpoydyaBama MuieHuHe Ouorpaduje, Ha mTa ayropka
noceOHo ckpehe nmaxmy. CBa gasba MoOriaB/ba MOKEMO MPATUTH MO PEMPOAYKIIMjamMa CIIUKa
unu 1o gororpadujama TMIHOCTH YHjuM he ce mopTpeTnMa ayropka 60aBuTH. [lomTo Kmura
HEMa CaJip’kaj, OBAaKBO KpeTame KPO3 Pa3sHOBPCHY U CIOKEHY rpal)y mMoxe OMTH myTOKas,
moceOHO 3a OHE KOjU UMajy BU3yesHO namheme. Tako hemMo umaru npuinke 1a BUIAMO KaKO
cy Ha ¢ororpadbujama wu3rnenanu Jenena IlerpoBna PomanoB Kapahophesuh, kpasb

Anekcannap u Mapuja Kapahophesuh, Pamon Hogsapo...



[lornaswa Chuneuna mpunoeuja u Kencko bpamcmeo u nomypykasuye He 0TBapajy
ce ¢dotorpadujama Beh pempoaykumjama ysba Ha TuiatHy. I[IpBa je oTBopeHa MmusieHMHUM
noptperoM Yenomusba MujaroBuha, a gpyra moprperom Muunuie JankoBuh Koju je ypaauo
Mmuogpar IlerpoBuh. On cBux MusieHMHHUX pohaka, 3a mHcClEe, KIbWKEBHE HCTOpHYApe H
TeopeTHYape, HajUHTEpPECaHTHHU]ja je TopoAWdYHa Be3a ¢ MmmnoM JankoBuh, uujem ce
KIM)KEBHOM JIETy TEK Yy TIOCTIeIlhe BpeMe Mpu/aje 3aciyxeHu 3Hauaj. Munenun neaa Ctojan
[TaBnoBuh n Jannunna 6ada XXuska, ounu cy pohenu O6par u cectpa. Musena je 6mia gocta
mitaha ox Munuie, na jy je 3sajia rera Muiia u TuBUIIa ce lbeHUM KEbHDKEBHUM ycriecuma. Teta
Murna je y KeHXKEBHOCT YIIUIa UCTe TOAWHE Kaaa ce Munena poawmia, 1909, mro je jeaHa
MHTEpECaHTHA KOMHIIUICHIIH]a.

JlpyrH 1eo KibHre ayropka orsapa ¢ororpadujom bpyna bapunuja, a mocie HEKOJIUKO
nucama Hanazumo u Jlanuuuny otorpadujy U3 MIAIOCTH, HA KOjOj je ce BUAU Aa je Ouia
mpaBa Jjenotuna. MujeHa HHUje HacleAusa HEHY JIENMOoTy, O 4YeMy ayTopka MHIle Y
Aymonopmpemy, T€, IpUTIOBeajyhu y mpBoM Jnily, y MUJIEHHHO UMe, TOBOPH KaKo je Ouia
PYXKHa JIeBOjUHMIIa M KaKO je 300T Tora y CBOjy JIely MajKy Tile/laia Kao y HeKO BHIIE, 00)KaHCKO
6uhe.

Tpehu neo je nHacnoBsseHn POSt — mortem u caapku npenucky MUICHHHUX POIUTEhA
nocie meHe cMpTi. OBO j€ HaJTIOTPECHUJU JIC0 KIbUTE. Y YeTBPTOM SNy Hajla3u ce 3BaHWYHA
IpernucKa Koja ce Takohe Thue MusjeHuHe CMPTH, y KOjoj ce Haja3e mucMa OThpaBHHKA
nocnoBa KpasseBcke jyrocioBeHcke ambacane, Pobepra Tomaca ['ocenunna (MwuieHHHOT
cynpyra), Hanune IlaBmoBuh (koja ce mormmcyje ca JI1b), Mapraper Mamnopu, Oarosop
npeacraBauka Kabunera npencennuka Penyonuke, ban Kapna Menortuja, UBa Arapuha... ¥

MUCMY C MHBEHTapHUM Opojem 223, koje bpyno numie Jlanumum y Pumy 6. aBrycra 1949, croju:

MusieHuiia moYrBa y MHUPY, YaCHO M 3ayBEK MCIIOJ JeHOT YeMIlpeca Ha HajleruiemM
rpo0Jby Ha CBETY — Ha Tpo0Jby riymarna u ciaukapa — Enrnesa, Pyca, Hemama — uma
cBOj Manu rpod u3mely nBa pycka rpoda. Pycku CBEIITEHHK TOBOPHO j€ U OJAP)Kao
oreno, y Kamnenu Ha rpo0spy. [lonoxxeHa je Ha jelHy KJIOMITY... U IPEKPUBEHA LPHUM
BeJIOM. (...) Y ypHY 07 IIe€UeHEe 3eMJbE€ CTAaBHIIM CMO MUJICHY M YHYTpa caM CTaBHO TBO]
1 MOj TIOPTPET, & 3aTHM CTAaBHO j€llaH IIBETAK KOjU j€ jeJHa JBOTOMINA JIEBOJUUIIA
(Hama Hemo3HaTa) cTojehn TamMo CitydajHo, ApKaja y pylH. 3aTUM je ypHa 3aTBOPEHA,
MOKpUBEHA 3eMJbOM, a 3aTHM KaMEHhEM, a Ha KaMeHhe CTaBJbeH MaJId HAATPOOHU KaMeH
13 MOpa ca HaTIHUCOM, a 3aTUM je TaTjaHa TaMO CTaBHJIa Ba3y C BOJIOM M ITyHO IiBeha,

¥ TaMo cMO cTaBmwid Musieny. (ctp. 142)



[Tucma y kojuma ce poauTesbu, jagajyhu ce jemHo apyromMe, MOHOBO 30JIMKaBajy Hal
TpParuyHOM CMphy CBOT jeIMHOT JIETETA, J1ajy OBOj MyOJINIUCTUYKO] KEbU3U CEHTUMEHTANIHY,
MOETCKY U ApamMaTu4yHy HoTy. Tako he ce yak u yuTanal Koju npe oBe Kibure Huje 0 MunieHu
HUILITA 3HA0, HEMMHOBHO 3a Iy BE3aTH, 3aBOJIETH j€, U TaKO C€ YK/bYUUTH Yy BEIUKY,
IIPEKOOKEAHCKY MI0BUA0Y MuneHuHUM OpoioM 10 BEYHOCTH.

Kmura je nrcana Bol)eHa ayTOpKHHOM JbyOaBJby IpeMa yMETHOCTH, @ O YMETHHIIU KOja
je ’KMBeJa 3a YMETHOCT U paayl YMETHOCTUA. MuJIeHa HUje UMaja Jiele, a yMplia je Ipe CBOjUX
poautesba. Humra y BeHOM XKMBOTY HHj€ C€ OJIBHjaiO0 PEIOCIIeIOM KOjHu je TpenBuheH 3a
CMPTHHKE. YMETHOCT KOjy jé OHa cTBapayia ocrtahe MOTOWBHMM TEHepalldjama, jep je HIia
YHarpe, UCIIPel YMETHHIIE KOja jy je cTBapaa.

,Hurae Hebo HHje TaKo IJIABO Kao M3HAJ MOT JBOPUIITA®, UCIUCaHe ¢y MuieHuHe
peun Ha ynasy y [anepujy, cMemITeHY y BEeHO] pojaHOoj kKyhu, Kojy je meHa Mmajka Jlanuna
noxyionuna rpany Iloxkapesny. I[lpenuBa ce NIaBeTHHWIO ca OrPOMHOI Mypajla HEHOT
Aymonopmpema ca kucmom Ha JJECHOM 3H]y yJa3a, 0K cJI0Ba 0 Jby0aBu mpema poJHoj Kyhu
U JIBOPUIITY CTpeMe IpemMa IiaBeTHUTy Heba. CBenoye aa je MuieHa uMasia JOMOBHUHY, HaKO
je mpunazgana neiaom ceery. O B0j ce 1aHac muiie Bulle Hero ukazga. [locrana je nacnuparyja
CIIMKapa, My3udapa, MyJITHUMeAMjaaHuX ymeTHuka. Hocehm Benuku kommac, ycamibeHa y

CBOjOj pa3IMYUTOCTH, MOX/1a je Omita mpBa. Alld HHUje cama.
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Kene Kkoje cy ocTaBuiie Tpar — pyTa CJIOBEHCKHMX KEbHKeBHHUIA'

Defiant Trajectories, Mapping out Slavic Women Writers Routes / Edited by Katja Mihurko
Poniz, Biljana Doj¢inovi¢ & Masa Grdesi¢. — Ljubljana: Forum of Slavic cultures, 2021, 96
ctp, ISBN 978-961-94672-7-5.

Kpaj XIX u nmouerak XX Beka y HeMHUHUCTHYKO] KYyJITYPH MPEACTaBIba MEPHUOI OTIOPa
mpeMa MYIIKO] XereMOHHju TMpaheH KOHTHHYMPAaHHM TIOKymajuMa (EMUHHCTKUbA U
(demMHuHKCTa a2 MOCTUTHY AYTO KeJbeHy Jmbepanuzanujy. KoHcrpyucame (peMUHUCTHUKOT
ujeanga Hoge dceHe YHOCH PaJUKaIHE IPOMEHE y MaTpHjapXaToM OKOBaHO APYMTBO. JKeHCKH
WHTEJIEKT U TaJleHAT KOHAYHO JI0JIa3e JI0 3paXkaja, pacte Opoj HE3aBUCHHUX, 00pa30BaHUX JKEHA
KOj€ TIPUCBajajy PEMUHUCTUYKHI MOJIEN KUBJbCHA, BPEAHY]Y CII0001y U TIOUHUBY J1a UCTPAXKY]y
HOBE, /IO TaJla HEMO3HATe MPOCTOPE.

Tema nyoOnukaruje Defiant Trajectories, Mapping out Slavic Women Writers Routes,
yuje cy ypennune Karja Muxypko [lonmxk, bupana JlojumnoBuh m Mama I'paemmh,
VIOpUIITE HKMa YIpaBO Yy KOHLEMNTY Hoge, ociloOoheHe jeHe U He IMpeacTaBba
KOHBEHIIMOHAJHH 300pHUK Hay4YHUX cTynuja. PamoBu objenumenn y oBoM usngamy Dopyma
CIIOBEHCKHX KYATYpa IpeicTaBbeHu cy Ha koHpepenuuju \Women Writers Route onpxanoj y
anpwry 2019. rogune y JbyGsbanu, U pe3yaTaT Cy YCICIIHO Peau30BaHe UJICj€ O KPEHpamby
CBOjE€BpCHE Marle ImyTeBa n3a0paHuX CIOBEHCKUX KIbMKeBHUIIA. FbXOBH )KUBOTH U YMETHUYKO
CTBApaJIALLTBO YCKO CYy IIOBE3aHU C APYLITBEHO-NOAUTUYKUM npwinkama XIX u XX Beka, Te
npyXame MIMPer UCTOPHJCKOI KOHTEKCTa YMHHU CacTaBHU /€0 cBake of cTyauja. baBehu ce
cynOMHaMa XeHa KOje Cy OCTaBWJIE Tpar, ayTOPKE Yy CBOJUM HCTPaKMBambHUMa OXKHBJHABA]y
cehame Ha HEeKe 0J1 HAJUCTAaKHYTHJHX jKeHa XPBATCKe, IPHOTOPCKE, MOJBCKE, PYCKE, CPIICKE U
CIIOBEHAUKE KHHUKEBHOCTH.

Mama I'pnemuh y cBom pany nmox vazusom The Gender of Croatian Modernity: Marija
Juri¢ Zagorka and Ivana Brlic-MaZurani¢ nonpoOHO aHanM3Mpa YMETHHUYKE ITYTE€BE JBEjY
KIbMKEBHUIIA UCTOBPEMEHO TpaBehu OCBPT Ha pa3BOj U YTUIA] (PEMUHUCTUYKE TEOpHje U

CTyauja poja y XpBarckoj, Kao U MUTambe WHTErpalje KeHa Y XpBaTCKU KHIMKEBHU KaHOH.
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CaBpemennrie Mapuja Jypuh 3aropka, ayropka HCTOpPHjCKMX poMaHa, u lBana bpnuh-
Masxypanuh, koja ce nmpocnaBuia nuiryhu 0ajke 3a emy, u3ABajajy ce Kao HajUCTpaKuBaHU]je
KEHE XpBATCKE KHIbIDKEBHOCTH. KOHILENT CTyaMje je KoMIapanuja TaJallbHhX MepLeniyja
BUXOBOT YMETHHYKOT CTBapalallTBa 3aCHOBAaHMX HAa Pa3IMYUTHM >KUBOTHUM CTaBOBHMA
ayTopku. UBpcTH (DEeMUHHCTHYKM WACAIH, TMOJUTHYKK aHT@XMaH W TEXHba Ka yBohemy
MHOBAllMja y TPAIUIMOHATHU KIbMKEeBHU Mozien Mapuje Jypuh 3aropke, cynpoTCTaB/bEeHU Cy
apUCTOKPATCKOM TOPEKIy M MpHUXBaTamy yiore jkeHe u majke VBane bpmmuh-Maxypanuh.
AHanu3upajyhu OKOJIHOCTH T0J] KOjuMa Cy CTBapalie, ayTopka MCTpPaKMBamba UCTUYE U OHO
ITO MX TOBE3yje — CTUTMYy Koja je mpatuia Mapujy Jypuh 3aropky kao GpeMUHUCTHUKY
akTUBUCTKUIBY U VBany bpnuh-Maxypanuh kao KmWXKEBHHMIY 4Mju je pan cxBaheH Kao
MajuYrHCKa JTYKHOCT, 0€3 YMETHHUYKE BPEIHOCTH.

Kynrypuo-nonutnuke npunuke y L{proj I'opu ¢ kpaja XIX u mouetka XX Beka jemHa
Cy 01 HeHTpadHux Tema paxa Divna Vekovi¢ — Our Heroine ayropke Kcenuje PakoueBuh.
HctpaxuBame oOyxBata 6uorpadujy usne Bexosuh, npse xeHe noktopa Hayka y LlpHOj
I'opu, mo3Hare mo cBojuM mpeBoauMa [ opckoe sujenya, noesuje Jopana Joanouha 3maja u
npunoBenaka Byka Kapapwmha na ¢paniycku jesuk. bam kao w y ciy4ajy XpBaTCKHX
KIbMKEBHUIIA, W3BaHpenaH TaneHar JuBHe BekoBuh mpahen je OpojHMM KpuTHKama u
ocriopaBambHUMa, 300T yera He IIOCTOjU JOBOJFHO PENIEBAaHTHUX U3BOPA O FbeHOM JKUBOTY U Pafy.

Kao jenna on HajUCTaKHYTHjUX JKEHA MOJbCKE KIHMDKEBHOCTH y 300pHUKY c€ HaBOIU
Mapuja Konomanuka. AyTOpKy CBETCKE KJlace, 4dja ce Jena mopene ¢ aenuma Bupnuauje
Bynd um Tomaca Mana, 3agecwia je cyaOMHAa CIMYHA OHUM KOj€ Cy MPOXKHBENEC U JPYyre
CIIOBEHCKE KibIDKeBHUIE Tor BpemeHa. Crynuja Monuke Pymac-I'poacke (Monika Rudas-
Grodzka), Karapsmne Hanane-CoxomnoBcke (Katarzyna Nadana-Sokolowska) u Emumnuje
Komunko (Emilia Kolinko), koja Hocu HasuB Maria Konopnicka (1842-1910): In Search of
Individual Emancipation, oTkpuBa MojeMHOCTH W3 XHMBOTa CJIaBHE KILMKEBHHUIIE, OOpOY C
naTpujapXxalHUM YCTPOjCTBOM, OCyama CBEIITEHCTBA U 3aJIarame 3a pOJIHY PAaBHOIPABHOCT U
npaBa jKeHa. Y CKJaay ca caMOM HejoM 300pHUKa, ayTOpKe HaM KpO3 CBOje UCTPAXKHBAHE
MpeACTaBsbajy U nmyremecTsrje Mapuje KoHomHIYKE KPO3 €BPOTICKE 3eMJbE OKAPAKTEPHUCAHO
Kao0 MepHoJI JTMYHE CII000/Ie KOja je IMOICTAKIIa ’heHY KPeaTUBHOCT U M3HEAPHUIIa HeKa O] FheHUX
HajJIMO3HATHUX JIeTIa.

U3 cpebproe 006a pycke KIIKEBHOCTH U3/[Bajajy Ce CBETCKO] jJaBHOCTH HajIIO3HATH]E
CIIOBeHCKe ayTopke — AHa AxmaroBa, Mapuna l[BetajeBa u 3unamaa ['unujyc. Exarepuna
Apremuyk (Ekaterina Artemyuk) nctuue aa je muib cryauje o Hazusom The Life and Literary
Work of Russian Women Writers of the Early 20th Century: Their Artistic Merit, Cultural



Contribution, and Meaning for the Present pacseT/baBame HEMO3HATUX MMOATAKa O KHBOTY U
pazy OBUX ayTOPKH, Ka0 U YKJbYUHBaIE CaBPEMEHHUX KyJITYypHUX OpraHu3aiuja, Oubiuorexa,
CIOMEH-Kyha, KIbIDKEBHUX CAJIOHA W JIPYTHMX JIOKallMja Of 3Hayaja Ha Maly CIOBEHCKHX
KIbVDKEBHUIIA.

Jluk u neno Jenene /lumutpujesuh, HajBehe cpricke KbKkeBHUIE Mel)y myTHHUIIaMa U
HajBehe myTHUIE Mel)y Kb M)KeBHUIIaMa, TpencTaBiba busbana JlojunHoBuh y cBom pany The
European Routes of Jelena J. Dimitrijevic. llenTpanHa Tema HCTpaXMBama IOYMBA Ha
HCIIPITHO] aHAJHM3H YJIOTe ITyTOBAamka Y KHUBOTY, Pady U MEPUENIHjH CBETa OBE KEHMIKEBHUIIE.
[Mumyhu o cynbunama mnaaux Typkuma y xapemuMma, Jenena lumurtpujeBuh jaua emmnartujy
npeMa jkeHama, 300r uera (eMHMHHUCTHYKU JAyX IOCTaje jelHa OJ IJIaBHHUX KapaKTepUCTHKA
IBEHE KIbIKEBHOCTH. buibana JlojumHoBuh ananu3upa Hajro3HaTHja Jeja CPIICKE ayTopKe
XPOHOJIONIKK TpaTehu meHa myToBama o1 EBpore 1o CeBepue Amepuke, Abpuke u Aswuje.
Kynma 3a oTKkpuBameM Hemo3HaTor JemeHy JlmmuTpujeBnh HaBOAM 1a MoMepa TpaHUIIES
KEHCKe cJ000/ie, YIO3Haje HOBE CBETOBE M CBOj€ JPAroleHO MCKYCTBO MPEHOCH Ha MAarwp.
Crynuja npyxa IIMpU KOHTEKCT 3a CXBaTambe KIMKEBHOT 3Hayaja ayTopKe yHja ce jJeja He
CBOJIC Ha IMyKO ONHMCHBAKE Tiej3aka U aorahaja, Beh Tperupajy u3y3eTHo OUTHA APYIITBEHO-
nojauTHYKa nutama. OcnobolheHa CBUX BpCcTa Mpeapacyaa, IpoTKaHa KOCMOIOIUTCKIM JTyXOM
U MYITUKyITypanHouhy, nena Jenene /lumurtpujeBuh HempecTaHO HMPEUCTHTY]Y KYITYpHE
Tpaaulyje, naTpyujapxajHa Hadena, MMoJI0XKaj KeHa y pasIndUTUM JPYIITBEHUM CperHamMa U
Kao TaKBa MPEACTaBIbajy CBOjEBPCHY KPUTUKY €BPOIICKOT HAYMHA KUBOTA.

CHaxaH ()eMMHUCTUYKH Uil OAPEINO je U CTBAPAIAIITBO CIIOBEHAYKE KIbIKECBHHIIE
3o¢ke KBenep. XKena uuju je paj ocTaBuo TyOOK Tpar Ha peTHOHAIHO] KEHKEBHO] CIieHn XX
Beka Ouiia je y30p MHOTHM CaBpEMEHHIIMMA U U3y3€THO LIEHhEHA Kao ayTOpKa Mpo3e, JPaMCKUX
7ieT1a, TO30pHUIIHE U KIbIDKEBHE KPUTHKE, alli M KA0 ypeIHHIA )KEHCKUX Jaconuca 1 OOpKumba
3a sxkeHcka npaa. Katja Muxypko [loHmk, y3 ocBpT Ha TypOyJI€eHTaH KUBOT M TparudaH Kpaj
clioBeHauke ukoHe pemuuusMma, y cryauju Zofka Kveder — Slavic Cultural and Feminist Icon
of the Early 20th Century neraspHO McIHTYyje 3aciiyre Ha OCHOBY KOjHX j€ CllaBHA ayTOpKa
00e30enmiia 3Ha4ajHO MECTO HE CaMo y CJIOBEHAUKO], Beh U y jyroCIOBEHCKO] KEbHKEBHOCTH.
Cehame Ha 3odky KBeaep jenHako je mpoXeTo HEHHM YMETHHYKHUM CTBAapalalliTBOM Kao H
3aJIaramkeM 3a pa3Boj (PeMHUHUCTHYKHUX Hjaeana, Oyayhu na cy meHa Jefia 4ecTo Mmpe/cTaBibalia
0JIpa3 cTaTyca >keHa TOT BpeMeHa. AKTUBHO MPEUCTIUTY]yhy MHUTama *KeHcke HHPEPUOPHOCTH,
POIHMX cTepeoTuna, (eMHIuIa, MPOCTUTYIHje, CEKCYalHOCTH, BaHOpauHOT MajuMHCTBA,
PETIPOAYKTHBHUX TpaBa, cI0001HE JbyOaBH U APYTHX KOHTPOBEP3H, CIIOBEHAUKA KEHHKEBHUIIA

j€ ymyTuia XyCcTpy KPHUTHKY Ha XWIIOKPHU3HU]y CaBPEMEHOI ApPYIITBA M jacCHO ojdaruia



TpaAMLMOHAIIHE TTapaurMe, 300T Yera ce W ImpeMa JaHallbiM CTaHIapAuMa MOKE CMaTpaTH
BaHBPEMEHCKOM JIMYHOIIIhYy.

CanyHOCT HaM3rien pa3IuYUTUX JKUBOTHUX IIyT€BAa IOMEHYTUX CIJIOBEHCKUX
KIbVDKEBHHIIA OTJIEIa Ce TPE CBEra Y YMILCHHUIM J1a Cy Owiie jKeHe Y JOMHHAHTHO MYIIKOM
CBETY, HHAMBUIYE CIIO00HOT JTyXa, JKeJbHE HOBHUX MCKYCTaBa M N3a30Ba, yTOBama u 6opoe 3a
ceetnujy Oynyhnoct. CBojom xpabpouthy Mapwuja Jypuh 3aropka, UBana bpiuh-Maxypanuh,
JuBna BexoBuh, Mapuja Kononuuuka, AHa AxmaTtoBa, Mapuna lLIBerajeBa, 3unauma
I'ummjyc, Jenena Jlumutpujesuh u 3odka KBenep npemuie cy myT Koju je yrabao craze HOBUM
reHepanujama x’eHa y KikeBHOCTH. CTynuje o0jeIubeHe Y OBOM H3Jamky HHCY CaMmo JIe0
UCTOpUjcKe U reorpadcke Tpajektopuje, Beh (eMHHUCTHYKO 3aBeITamE XXKEHa KOoje Cy
OCTaBHJIE Tpar y CIIOBEHCKO] KyJITYpH U, KaKO caMe ayTOpKe HarjauaBajy, Xxpabpo oTKpuBaie

HOBE MTPOCTOPE.

1 OBaj TeKCT je HACTao y OKBUPY Krbusicencmaea.
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Women Who Have Left Their Mark — The Route of Slavic Women Writers!

Defiant Trajectories, Mapping out Slavic Women Writers Routes / Edited by Katja Mihurko
Poniz, Biljana Doj¢inovi¢ & Masa Grdesi¢. — Ljubljana: Forum of Slavic cultures, 2021, 96
pages, ISBN 978-961-94672-7-5.

In feminist culture, the end of the 19"" and the beginning of the 20" century was a period
of resistance to male hegemony, accompanied by continuous attempts on the part of feminists
to achieve long-desired liberalization. The construction of the feminist ideal of the new woman
introduced radical changes into a society fettered by the patriarchy. The female intellect and
female talents finally gained prominence, and the number of independent, educated women who
adopted the feminist lifestyle, who valued freedom and were beginning to explore new, hitherto
uncharted territories, was on the rise.

The topic of the edition Defiant Trajectories, Mapping out Slavic Women Writers
Routes, edited by Katja Mihurko Poniz, Biljana Dojcinovi¢ and MaSa GrdeSi¢, is rooted
precisely in the concept of the new, liberated woman, and this is not a conventional scholarly
book of proceedings. The papers combined in this edition of the Forum of Slavic Cultures were
also presented at the conference Women Writers Route, held in April 2019 in Ljubljana, and
they result from the successfully implemented idea of creating a sui generis route map of
selected Slovene women writers. Their lives and artistic oeuvres are narrowly related to the
socio-political circumstances of the 19" and 20" centuries, so the provision of a broader
historical context is an integral part of each of the separate studies. Dealing with the fates of
women who have left their mark, in their papers the authors revive the memories of some of
the most renowned women of Croatian, Montenegrin, Polish, Russian, Serbian, and Slovene
literature.

In her paper entitled The Gender of Croatian Modernity: Marija Juri¢ Zagorka and
lvana Brlic-Mazurani¢, MaSa GrdeSi¢ thoroughly analyzes the artistic routes of two women
writers, while simultaneously paying attention to the development and impact of the feminist

theory and gender studies in Croatia, as well as to the question of women’s integration into the
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Croatian literary canon. Coevals Marija Juri¢ Zagorka, author of historical novels, and Ivana
Brli¢-Mazurani¢, who earned fame as a writer of fairy tales for children, stand out as the most
thoroughly researched women of Croatian literature. The study is conceived of as a comparison
of the then-current perceptions of these two women writers’ artistic oeuvres, perceptions that
were based on their different attitudes to life. Marija Juri¢ Zagorka’s strong feminist ideals,
political engagement, and striving for the introduction of innovations into the traditional literary
model are juxtaposed with lvana Brli¢-Mazurani¢’s aristocratic origin and acceptance of the
role of a woman and mother. Analyzing the circumstances under which they wrote, the author
of the paper also points to the thing that connects them — the stigma that was attached to Marija
Juri¢ Zagorka as a feminist activist and to lvana Brli¢-Mazurani¢ as a woman writer whose
work was understood as a mother’s duty, devoid of any artistic value.

The cultural and social circumstances of the late 19" and early 20" centuries in
Montenegro were one of the central topics of the paper Divna Vekovi¢ — Our Heroine, authored
by Ksenija Rakocevi¢. The paper includes the biography of Divna Vekovi¢, the first female
Doctor of Philosophy in Montenegro, famous for her translations of The Mountain Wreath,
Jovan Jovanovi¢ Zmaj’s poetry, and Vuk KaradZi¢’s stories into French. Just as in the case of
the Croatian women writers, Divna Vekovi¢’s extraordinary talent was accompanied by much
criticism and denial of value, for which reason there are not enough relevant sources on her life
and work.

As one of the most prominent women of Polish literature, the book of proceedings
mentions Maria Konopnicka. A world-class author, whose works are compared with the works
of Virginia Woolf and Thomas Mann, she experienced a fate similar to the ones that befell other
Slavic women writers of that time. A study by Monika Rudas-Grodzka, Katarzyna Nadana-
Sokolowska and Emilia Kolinko, entitled Maria Konopnicka (1842-1910): In Search of
Individual Emancipation, reveals details from the life of this famous woman writer, her struggle
with the patriarchal order, her denunciations of the clergy, and her advocation of gender equality
and women’s rights. In accordance with the very concept of the book of proceedings, in their
paper the authors also present Maria Konopnicka’s adventurous journey across European
countries, which was characterized as a period of personal freedom that stimulated her creativity
and engendered some of her best-known works.

From the Silver Age of Russian literature, the following Slavic women writers stand out
as best known to the public — Anna Akhmatova, Marina Tsvetaeva, and Zinaida Gippius.
Ekaterina Artemyuk points out that the goal of her study, entitled The Life and Literary Work
of Russian Women Writers of the Early 20th Century: Their Artistic Merit, Cultural



Contribution, and Meaning for the Present, is to shed light on unknown data about the life and
work of these women writers, and also to include contemporary cultural organizations, libraries,
memorial houses, literary salons, and other locations of significance into the map of Slavic
women writers.

The character and work of Jelena J. Dimitrijevi¢, the greatest Serbian woman writer
among women travelers and the greatest woman traveler among women writers, is presented
by Biljana Dojcinovi¢ in her paper The European Routes of Jelena J. Dimitrijevi¢. The central
topic of this research rests on Dojcinovi¢’s exhaustive analysis of the role of traveling in this
woman writer’s life, work and worldview. Writing about the fates of young Turkish women in
harems, Jelena J. Dimitrijevi¢ strengthens empathy for women, for which reason the spirit of
feminism becomes one of the main characteristics of her literary oeuvre. Biljana Doj¢inovi¢
analyzes the best-known works of this Serbian woman author while chronologically following
her journeys from Europe to North America, Africa, and Asia. Dimitrijevi¢’s desire to reveal
the unknown drives her to move the boundaries of women’s freedom, to get acquainted with
new worlds, and turn her valuable experience into literature. The study provides a broader
context for understanding the literary significance of a woman writer whose works do not boil
down to mere descriptions of landscapes and events but rather deal with very important socio-
political issues. Freed from all kinds of prejudice, permeated with a cosmopolitan spirit and
multiculturality, the works of Jelena J. Dimitrijevi¢ incessantly question cultural traditions,
patriarchal principles, the position of women in different social environments, and, as such,
they are a sui generis criticism of European lifestyle.

A strong feminist ideal also determined the literary creation of the Slovene woman
writer Zofka Kveder. A woman whose work left a deep mark on the regional literary scene of
the 20" century was a role model for many of her contemporaries, and she was highly esteemed
as a writer of prose works, dramatic and literary criticism, but also as an editor of women’s
magazines and a fighter for women’s rights. Paying attention to the turbulent life and tragic end
of this Slovene icon of feminism, in her paper entitled Zofka Kveder — Slavic Cultural and
Feminist Icon of the Early 20th Century, Katja Mihurko Poniz thoroughly examines the merits
of this famous woman writer, which secured her a significant place not only in Slovene but also
Yugoslav literature. The memory of Zofka Kveder is as permeated with her artistic creation as
it is permeated with her efforts towards the development of feminist ideals, given the fact that
her works often reflected the status of the women of that time. With her active re-evaluation of
the issue of women’s inferiority, gender stereotypes, femicide, prostitution, sexuality, out-of-

wedlock maternity, reproductive rights, free love, and other controversies, the Slovene woman



writer directed fiery criticism against the hypocrisy of contemporary society and blatantly
rejected traditional paradigms, for which reason she may be regarded as a universal personality,
even according to modern-day standards.

The similarity between the apparently different life paths of the aforesaid Slavic women
writers is reflected primarily in the fact that they were women in a predominantly male world
and individuals with a free spirit, yearning for new experiences and challenges, for journeys,
and desiring to fight for a brighter future. With her courage, Marija Juri¢ Zagorka, Ivana Brli¢-
MaZzurani¢, Divna Vekovi¢, Maria Konopnicka, Anna Akhmatova, Marina Tsvetaeva, Zinaida
Gippius, Jelena J. Dimitrijevi¢, and Zofka Kveder traversed a path that paved the way for new
generations of female literary figures. The studies combined in this edition are not only part of
a historical and geographical trajectory, but rather a feminist legacy of women who have left
their mark on Slavic literature and, as emphasized by the authors themselves, bravely

discovered new spaces.

Translated by Goran Petrovi¢

! This book review essay was written within KnjiZenstvo.
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Literary Foremothers: Women Writers in Dialogue with Tradition of Their Own / Katja
Mihurko Poniz. — Reviewed by: Prof. Emeritus Dr. Neva Slibar, Prof. Dr. Biljana Dojé¢inovié,
English translation: Leonora Flis. Nova Gorica: Univerity of Nova Gorica Press, 2021, ISBN
978-961-7025-19-4 (PDF)

Yubenuk Krouoiceene npemkurbe: cnucamesmuye y Oujaroey ca CcONCmMeeHoM
mpaouyujom® (Literary Foremothers: Women Writers in Dialogue with a Tradition of Their
Own) Karje Muxypxko ITonmx (Katja Mihurko PoniZ) nacrao je kao aeo mpojekra y OKBUPY
oHyIajH MeHTopckor nporpama Open Education for a Better World, kpo3 koju ce punancupa
pa3BHjambe 00pa30BHUX pecypca y OTBOPEHOM NpHUCTyy. HamucaH je Ha eHIJIeCKOM je3UKY, a
y yBoaHOj peun Muxypko [ToHn*k HaBoau aa ce ,,M0Ke KOPUCTUTH KA0 MaTepHjal 3a yUCHC
WM 3@ HACTaBY Ha KypCeBUMa KOjH Ce THUY HUCTOPH]e skeHcKor nucama” (Mihurko Poniz 2020:
Vviii). OHa ucTHYe TPH IMJba YIIOCHHUKA: ,,/1a TPEICTaBH OOTATCTBO M BAXKHOCT YKECHCKOT MHCakbha,
Ja TOKa)Xe Kako HaM JWTUTAIHH ajaTh MOTY MOMONM Y UCTPaXHBalky M IMPOyUABAY
CTIHCATEJhHIIA, TOCEOHO PEIETIIH]je FbUXOBUX JIENIa, ¥ J1a TOIMTHE CBECT YNTATEIHKH U YU TAJIala
0 TOME J1a )KCHE MMajy COTICTBEHY UCTOPH]Y YHjH j€ TONMPUHOC UCTOPHJH YOBEYAHCTBA jeTHAK
ucropuju Mmymkapana“ (Mihurko Poniz 2020: viii). YubeHuk yOeq/bHBO HCTHYUEC jaKy
MOBE3aHOCT M3Mel)y JKEHCKEe KIbM)KEBHE MCTOpPUjE M TUTUTAIHE XYMAaHUCTHKE, HacTojehu ma
OHE KOju Oyny KOPHUCTHIM YIIOGHHK OCIOCOOM 3a Jajbe CaMOCTAIHO HCTPaKUBAHKE
KopunihemeM TUruTaaTHuX ajnata. Kpo3 cBa morjiaBiba jacHa je KJbydHa yJiora KOjy pa3iInduTe
0aze momaraka (momyr VRE NEWW Women Writers) umajy 3a moxpamuBame 1 IPOHATIAKCHE
uHpopMalrja o ayTopkama.

YubeHuk ce cacToju 0J1 0caM TOTJIaBJba KOja, OCHM TEKCTOBA, CaJpKe H IO MET CaTh
pana ¢ IpyruM caapxajuma (yriaBHOM Cy y MHTamky JTOKYMEHTAPIU U €MU30/1¢ IMOAKAcTa) U
ocaM caT JaJber YhTama 1o noriasiby. Kpo3 cemam moriassba, Muxypko [ToHk ykpiira
npuUye pas3IMuUTHX CIHCcaTesbHlla KopucTehn HajpazIuuuTHje MyJITHMEIWjalHe pecypce —

OJIJIOMKE W3 HbHXOBUX JieJla y KOJUMa C€ JOTHYY CBOJUX KHHMDKCBHUX IMPETXOJHHUIIA WU



CaBpEMEHHMIIA, YTUCKE JeTHUX O JAPYTMMa U3 JAPYrHX W3BOpA MOMYT MUCaMa, JOKYMEHTapIe U
MOJKACTe Y OTBOPEHOM MPHUCTYIY KOjH ce 0aBe HUXOBUM XMBOTHMA M JeUMa, ouorpaduje,
npuiiore u3 kputuka uta. [lopea Tora, cBako OJ] MOTJIaBJha UMa CTPYKTYPY JISKIIH]j€ — THTAbA
¥ 33111 TIpaTe CBaKW MPHUIIOT, Y3 Beh MOMEHyTe CIOoJbHE pecypee KOju MpoayoJbyjy CBaKy o
Tema. Ha oBaj HaumH ayTopka ycreBa Jla ce JOTaKHE HAJBAKHHUJHUX TEOPHJCKUX IOjMOBA
BE3aHUX 32 KEHCKO KIM)KEBHO CTBapajiallTBO, (TIOHOBO) MPEICTaBH BUIIEC U Mamkbe MO3HATE
ayTOpKe M YKa)ke Ha pa3IMuuTe UCTOPHUjCKE KOHTEKCTE Y KOjMa Cy OHE CTBapale.

VY npBOM MOTJIaBsby MO HA3UBOM ,,Pa3MHUIIIbambe 0 JKEHCKO] KEbHXKEBHO] TPATULIM]H,
ayTopka kpehe on HajBaXKHUjUX THUTamka BE3aHUX 3a OBy TEMY — IITa j€ TO KHIKEBHA
TpaJuIFja a IMTa POJHU €CEHIIMjaIn3aM OJTHOCHO aHTHECEHIIUjalin3aM, YCIyT najyhu yBun y
BakHe (EMHHUCTHYKE TEKCTOBE KOju ce oBuM OaBe. Kpoz mecmy Cecmpe (The Sisters)
amepnuke necHukume Ejmm Jloyen (Amy Lowell) ykaszyje Ha TO 1a npoMHUILbama
crucaTeJbUIla O CBOJUM IPETKUIhamMa HUCY Halllla 3aMaxa caMo Yy TeOopHju, Beh W y caMum
KIbMOKEBHUM JISTTUMA, IITO j€ HUT KOja Ce TIPOBJIayH U KPO3 CBa KaCHHja MOTJIaBJba. 3axTeBajyhu
OJl UMTajana Ja y CTHXOBUMA MecMe MOJIBYKY HMEHA MEeCHUKHIbA C YHjUM JeliiMa Cy Ce JI0
caJla CycpeiH, ayTopka Ha caMOM MOYETKY MOJCTHYE YUTAOIC U YMTATEeJbKE J1a pa3MHUCIIE O
MOJIOXKAJy TICCHUKHWIba U YOIIITE ayTOPKH Y KIWKEBHO] TPaJMIMjU, cyodaBajyhu ux ca
(BepoBaTHO MajiuM) OpojeM ayTOPKH KOjUMa Cy 110 Taja OUIIN U3JI0KECHH.

Y npyrom nornasiby Muxypko [Tonnx nosesyje Cando, Kpuctun ae [Tuzan (Christine
de Pisan) u Keponaju Hopron (Caroline Norton), yka3yjyhu unrtaony na yak u Cando nma
MIPETKUBY Y Mamkhe TI03HATO] CYMEPCKO-akaAcKoj necHnkumbr Eaxemyann (Enheduanna), koja
je , KHBela W CTBapaja MpHOIMKHO 1oja Beka npe Hactanka Ema o 'miramemnty® (Mihurko
Poniz 2020: 46)). [Torom ayropka ctBapa Be3y uzmel)y Bupyunuje Bynd (Virginia Woolf) u
Ad¢pe ben (Aphra Behn), 3atum u3mely Llopu Emmor (George Eliot) u Hapnor Bponte
(Charlotte Bronté), Ileju Octun (Jane Austen) u Mapuje Eusopt (Maria Edgeworth), [Topu
Emnor u Emunmu JIlukuucon (Emily Dickinson), Enn3a6er beper bpaynunr (Elizabeth Barrett
Browning) u Xopx Canax (George Sand). Kpo3 ommomke BHXOBUX THCama, KPUTHUKHX
TEKCTOBA, [leCaMa U MPO3HHUX JIeJIa, OBE ayTOPKE je/IHEe MpeMa JpyrumMa McKas3yjy AUBIbEHE, a
Muxypko [ToHMX OBaKBOM HHUXOBOM 3ajeJHHYKOM KOHTEKCTYAIM3allMjOM W3 IOTJIaBJba y
TIOTJIaBJbE JIOKa3yje CBOjJy T€3y O HEOMXOHOCTH cariie/laBama pajia ayTOPKH 3aj€THO C PaJIoM
HBUXOBUX MPETXOIHUIIA, KOj€ CY IbUXOBU MOCPEIHH WA HEMOCPEIHH YTULIA]H.

3a Bupuunnjy Bynd Baxxnoct nperxonuune nonyt Adpe ben je mpe cBera npakTuiHa.
[IpBa enrnecka crcaresbHIla KOja je ycreBasia J1a >KMBH O] CBOT Mmucama 3a Bynd npencrasiba

MPEKPETHHILY 32 )KEHCKO CTBApaJIalliTBO M OXpadpermhe CBUM JKeHaMa Jia 3apajie ,,lIeT CTOTHHA



(ynTr) rogumme cBojom mamehy* (Mihurko Poniz 2020: 58). V npyrum ciy4ajeBuMa y3
TUBJbCHC JIOMUHHUpA eMIIaThja, kao mTo je ciaydaj ca Kepomaju Hopton mpema Cando u
Emunu luxkuncon npema [lopy Enuor, nnu conupapHoct kaaa je y nutamy lleju OctuH koja
y COIICTBEHOM poMaHy cTaje y onbpany Mapuje Eusopt. OBaj u3pa3uTo emMmatudyaH U
COJIMJIapaH CTaB KOjU MPATH JTUBJbCH-C (MU MY IIPETXO/IN) MPUCYTaH j€ Y TOTOBO CBUM Be3ama
koje Muxypko [lonmx mosmaun usmely crnmcaressuna. Ognoc Enmzaber beper bpaynunr
npema XKopx Canj momano ce M3/Baja OJ OCTaJHX, jep jé HEeroBa BaKHA KOMIIOHEHTA W
IMBJbCHE NPEMa CTaBy W CTHIIY )KMBOTa OBE CIIMCATEJbHIIE, 3 HE MCKJbYYHBO OIMYUEEHOCT
HBEHUM KIbMDKEBHUM TalleHTOM. Muxypko [ToHMK YuTaoIe CynTHITHO HABOIX J1a OBO ITPHMETE,
Tpaxxehu o1 BUX J1a pa3MHUCIIe KOjO] CIIHCATEIHUI OU ce OHU 0OpaTHIIM HAa HAYMH Ha KOJH TO
ynHu bepet bpayHuHr, kako Ou nCKa3aiy CBOje peur XBajle U 1a JIu OM MOXBAIWIN HEH HAYMH
nucama, TuyHu uHTerputer wim Hemro tpehe (Mihurko Poniz 2020: 166). OBum ayropka
UCTHYE BXHOCT OBAaKBUX IPHMEpPA 3a JKEHE HE CaMo Kala je y MUTakby HBHXOBO KHHIKEBHO
cTBapanamTBo Beh W CBaKOIHEBHH XHBOT. OCHUM IITO aKTHBHOCTH Yy OKBHpPY IIOTJIaBJba
ynyhyjy unTaone Ha 10/1aTHE pecypce WK IOCTaBsbajy MUTamba Koja Ou Tpedaio 1a UM yKaxy
Ha Ba)KHE aCMEKTE OBUX TEKCTOBA UJIH MPOIy0e IUXOBO pa3yMeBambe, HEKHU OJ1 33/1aTaKa MOIyT
OBOT Cy U KpeaTuBHH. Y ciydajy Adpe beH, Ha mpumep, ayTopka Mmo3uBa YUTAOIIE /1a HATTUIITY
ecej WM necmy, Harpase (Gororpadujy WM BUIEO CHUMAK, WM HACIUKA]y CIUKY Ha cienehy
temy: ,,OBO je 1BeT Koju Oux craBwia Ha rpooHuiy Adpe ber™ (Mihurko Poniz 2020: 60).
[Tocnenmwe mornaBibe ce MOMAJIO pa3yiMKyje of nperxoauux. Opae, Haume, MUXypKO
[Tonmx mpencraB/ba Mame IO3HATY CKaHAWHABCKY ayTopky Jlaypy Mapxonm (Laura
Marholm) u wmeny kwury Modepua scena. Nako cy uueje koje je Mapxonm y m\0j h3Hena
cMaTpaHe KOHTPAJAUKTOPHUM W HAWIIUIE HAa Pa3IMuUTe peakivje, a Tajanrma (PeMUHUCTHIKA
JaBHOCT ce OuCTaHmupana on me, Muxypko IloHmxk je HaBogum kao mob0ap mpumep Koju
WIYCTpyj€ BaXXHOCT IOHOBHOT 4YHWTama 3a00paBJbEHMX TEKCTOBA. 3aHemapyjyhu meHe
npobJeMaTHyHe CTaBOBE M 00jalimaBajyhu UX Kao KapaKTEepUCTHYHE 32 HEMAYKO JPYIITBO
Tor BpemeHa, Muxypko IToHMX HcTHYe BpPEIHOCT OBOTI TEKCTa KOja jeé Y BpeMe HEeroBOT
o0jaBspuBama octana y cennu. Hanme, Mapxonm je HHCHCTHpaia Ha TOME J1a ,,)KeHa HEe MOXKE
Ja CTBOPH HUINTAa W3HOBA, HE MOXXE Ja TOYHE HCIOYeTKa, Beh je BepoBaja Ja je CBE
HYCITPOU3BOJI HEUET IPYTror WK y BE3U ca HEUUM IITO je CTBOpeHo mpe mera® (Mihurko Poniz
2020: 198). tbeH paHu YIUIUB y TUCKYPC O KapaKTepUCTUKaMa JKCHCKOT ITUCama 1 3Havyaja pajia
MPETXOHUIIA j€ MOCEeOHO yIeuaT/bUB W3 JIaHAIIkE TEPCHEKTHBE W 3aBpehyje maxmy u

noapoOHy aHanu3y. Ha oBoM mpumepy ayTopka >KeiaH Ja MCTaKHE YeCTy I0jaBy pasiiuKe Y



pelenuuju efa ayTopkd y BpeMe Kaja Cy oHa 00jaBJbeHAa M J1aHac Kaja OWBajy TOHOBO
oTkpuBeHa. OBMM Ha HEKM HAYWH M 3aTBapa Kpyr 3amodveT y MPBOM IOTJaBJby, HaBojehn
YUTAOLEe Jla Pa3MHUCIE O TOME 3alTO Cy OpojHE KHMKEBHE NMPETKUE-E yro Ouie >KpTBe
3abopasa.

VY yBoaHOj peun Muxypko [IoHIX MPUINYHO MIHUPOKO ASPUHUIIE ITUJbHY TPYITy OBOT
yuoenuka. OBO TUTame HEroBe HjeanHe myOnuke Takohe ce Hamehe w3 mornaBba y
nornasjbe. JIOK je Ta4yHO Ja HEKM TEKCTOBH 3aXTEBajy JeTajbHHje OaBIbCHE KIHMKEBHOM
aHaTM30M M YIyheHOCT y KIbM)KEBHY TEOPH]y KaKo OM IIUJBEBH JIEKLIM]ja Y TOTIYHOCTH OMIIN
MOCTUTHYTH, PECYPCH KOjH Cy IOCTYITHA U HAYMH Ha KOJH Cy TUTamka 1 3a/1aiii POpMYIIMCaHH
OCTaBJhajy TOBOJFHO MPOCTOpA Ja MOTJIaBJha 3aMHTEPECY]y, HHPOPMUIITY M CEH3UTHUBHUIIY
YUTaTeJbKE U YUTAOle KOju cy Mame ynyheHu y oBe Teme. OCHM CaMOCTAJIHOT YUTama U
UCTPAXHBaa, CTUYE CE YTHUCAK Ja OM yIIOCHHUK ¢ OBAKO JETajbHO pa3pal)eHHM IMOriIaBbuMa 1
3ajalMa JIako Hamao NpUMEHY My YYHOHHUIIAMa Ha pa3IMuyuTHM HUBOMMa 00pa3oBama, y
3aBHCHOCTH OJI KYpUKYJyMa W YHTAJIa4YKUX CIIOCOOHOCTH YYEHHKA M YYCHHUIIA OJHOCHO
CTY/ICHTKHUIbA U CTy/ieHaTa. JloJjaTHa BpeTHOCT KOHIIETITa OBOT YIIOGHHUKA OTJIe/a Ce Y FheTOBOM
OCJamamky Ha IUTHTATHY XyMaHUCTUKY U JUTUTAITHE JIaTe YOIIILTE, 12 HE IOMHEEMO HETOBY
nocTynmHocT. base momaraka u Ipyru MyJITHMEIHjalTHU PECYpCH Ha KOjUMa c€ WHCHCTUPA Y
3aJalMa Cy BPEJIHU PECYPCH 3a JaJbe HCTPAKHBAHE, OCHM IITO Cy BayKHA JIONTYHA TEKCTOBUMA
KOjU Cy caJip’kKaHu y YIIOCHHKY, a UNTaTeJbKEe M YMTAOIM Cy MOTHBHCAHU J]a UX CaMOCTAJTHO

JaJbe UCTPaKy]y U KOPHCTE.

! CBu npeBoau cy ayTOpKHHH.
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The textbook Literary Foremothers: Women Writers in Dialogue with a Tradition of
Their Own by Katja Mihurko Poniz was created as part of a project within the framework of
the mentoring program Open Education for a Better World, which funds the development of
open access educational resources. It was written in English, and Mihurko Poniz states in the
introduction that it “can be used as a learning or teaching material in the courses related to the
history of women’s writing” (Mihurko Poniz 2020: viii). She highlights its three aims: “to
present the richness and importance of women’s writing, to show how digital tools can help us
in researching and studying women writers, especially their reception, and to make the
recipients aware that women have a history of their own which is an equally important
contribution to the history of humankind as the history of men” (Mihurko Poniz 2020: viii).
The textbook is convincing in exposing the strong connection between women’s literary history
and digital humanities, aiming to empower its readers to continue doing independent research
by using digital tools. The key role different databases (such as VRE NEWW Women Writers)
play in storing and finding information about female authors is clear throughout all chapters.

The textbook consists of eight chapters. Beside texts, each chapter includes five hours
of work with other content (mostly documentaries and podcast episodes) and eight hours of
further reading. Through seven chapters, Mihurko Poniz intertwines the stories of different
women writers by using a variety of different multimedia resources — excerpts from their work
that touch upon their literary predecessors or contemporaries, impressions of each other from
other sources such as letters, open access documentaries and podcasts that are about their lives
and work, biographies, critical contributions, etc. Furthermore, each of the chapters is

structured like a lesson — questions and tasks accompany every piece, alongside other



previously mentioned external resources that deepen the readers’ understanding of each of the
topics covered. This way, the author manages to touch upon the most important theoretical
concepts related to women’s writing, (re)introduce lesser- or better-known women writers, and
reveal the different historical contexts in which they wrote.

In the first chapter called “Thinking about female literary tradition”, the author begins
with the most important questions related to this topic — what literary tradition is and what
concepts such as gender essentialism and antiessentialism are — while simultaneously providing
insight into important feminist texts that cover these issues. Through The Sisters, a poem
written by the American poet Amy Lowell, she points out that women writers contemplating
their predecessors does not only occur in theoretical texts, but also the literary work itself,
which is a common thread throughout all chapters. The author asks the readers to underline the
names of female poets whose work they have come across so far. This way, she incites them
to consider the poetesses and female authors as a whole and their position in the literary
tradition, thereby confronting them with the (presumably small) number of female authors they
had been exposed to up to that point.

In the second chapter, Mihurko Poniz intertwines the stories of Sappho, Christine de
Pisan, and Caroline Norton, informing the reader that even Sappho has a foremother in the
lesser-known Sumero-Akkadian poetess Enheduanna, who “lived and created approximately
half a century before the creation of the most important work of the Sumero-Akkadian
literature, namely, the Epic of Gilgamesh” (Mihurko Poniz 2020: 46). Then she draws the lines
between Virginia Woolf and Aphra Behn, followed by George Eliot and Charlotte Brontg, Jane
Austen and Maria Edgeworth, George Eliot and Emily Dickinson, Elizabeth Barrett Browning
and George Sand. Through the excerpts of their letters, critical texts, poetry, and prose, these
authors express their admiration for one another. By contextualizing them together like this,
Mihurko PoniZ proves her thesis of the necessity of appreciating the work of women writers in
connection with the work of their foremothers, who are their indirect or direct influences.

The importance of a foremother like Aphra Behn is above all practical for Virginia
Woolf. To her, the first English woman writer that succeeded in earning a living by writing
represents a watershed for women’s writing and an encouragement to all women to earn “five
hundred (pounds) a year by their wits” (Mihurko Poniz 2020: 58). Other examples of
admiration are dominated by empathy, as is the case with Caroline Norton towards Sappho, as
well as Emily Dickinson towards George Eliot, or solidarity when it comes to Jane Austen who
uses her own novel to stand up for Maria Edgeworth. This distinctly empathetic attitude of

solidarity that comes on the heels of admiration (or precedes it) is present in all connections



Mihurko PoniZ makes between the writers. The attitude of Elizabeth Barrett Browning towards
George Sand differs somewhat from the others. Its important component is also admiration
towards the attitude and lifestyle of this author, not simply enthrallment with her literary talent.
Mihurko Poniz subtly nudges readers to notice this by asking them to think about the female
author whom they would address in the manner that Barrett Browning uses to address Sand,
how they would express their words of praise, and whether they would commend her way of
writing, personal integrity, or something else (Mihurko Poniz 2020: 166). This way the author
emphasizes the importance of such examples for women in general — not only when it comes
to their literary work, but also their everyday life. Beside the fact that the activities within the
chapters point the readers toward additional resources or ask questions that should point out
important aspects of the texts or deepen their understanding, some of the tasks such as this one
are also creative. In the case of Aphra Behn, for example, the author invites the readers to write
an essay or a poem, take a photo or a video, or paint a picture with the following title: “This is
a flower 1 would put upon Aphra Behn’s tomb” (Mihurko Poniz 2020: 60).

The final chapter differs slightly from the previous ones. Here, Mihurko Poniz presents
the reader with the lesser-known Scandinavian author Laura Marholm and her book Modern
Woman. Although the ideas that Marholm espouses in it were considered contradictory and
warranted different reactions, with the contemporary feminist public distancing itself from her,
Mihurko Poniz cites her as a good example that illustrates the importance of the repeated
reading of forgotten texts. She disregards Marholm’s problematic ideas, explaining that they
were typical of German society of the time, and points out the value of this text that remained
unacknowledged at the time it was published. Namely, Marholm insisted on her view that “a
woman cannot create anything anew, cannot make a fresh start, rather, she believed that
everything is just a by-product of or a link to something previously created” (Mihurko Poniz
2020: 198). Her early efforts within the discourse about the characteristics of women’s writing
and the importance of the work of predecessors is particularly impressive from today’s
perspective and deserves attention and a thorough analysis. By using this example, the author
wishes to highlight the common phenomenon of the disparity in the reception of women
writers” work at the time of publishing as opposed to today when they are being rediscovered.
This somewhat closes the circle she began in the first chapter by leading the readers to consider
why numerous literary foremothers long remained forgotten.

In the introduction, Mihurko Poniz defines the target audience of this textbook in quite
broad terms. The question of its ideal audience also poses itself from chapter to chapter. While

it is true that some of the texts require a more detailed foray into literary analysis and being



familiar with literary theory so that the lesson aims could be fully achieved, the available
resources and the way the questions and the tasks are formulated leave enough space for the
chapters to interest, inform, and sensitize readers that are less informed about these topics.
Beside independent reading and research, it seems that a textbook with such carefully designed
chapters and tasks could easily be integrated into classrooms at different educational levels,
depending on the curriculum and the reading abilities of students. The added value of a
textbook designed in this way is reflected in its heavy reliance on digital humanities and digital
tools overall, not to mention its accessibility. Databases and other multimedia resources that
the author insists on throughout the tasks are valuable resources for further reading, besides
being an important supplement to the texts contained in the textbook, and readers are motivated

to use them further in independent research.
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Cae IITO je BeJUKO, YBEK je Ha KOPHCT Apyrux’

Cse wmo je genuxo yeek je na xopucm opyeux, Kpamax npeened uzymumenxu y Cpouju XX
gexa / Anexcannap Ilerposuh, Aunpujana BacusseBuh. — beorpan: 3aBoj 3a HHTENEKTyalHY

cBojuny Penyonmuke Cpouje, 2020, 99 ctp, ISBN-978-86-7811-054-2.

Hewma pasnoza 0a He npuxeamumo sHceHCKU NPOHANA3AYKU YM
Kao moeyhy 30py yusunuzayuje.

(ITetporuh, Bacubesuh 2020: 19)

Henocrarak u3Bopa Koju CBEIOYE O yCIEeXy JKeHa y HAYIM HE CMe Ja HeTUPa HEroBO
nocrojame. bynyhu na cy y )xuBoTrMa 3HaMEHUTHX MYIIKapala >KeHe OJyBEeK HCTHULAHE Kao
W3BOpU HaJaxHyha W MokpeTauke eHepruje, Hamehe ce muTame: 300T Yera ce BEKOBHMA
ocropaBaja lbUX0Ba CIIOCOOHOCT J1a aKTUBHO YYECTBY]Y y OOJMKOBaWmY CaBpPEMEHOT cBeTa?
Aytopu kmure Cee wmo je 6enuko ysek je Ha kopucm opyeux, Kpamax npezned uzymumesnku
v Cpouju XX sexa, Anexcannap [lerposuh (mpodecop @unonomkor pakyntera Y HUBEp3uTeTa
y beorpany) u Anapujana BacusseBuh (rpaduuka nuzajuepka Ha OHUIOIOUIKO-YMETHHYKOM
dakyntety YHuBep3urtera y Kparyjesiry) oBoM MyOJIMKaIllijoM HE caMO Jia 0/1a]y NPU3HAKE
KEHCKOM TIpOHAJIa3a4koM yMy, Beh yka3zyjy W Ha MOTrpelIHy HHTEpIpeTanujy Hayke Kao
UCKJbYYUBO MYIIKE JAUCIUIUINHE.

[Ipemna je mo3HaTo 1a M3a BETUKOr Opoja M3ymMa W JocTUTHyha KOjU Cy IpacTHYHO
YTHUIAIM HA HaIlle )KUBOTE CTOj€ YIIPaBO KE€HE, lbUXOB T'€HHU], TPY, Pall, OJAPUIIAEkEe U XpadpocT
JI0 TaHaC YeCTO OCTajy y CeHIIH. | TaBHA 3aMucao ayTopa Ouja je Jaa CpIricKe Hay4yHUIIE OTPTHY
o1 3a0opaBa M J]a HampaBe KpaTak Iperiiel BbUXOBUX Ouorpaduja M HaydHHUX JOCTHrHYyha.
Kmura je o6jaBibeHa MOBOJOM jEIHOT BeKa IOCTOjama 3aBOJA 32 MHTEJIEKTYaJHy CBOJUHY
Penyommke Cp6Ouje (1920-2020) um moceehena je bmarotm XXapkoBuhy, Hekamgamrmem
JTUPEKTOPY JYTOCIOBEHCKOT 3aB0jIa 3a MaTeHTe U 3aB0Jia 32 MHTEJICKTYAIHY CBOJUHY, KOJU je
11€0 KMBOT ITOCBETHO HAYyLIY, IPOHAIa3auyuMa 1 IpoHajIa3adnIama.

Y yBOogHOM Jeny HarjalmieHa je OIIITe YBpeXeHa TeHJeHuuja (opMupama
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cyOBEp3MBHOT OJIHOCA MIpeMa KEHCKUM OCTBapemHMa HacTajla Kao pe3yiTar maTpujapXaiHux
KOHCTpYyKaTa, YCJIell KOje jeé HCTPaKMBAauKH paj CPICKUX HaydyHHUI]a OCTa0 HM3BaH YBUIA
jaBHOCTH, 0e€3 JOBOJAHO BalMIAHMX JOKyMeHaTa. baBehu ce oBoM Temom, AnekcaHaap
[TerpoBuh u AHnpujana BacuibeBuh unHEe MHOHUPCKHU TOIYyXBAT U CTBApajy MPBY CTYIU]Y
noceeheny >keHckoM TeHnjy y Cpouju. [IpeTparom maTeHTHUX crnmca 4eTupu JyrociaBuje —
KpameBune Cpba, Xpsara u Cnosenana, Kpameune Jyrocnasuje, CoumjamucTuuke
¢beneparuBHe penyoauke Jyrocnasuje u CaBesne penyounke Jyrociasuje, yrBpheHo je aa ce
CpOuja ucTtuue Kao jeaHa O] yTeMeJbhBada CBETCKOT MOPETKAa WHTEJEKTYyalTHEe CBOjUHE. Y
CKJIaJy ¢ KOHIIENITOM CTy/uje, ooyxBaheHe cy camo Ouorpaduje n3yMUTEIbKH KOj€ CY )KUBEIE
u paauie Ha Teputopuju Cpouje — Karapune MianeHoBuh (octynak u cMeca 3a OCIHKaBambe
TkannHa), Mapuje Ocrenenku (MeramHu 3amymad 3a Oome), Janwume Tapabuh (amapat 3a
KyBame TeuHocTH), Banentune Kapramwckaje m Emmnuje Kampd (moctymak 3a mpaBibeme
CpeIICTBa 3a CKUamke KOXKHUIle W HeurcTohe ca HOKTH]Y), Auapeje Mmmh (BpcTta xanenmapa),
Tatjane Kynacese (mocrymnak 3a n3paay pejbe(HUX IIapa 3a HAHOLICHE Ha pa3He MpeaMeTe),
Jenene ondenn (6unujapcku cTo, I1e ce Tpajambe Urpe MOXKE YHAIpPe OJPEIUTH HOBUAHUM
ynorom), Jlanune 'ajuh (moctymak 3a cTuMynamnujy pacta ¥ pa3Buha OuJbaka aJaHTOMHCKE
Bpcte — Aepocmemun), Bupme IlomoBuh (mocTtymak mpOHM3BOAKE TEPMOU30JIAUOHOT
MaTepHjajia OTIIOPHOT Ha BHCOKUM Temmeparypama — Budacun) u Jymanke Manauh
(3aKpuBJbEHA CaABUTJbMBA MarHeTHa KJIOMKa 3a HEWHBAa3WBHO H3MEIITame TI'BOXKI)EBUTHX
CTpaHUX Tella W3 JbYJACKOI OpraHuM3Ma M MOCTYyMaK 3a meHy ynorpelOy). CBako MorjiaBibe
ypeheHo je Tako ma caapku OCHOBHE Omorpad)cke MmojaTKe O HAYYHHIIM WU HU3YMHUTEIBKH,
weHy ¢Gororpadujy (yKOIUKO MOCTOjU), Kao U (oTtorpaduje (HampTe) maTeHaTa U 3BaHUIHUX
NaTeHTHUX cnuca. HaydHe MeToe AeTajbHO Cy aHAIM3KUpaHe U npuiaroleHe ynraonuma, 6e3
003upa Ha TO Ja JIK UMajJy JTOUPa C HAYKOM.

Hako ce ¢ Hay4dHOT acnekTa U3yMH YMHOTOME Pa3JiMKyjy, UMIaK MOCTOjU U3BECHA HUT
Koja ux rnose3yje. OHM HaM IIpe CBEra OTKPUBA]y )KEHCKY MEPIETLHN]y )KUBOTA U aHTPOIIOJIOTH]Y
KEHCKe rcuxe. BehnHa n3ymMHuTesbki MOMEHYTHX Y OBOj CTYIUjU JIeNUIIA j€ CIUYHY CyJOUHY.
On Karapune Mnanenosuh, koja je jomr mpe Ipyror cBETCKOT para jaajia CBOj JONPUHOC Y
obnacTu mpuMemeHe yMmeTHocTd, npeko [lanune [Majuh, umju je pan bnarora JXapkxosuh
OKapaKTepucao Kao MOHOC LEJOr Halller Hapoa u ynopenuo ¢ TecauHum nocturayhuma, cee
no Hdymanke Manauh, Koja yciea cBakoJAHEBHOT pajia ¢ pambeHUIIIMa TOKOM PaTHOT Meproja
JIeBEJICCETUX JI0JIa3u JI0 MJIeje O MATEeHTY KOju KacHUje 10o0uja KIMHUYKY IpUMEHY. Y CBOM
paay ¥ UCTpaKUBamby XEPOUHE CPIICKE HAyKe HEM30CTaBHO Cy CE CycpeTalle ¢ OCIopaBambUMa,

npeapacyaama, Hepa3yMeBambeM, TpIIee Cy H3BECHE MaTepHjaiHe MITeTe, O/Ta3mie U Bpahaie



Ce€ y CBOjy IOMOBHUHY. MehyTum, yrpkoc HarpajgaMa U mpU3HamkbUMa, O0CTaje MUTAmkEe IITa CY
u3ymuTespke 1oomie 3ay3Bpar. CypoBOCT Koja Blajia CBETOM HayKe yTHULajla je U Ha OpojHe
IpoHaja3aye Yrju Cy U3yMH BHUIIE KOPUCTH JOHENU JIpyrMMa Hero muMa camuMma. Kakse cy
Owie cynOuHe eHa 0e3 WHCTUTYITMOHAIHE MOAPIIKE U PEHOMHUPAHOT UMEHA, MOYKEMO CamMo
Hacnytuth. biarora XXapkoBuh Haj0osbe je Mcka3zao CymTUHY TUX Hemaha TBpaehu na ,,cBe
1IITO je BEJIMKO, YBEK j€ Ha KOPHUCT Apyrux‘.

Wzname koje cy mnpupeaunu Anexkcangap IlerpoBuh u Amnnpujana BacuseeBuh
CBOjEBPCHA j& 3aXBaJIHHIIA, CBEJOYAHCTBO O TPHOBHTOM ITyTy Ka YCIIEXY CPIICKUX Hay4YHHIIA
MPOILIOT BeKa, KOje MPBEHCTBEHO MMa 3a IIUJb J1a HCIIPaBH HENPaB/y U MMOJUTHE Beo 3a0opaBa
C BUXOBUX MMEHA, a 3aTUM U Jia CTBOPU T€MeJb 3a Jlajbe MpoyyaBame U apupMaIjy *KeHa y

Hayiu. Cehame Ha OBe BeJIMKE U3YMUTEJbKE MOTBP/IA j€ CIIOCOOHOCTH U yMeha HaluX *KeHa, a

yjenHo u Haza 1a he BUXOBUM MyTeM KpeHyTH U Oyayhe reneparnuje.

1 OBaj Texcr je HacTao y okBupy Kmuowcencmaa.

2 Anexcangap Iletposuh n Aunpujana Bacuisesuh, Cee wmo je senuxo yeex je na xopucm Opyaux,
Kpamax npeeneo uzymumenxu y Cpouju XX eexa (beorpan: 3aBoa 3a MHTENCKTyaJdHY CBOjUHY
Peny6muke Cp6uje, 2020), 94.
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JenHo ,,HeoBAalILe KIbMKEBHO Beye

VY bubnmorernu rpaga beorpana 8. cenremOpa oapxkaHo je Beue mocBeheHo moesuju
Mapuje Kuexesuh. [ToBonx je 1Boje3nyuHO U3aame ogadbpaHux rnecama moJ| HacJIoBOM TexHuxa
oucarva, onnocHo, Breathing Technique (Zephyr Press 2020), y cjajaom npesoxy Cubenan
dopecTep.

Ha oBoj ,,HeOBHaIIKH0j" BeuepH, Kako je caMa ayTopka KacHH]j€ Omucana CycpeT YKHBO
¢ MyOJMKOM, Ha KOME je C MPEeBOJUTEIHKOM YHTala MOe3Ujy y JIBa Ijlaca M Ha JBa je3WKa,
ropopuJe cy u Ap 3opuna bewanosuh Huxonuh u np Csetinana Tomuh.

OBum moBomom mojncehamo Bac Ha TekcT ,,CUMOOJIMYKO IMOCPEIOBAEE YKEHCKOT
JOKUBJbaja CBETA W JKEHCKOT cTBapaiamTBa y moesuju Mapuje KuexeBuh” u3 mepa np
beuanosuh Hukomnuh, 00jaBJbeH y Krouoicencmsy 0poj 5

(http://www.knjizenstvo.rs/sr/casopisi/2015/zenska-knjizevnost-i-kultura/simbolicko-

posredovanje-zenskog-dozivljaja-sveta-i-zenskog-stvaralastva-u-poeziji-marije-knezevic).

Mo,
Q@j\w ?% Bub.noreka rpaga Beorpaia
:_%%J g cpena, 8. centemGap 2021.y 19 catn
%7 peokt anraoanua Oe/bema YMETHOCTH
Breathing Tehnique (Texnuka o ) - up 1ji P! uyamLa
n3abpannux necama HCTAKHYTE CpricKe Mapuje Ki llpesos na

eHraeckn ypaauiaa je npod. ip Cubenan ®opecrep. Kisury je ofjanuia n3nagauxa kyha
Zephyr Press, 2020. roxume (Macagycere, CAJL).
Yuecrnyjy:
Mapuja Knexesuh, necnnknma
npod. ap Cubeaan Mopecrep (Coaprmop xoney, Henenasanuja), npesonrebka
npod. ap 3opuna b h H h (Oun dawyver, Beorpan)
npod. ap Cuernana Tomuh (Anda BK Yuusepsnrer, Beorpan)

Avmopka he wumamu necye wa a e HQ eHa:  Je3UKY.

Saunmepecosanu cnywaoiu sohu he 0a Kyne krsucy nocie Rposoiije.

.BREATHING TECHNIQUE
“# poetry by MARIJA KNEZEVIC

Zephyr Press, 2020. Mapuja Kuewesnh


http://www.knjizenstvo.rs/sr/casopisi/2015/zenska-knjizevnost-i-kultura/simbolicko-posredovanje-zenskog-dozivljaja-sveta-i-zenskog-stvaralastva-u-poeziji-marije-knezevic
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Cgetnana Tomuh, 3opurna bewanosuh Huxommh, Mapuja Kuexesuh u Cubenan @opectep

doto: Kruxcerncmeo



An “Outlandish” Poetry Reading

On September 8, a reading dedicated to the poetry of Marija Knezevi¢ was held at the
Belgrade City Library. It was organised to mark the bilingual edition of selected poems called
Breathing Technique (Zephyr Press 2020), exceptionally translated by Sibelan Forrester.

Dr Zorica Becanovi¢ Nikoli¢ and Dr Svetlana Tomi¢ also spoke at this “outlandish”
reading, as Marija Knezevi¢ herself described her meeting with the audience. Knezevi¢’s poetry
was read in two voices and in two languages, in Serbian by the author, and in English by the
translator.

We would like to remind you of the text The Symbolic Mediation of the Female Experience
of the World and Women'’s Creativity in the Poetry of Marija Knezevi¢ written by Dr Becanovic¢
Nikoli¢, published in Knjizenstvo, vol. 5 (http://www.knjizenstvo.rs/sr/casopisi/2015/zenska-

knjizevnost-i-kultura/simbolicko-posredovanje-zenskog-dozivljaja-sveta-i-zenskog-stvaralastva-

u-poeziji-marije-knezevic).

Translated by Radojka Jevti¢

Mo,
é&"\w 7‘% Budanoreka rpana Beorpaaa
3 m cpeaa, 8. centemGap 2021. y 19 carn
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7 G0 antaonnua Oe/bernha YMETHOCTH

Breathing Telmigue (Texnuka ducara) - NPeICTABBLAILE ABOJEINUHOT AMEPHUKOT HITAILA
WAGPANNY MECAMA HCTAKHYTE Cpneke Kikenniune Mapnje Knexennh, Iperoa wa
enraeckn ypaana je npod. ap Cabenan Mopecrep. Kiury je 06j kyha
Zephyr Press, 2020. roaune (Macanyeere, CAJT).

Vuecrsyjy:
*  Mapunja Kneswesuh, necnuknima
* npod. ap Cubenan Popecrep (Craprvop koacw, lenenanannja), npenoanrenka
« npod. ap 3opuua beuanornh Hukoanh (Puaonomkn dakyarer, beorpan)
® npod. ap Ceeraana Towuh (Aaga BK Yuusepsurer, beorpan)
Aymopxa he uumami: neciue na CPRCKOM, @ NPEEOOUME LKA Ha eH2AECKOM JEIURY.

3aunmepecosanu eayuaoyn smohu he 0a Kyne kruzy nocae npoMoufe.

BREATHING TECHNIOUE

y MARIJA KNEZEVIC

Zephyr Press, 2020. Mapuja Kueaenuh
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Svetlana Tomi¢, Zorica Be¢anovi¢ Nikoli¢, Marija Knezevi¢ and Sibelan Forrester

Photo: KnjiZzenstvo



OtkpuBena cnomen miio4a Jeannu benosuh bepnanukosckoj y Hoom

Cany

Cnomen moua Jenuim benosuh bepHanmkoBckoj mocraBibeHa je 22. centeMOpa oBe
ronuHe Ha YcneHckoM rpo6sby y HoBom Camy. Tom mpunmukom cy o Jemunu bemosuh
bepnangmkoBckoj roBopuite Jlymanka MapkoBuh, KyCTOCKHE-A B My3€jCcKa caBeTHHIA Y My3ejy
I'pana Hoor Cana, Ceernana Ilpoxuh, npeaceanuna Kona cprnckux cecrapa u np ['opnana
CrojakoBuh.

NuanmmjatuBy 3a moam3ame CriomeH mmiode, Ha mnpemior Jlymanke Mapkosuh,
nokpenyino je Komo cprckux cecrapa Emapxuje 6auke 2016. rogune. [Inanupano je na ce
wioya noctaBu 2020. rommue, moBogoM 150 rommHa ox pohemwa Jemune benosuh
BepuanukoBcke, aiu je pok momMepeH ycinea nanaemuje. OBOro UM MOCTaB/bABEM TLI0UE
obemnexeHo je 75 roauHa 01 CMPTH 3Ha4ajHE €THOTPAPKUHE ¥ KIbH)KEBHHUIIE, ITEIarOIMIKULE U
ypennuiie anmanaxa Cpnkura u3 1913. ronune.

Hogru Cap je Tume jorn jeTHOM 030 MPU3HAKE CBOjO] BETUKOj cyrpalhaHkH, Mo K0joj je
Ha3BaHa U jeJlHa yIula y oBOM rpaay. To je He caMo mpumMmep 3a ocTalie IpaJoBe y KOjuma je
Jemuma benouh bepnanpmkoBcka paguia, monyT bama Jlyke, CapajeBa, 3arpeda u Ocujeka,
Beh W 4MH 3a yriename y Be3u ca APYriuM BEITHMKUM KEHaMa Koje Cy 3aly)KUIe Halry KyJITypy.

O Jemumu benoBuh bepHagukoBckoj y ©06asu u yacomucy Kruoicencmeso:

http://knjizenstvo.etf.bg.ac.rs/sr/autorke/jelica-belovic-bernadzikovska.
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®otorpadwuja: J[. Mapkosuh


http://knjizenstvo.etf.bg.ac.rs/sr/autorke/jelica-belovic-bernadzikovska

Commemorative Plaque to Jelica Belovi¢-Bernadzikowska Unveiled in Novi
Sad

The commemorative plaque dedicated to Jelica Belovi¢-Bernadzikowska was unveiled
on September 22 this year at the Uspensko cemetery in Novi Sad. DuSanka Markovi¢, the
curator and museum advisor of the City Museum of Novi Sad, Svetlana Proki¢, the president
of the Circle of Serbian Sisters and Dr Gordana Stojakovi¢ spoke on the occasion.

The initiative to put up the plaque was launched by the Circle of Serbian Sisters of the
Eparchy of Backa in 2016, at the suggestion of DuSanka Markovi¢. The plan was to put up the
plague in 2020, on the 150" anniversary of Jelica Belovi¢-Bernadzikowska’s birth, but the
deadline was moved due to the pandemic. This year’s unveiling of the plaque marks 75 years
since the death of the renowned ethnographer and author, pedagogue and editor of the Srpkinja
(The Serbian Woman) almanac from 1913.

Thus, Novi Sad once again paid respect to its esteemed resident, who even has a street
named after her in this city. This sets an example for other cities in which Jelica Belovi¢-
Bernadzikowska worked, such as Banja Luka, Sarajevo, Zagreb and Osijek, and represents a
role-model regarding possible plaques dedicated to other great women that our culture is
indebted to.

On Jelica Belovi¢-Bernadzikowska in the database and journal Khnjizenstvo:
http://knjizenstvo.etf.bg.ac.rs/en/authors/jelica-belovic-bernadzikovska.

Translated by Radojka Jevti¢

Photo: D. Markovié


http://knjizenstvo.etf.bg.ac.rs/en/authors/jelica-belovic-bernadzikovska

Besemke 0 ayropkama u ayTopy

Jparana I'pyjuh (1976) je Banpenna mnpodecopka Ha Kareapu 3a OubimorekapcTBo U
uHpopmatuky Punonomkor Qakynrera YHuBep3utera y beorpamy. Ox 2016. rnaBHa u
OJICOBOPHA ypEeIHUIIA YACOTHCa 3a TEOPH]Y H TIpaKcy OubimorekapcTa — bubauomexap. Ynanuia
je penaknuje yaconuca Kruowcencmeso. Unanuna Onoopa Cycpema bubauozpaga y cnomern na op
Teopeuja  Muxaunosuha. Ilpencemnuna Kommcuje 3a CTHIake JHIEHIE 32 IIKOJCKOT

oubnuorekapa.

HNBana J[lejanoBuh (beorpan, 1993) je noktopanTkuma Ha OwumonomkoM GakyaTeTy
VYuusepsutera y beorpany. OcHoBHe cryauje je 3aBpmmia Ha PuimonomkoM (akynrery, Ha
Karenpu 3a opujentanuctuky, Typcku je3uK, KEbH)KEBHOCT U Ky/ITypa. Mactep cTyauje 3aBpiinia
je 2017. ronquHe omOpaHoOM MacTep paaa Ha TeMy OcHosHo obpazosarve ¥y OCMAHCKOM Yapcma).
Jlobutnuma je ctunenauje @onma 3a miajae tanente — Jlocureja, 3a akaaeMcky roguny 2015/16.
@unonomky GakylITeT ypydHo joj je MOXBaly 3a H3BaHPEAAH yCIieX Yy akaJIeMCKOM 00pa3oBamy.
baBu ce mpoyuyaBameM CPICKO-TYPCKHX KEM)KEBHHX Be3a, KEHCKE KIHMDKEBHOCTH U KEHCKE H
¢dbemunuctuuke nepuoauke y Ocmanckom napcrBy. Kao crunenmuctkuma MuHuCTapcTBa
MPOCBETE, HAYKEe M TEXHOJIOMIKOT pa3Boja, aHTaxkoBaHa je Ha DwiojomkoM ¢akylITeTy Ha

pojeKTy Krudicencmeo — meopuja u ucCmopuja Hemcke KroUdCeHOCMU Ha CPACKOM je3UKy 00

1915. co0une.

Bubana JlojunnoBuh (1963) je pemoua mpodecopka Ha Kareapu 3a ommry KeHKEBHOCT H
TeopHjy KmmkeBHocTH Duionomkor daxynarera YHuBep3utera y beorpany. Jemna je of
ocHuBauuia LlenTpa 3a sxeHcke cryauje y beorpany kao u MHI0K 1ieHTpa Acoryjaryje 3a )KeHCKyY
WHULIMjaTuBY. [ TaBHA ypennuna I enepa, yacomnuca 3a peMuHUCTHIKY TeopH]jy, o1 2002. mo 2008.
Ox 2009. unanuna ynpasaor ogoopa COST Action 1S0901, Women Writers in History: Toward a
New Understanding of European Literary Culture (2009-2013). Ox 2011. pykoBoauTesbKa
UCTPAXKUBAYKOT TpOjeKTa KmudceHcmeo — meopuja u UCmopuja HceHcke KRoUMCeGHOCMU Ha
cpncxkom jesuxy oo 1915. cooune. OcHuBauWIla ¥ TJaBHA M OJTOBOpPHA YPEIHMIIA YacCOIHCa
Krouosicencmeo on 2011. romune. OOCjaBuna je kmure [ unokpumuxa. Poo u npoyuasarve

Kmudicesnocmu  kojy ¢y nucane ocere (1993); Ooabpana 6bubruoepaguja padosa u3



(emunucmuuxe meopuje/sncenckux cmyouja 1974-1996 (1997); Ipadosu, cobe, nopmpemu
(2006); GendeRingS: Gendered Readings in Serbian Women's Writing (CD) (2006); Kapmoepagh
mooeprnoe ceema (2007); Cycpemu y mamu: yso0 y uumarne Bupyunuje Byagh (2011) u Ilpaso
cynya: Jpyeauuju mooeprusmu (2015). M3nama koja je ypenuia, CaMOCTaTHO WK Y Capajibu, Y

OKBHPY MpojekTa Kmudicencmeo Hanase ce Ha uHKy: http://www.knjizenstvo.rs/sr/izdanja.

Website: https://biljanadojcinovic.net

I'opnana Boxouh (1976) Bampenna je mpodecopka Ha Kartenpu 3a OuOnImMoTEeKapcTBO M
nHopmatuky dunonomkor dakynrera YHusep3utera y beorpany. [Ipenaje Ha cemunapuma 3a
IKOJICKe OuOnmoTekape, akpeauTOBaHUX O] 3aBoja 3a yHampeheme oOpa3zoBama PemyOmmke
Cpbuje. Unanuna je penakuuje qaconuca llpesoounay (u3naBad Y qpyXeme HAyIHUX U CTPYIHHX
npesoquinana Cpouje). Ynanuma je Ombopa PykomucHOr onesbewa W YPEIHUINTBA CIHIIN)E
bubnmuorpaduje Marune cprcke. Unanuma je Komucuje 3a monaramke CTPYYHOT HCIIHTA Yy
Haponnoj 6u6mmorenu Cp6uje, ucnutubad 3a npeameT OcHoBe OMOIMOTEKapCTBA. YUECTBYj€ HA

npojexTy Kruoicencmeo, meopuja u ucmopuja Hemcke KrUdCesHOCMU HA CPRCKOM je3UKy 00

1915. co0une.

3opana Bykmh (beorpan, 1992) ocHoBHe M Mactep cryauje 3aBpimmia je Ha DUIOTOIMKOM
¢dakyntery YuuBep3utera y beorpamy, Ha Katenpu 3a pomaHucTHKy, PyMyHCKH je3uK,
KIIKEBHOCT M KYATYpa, HAKOH Yera je Ha UCTOM (akyiTeTy ymucana JOKTOpcke cryauje. basu
Ce MPOYy4YaBamkEM CPIICKO-PYMYHCKHMX KYITYPHHX OJHOCAa U NMHUTAakEM PYMYHCKE HallMOHAJIHE
MamuHe y CpOuju, ¢ ToceOHUM OCBPTOM Ha I0JI0Ka] W TpaBa XKeHa. AyTOpKa jeé HEKOJIHKO
00jaBJbEHHX pajioBa U3 00JaCTH KIMKEBHOCTH M KynType. Kao ctunenauctkuma MuHHCTapCTBA
MPOCBETEe, HayKe W TEXHOJOIIKOT pa3Boja, ox 2019. roguHe aHrakoBaHa je Ha (DUIOIONIKOM
bakynrery, Ha NpojeKTy Kruowencmeo — meopuja u UCMOPUA HCEHCKe KIbUINCeBHOCMU HA

cpnckom jesuxy 0o 1915. eooune.

Jbana JanakomyJsy mnpenaje MOICpHY TpUKy KHIKEBHOCT Ha DakynreTy 3a MOJEpHE H
CpEebEeBEKOBHE je3MKE M JIMHTBUCTHKY YHuBep3uTera y KemOpuny. O6jaBuia je kmury The
Power of Pygmalion. Ancient Greek Sculpture in Modern Greek Poetry (Peter Lang, 2007)

(ITurmanmonoBa Moh. AHTHYKA I'pUKa CKYIITypa Y MOAEPHO) TPUKOj TOE3Uj1), Ka0 U aHTOJIOTH]Y


http://www.knjizenstvo.rs/sr/izdanja
https://biljanadojcinovic.net/

Iapmenon y noesuju na rpukom jesuky (ELIA 2009). Takole je 6una koypenuuiia u3aama Culture
and Society in Crete. From Kornaros to Kazantzakis (Cambridge Scholars, 2017) (Kyntypa u
npymtBo Kputa. On Kopuapoca no Kazanmakuca), koje mpencraBiba u3bop pedepara c
MehyHapoaHe koHpepeHnuje onpxkane y KemOpuny. ¥V OpojHuM pamgoBuMa 0aBH ce MOE3UjOM
BEJIMKUX TPUKKX mucara kao mro cy Cedepuc, KaBadu, Punioc u Enronomnynoc, usmely ocranux.
TpeHyTHO ucTpaxkyje ymoTpeOdy MHUTa KOJ MOJECPHUX TPUKUX TecHUKHma. [lpencennuma je

JIpymITBa 3a CTy/Hje MOJIEPHOT TPUKOT je3HKa, KEbWKEBHOCTH, HICTOPHUjE U KYITYpeE.

Huredopr Janan noxaha mocTAOKTOPCKE CTyAHj€ jyKHOCIOBEHCKUX KILMDKEBHOCTH M KYATYpa
Ha Ojceky 3a ClIaBUCTUKY YHHUBep3utera y beuy. YmpaBo mume cBojy Tpehy kmury (3a
xabunuranujy) o mpumnoBecTuMa mnocBeheHuM Tpaymama u o Qororpaduju y caBpeMeHO]
00CaHCKOj, XpBaTCKOj, I[PHOTOPCKO] M CPICKO] KibmkeBHOCTH. OnOpaHuia j€ ITOKTOPCKY
JTUCEepTaIMjy O Meplenuuju 1 emonujama y aeny ['ajra 'a3manoBa, pyckor muciia 1 eMUTPaHTa,
Ha MHCTUTYTY 3a cTyauje ciaBUCTHUKE Ha YHUBEp3UTeTy y [ pamy, rae je paxuia Kao HCTpaKuBayd
y obnacTu pycke JMTepaType W KyiuType. 3a Taj mpojekaT Jo0uia je JTOKTOPCKY CTHICHIH]Y
Axkanemuje Hayka AycTpuje, a 3a caMy aucepranyjy Harpaay CiaBUCTHYKOT IpyIITBa AycTpuje.
Bbena wHTEpAMCHUITIMHAPHA MCTPAXHMBAmkba YCMEPEHa Cy Ha jY)KHOCIOBEHCKE KIbH)KEBHOCTH,
PYCKy ¥ KOMIIADAaTHBHY KIGMDKEBHOCT, a YKJbYdyjy IICHXOJIOTH]y, TPHPOJHE HAyKe,
MHTEPMEIMjaTHOCT, HApaTOJIOTH]y, TEOPH]y CTHUXa, KA0 M KIWKEBHOCT, KYITYpy U ETHKY.
Jlurmomupana je pyckd M (DpaHIyCKH je3uK, ncuxoiorujy u ¢umnosodpujy. Ilopen I'pama,

HCTpaXUBAYKUM pazom 6aBuiia ce y Onecu, Mocksu u CapajeBy.

Kemka JankoBuh (Kparyjesar, 1989), nouentkuma 3a @panuycky KirkeBHOCT Ha KaTenpu 3a
pomanuctuky ®uionomkor ¢akynrera YHuBeputera y beorpamy. Ilocne numiomupama u
on0OpaHe macTep paaa, Ha MatudyHoM dakynarety je 2020. rogumHe Oa0paHWIIa U JOKTOPCKY
muceptanujy Ilpucmyn deny eocnohe /e Jlaghajem u3z yena scenckux cmyouja. Hocunar je Burie
on 20 Harpaja W IpU3HamKka U3 00JIACTH je3MKa U KIMKEBHOCTH KOj€ Cy jOj JOHENe U CTPYYHa
ycaBpIaBama y MHocTpaHcTBY (Ppanirycka, benruja, Yemka, Kuna, Pymynuja). Ayrop je npeko
30 pamoBa u mpeBoaa y aomahuMm m MehyHapogHUM yacomucuMa M 300pHHUIIMMA, KO W je/THE
nBojesnyHe MoHorpaduje. Y (okycy HEHHX HCTpakMBama Haja3e ce KJacHyHa M CaBpeMeHa

¢dpaniycka u ppaHKO(pOHCKA KELMIKEBHOCT, KEHCKE CTYIHje, CPICKO-(PpaHIlyCKe KIUKEBHE U



kyaTypHe Beze. Ox 2014. roguHe unaHuma je npojekta KruodiceHcmseo — meopuja u ucmopuja

JHCEHCKE KFoUINCEBHOCU HA CPNCKOM je3uKky 0o 1915. coduHe.

JlerasbHn  OubOnuworpadcku mojanu AOCTymHM cy Ha JmHKY: http://www.fil.bg.ac.rs/wp-

content/uploads/zaposleni/romanistika/francuski/Jankovic Zeljka 2020.pdf

Bepka I'. Kapuh pohena je y Kparyjesity 1996. ronune. OCHOBHE W MacTep CTy/Hje 3aBpIIniIa
je Ha dunonomko-ymeTHHYKOM dakynrery y Kparyjeuy, Ha Kareapu 3a IINaHCKU je3uUK U
XHCIIAaHCKE KibMkeBHOCTH. OnOpanuia je Mactep paa Ha Temy Cauka owcene y pomanuma Mopaw

0a ce cmewxauw u Pocapuo Maxasze. On 2020. rogune noxaha TOKTOpCKe akaJeMCKe CTYAH]e U3

¢dunonoruje, moayn KmmkeBHOCT Ha DHIIONOMIKO-yMETHUYKOM (DakynTeTy, YHHUBEp3UTETa y
KparyjeBuy. Ha ucrom daxynrery, ox mapra 2021. 3amociena je Kao UCTpaXkUBa4Y-IPUIIPABHUK.
Toxahana je VIHTepHAIMOHANHY JETHY LIKONY JaTHHOAMEPUUKMX CTyauja Spafioléo 2020. u
2021. ronune, TIE je HACTaBWJA Jla CE ycaBplllaBa W Hajaorpalyje cBoje 3Hame Kaja je ped o
JATHHOAMEPHUYIKO] (DEMUHUCTUIKO] KEbHKEBHOCTH. O0IaCTH HHTEPECOBamka CY jOj DEMUHHCTHYKA
TeopHja, CaBpeMEHa XUCIIaHOAMEPHUYKA KEbHKEBHOCT C aKLIEHTOM Ha KOJTYMOM]jCKY U apreHTHHCKY

KIBbUXKCBHOCT.

Camwa Koows hyuh (bama Jlyka, 1984). 'mmuasujy y Bamanyiu 3aBpimiaa je 2003. u ucte
roguHe 3amouena cryndj Ha OJCjeKy 3a HMTaIMjaHCKM M CPICKH jE3UK M KIHMDKEBHOCT Ha
dunozopckom dakynrery YHuBep3utera y bamanyuu. uminomupana je y jymy 2007. Hcte
TOJIMHE YIHUCY]e UCTpaKUBauKu AokTopatr y Cujenu, y Utanuju. Tema TOKTOpCKe AUCEpTALH]E j&
Oonoc majke u khepke y djenuma dceHckux nucaya 00 opyee noiosure XX gujeka 0o oauac. Y
¢bebpyapy 2011. ycnjemrno Opanu JOKTOpcKy nuceptannjy. Ha @unonomkom dakynrery paau o
HoBemOpa 2007. Ha mpenmernma Wranmmjancka kmuxeBHOCT |, IV u V u Urtanujancku je3uk
(n360puu npeamer). Y mapty 2014. orBapa llIkony crpanux jesuka baben Koja Hyau KypceBe 3a
onpacine u gjeny. 2018. ronune nmocraje 7oueHT Ha Ouioomkom (GakyaTeTy U IpKH KypCeBe U3
VBoma y WTanMjaHCcKy KmMkeBHOCT, Wranmmjancka kmmxkeBHocT XIV Bujeka u KeHcka

KIBbUXKCBHOCT.

Bubana Munosanosuh Kusak (1972) je qummomupana Ha Kateapu 3a CpIricKy KebHKEBHOCT U

J€3HUK ca onIuToM KibrkeBHouthy Ha @unonomkom ¢akynrery y beorpany, a Ha uctom dpaxkynrery


http://www.fil.bg.ac.rs/wp-content/uploads/zaposleni/romanistika/francuski/Jankovic_Zeljka_2020.pdf
http://www.fil.bg.ac.rs/wp-content/uploads/zaposleni/romanistika/francuski/Jankovic_Zeljka_2020.pdf

je u ogOpaHuia mactep paja. buma je myroronuiima ypeaHuIla KibHKEBHOT Yacouca U eIUIHje
bpanuueso. Ypenuuna je emunje 3ramua cmpyna Ha Mel)yHapoaHOM MECHUYKOM (DeCTUBATY
,CMenepeBcka necHr4IKa jecer koju je 2020. ronuHe obenexno mojia Beka nocrojama. basu ce
u npupehuBaukum pagom. O6jaBuia je 30upke npunosenaxa /{ea oana 6ez Mapme (2008) u Jlococ
nnosu yzeoorno (2013), apamy ,,Henorpebuu tpau“ (2012), cryaujy “The Meaning of Writing in
the New Century, or Will Internet Kill the Book” (Cmucao nucama y HOBOM BEKy HMJIH 1a Jid he
uHTepHeT youtu kmury) y Transcultural Studies, BRILL: 40-60, Articles and Book reviews,
LEIDEN, The Netherlands 2015), 36upke necama 4 2de cam ja, u 3awmo my? (2017) u Jlupcko
xonune u 6aba-memke (2019), Ipmwasuna je oyeo mpajara (2020) u [pobro mecmo 3a
HeHanucaxe necme, IBOJE3NUHO U3amke — N300 U3 MOE3Hje Ha CPIICKOM U pyCKoM je3uky (2020).
JlobutHuna je gecerak goMahux W MelyHapogHHMX Harpaja M TNpHU3HAKHA 32 KIWKEBHH H
YPEeTHUYKHU paj, Kao W 3a paja y mpocBeTd W Kynatypu. [IpeBoljeHa Ha eHriecku, (QpaHIlycKH,
HEMAauyKH, TPUYKU, MAKECOHCKH, Oyrapcku, pyCcKH, YKpajUHCKH, PYMYHCKH, ITOJbCKH, BIIAIIKUA H

CJIOBCHAUYKH jE3HK.

Mepuma Omeparuh (CapajeBo, 1988) HayuHa je ucTpakuBauniia Ha YHuBep3utety y CapajeBy
npu LleHTpy 3a HHTEPAUCIUILTMHAPHE CTYIHjE U JOKTOPAHTKHba Ha DUIIONOMIKOM (aKylTeTy y
beorpany. Ayropka je HMu3a HaydYHUX U CTPYYHHUX pasoBa 00jaB/bEHUX Y YaCOMMCHMa, 300pHUIIMMA
U yONUKaIjaMa y TOCTjyrocIOBEHCKOM NpocTopy. POKYC BEeHUX UCTPAXKHBAMKbA j€ Ha HKEHCKO]
KIbWKEBHOCTH, (UMY U UCTOPHUjU JKEHCKE yMeTHOCTH. baBu ce (peMHUHUCTHUYKUM, POAHUM H
queer ctynujama, TpaHCHAITMOHATHUM CTY/IHjaMa, Kao ¥ TEOPHjOM HHTEPCEKIIMOHATHOCTH. Takohe

ce 6aBu U IpeBoOleHEM.

Mupjana ITaBaoBuh (1969) Banpeana je mpodecopka KHHECKOT je3WKa W KHMIKEBHOCTH Ha
Ounonomkom (akynrery YHupep3uteta y beorpamy. Ayropka je kmure Mooepna kuHnecka
opama u Xenpux Hb3en (I'eonoetrka, 2014) u koayropka ¢ I'y RMHT yHHBEP3UTETCKOT yIIOCHHKA
Kunecku jesux 3 (Punonomku dakynret, 2006). Takohe ce 6aBu 1 KibikeBHUM npeBohemeM. C
KMHECKOT je3uKa npesena je nena A Yenra, Cy Tonra, Mo Jena, [laur Aununr, Lao Jya u npyrux
aytopa. 3a npeos Cy ToHroor pomana huny ox Y apyxkema KibKeBHUX TTpeBoamiana Cpouje
nobuiia je mpecTHKHY Harpanay ,,Muitom Dypuh‘ 3a HajoosbH TpeBO po3HOT Aemna 2006. roauHe.

3ajenno ¢ mpodecopom 3opanom CkpobaHoBmheM ypemuna je JBE aHTOJOTHje MOJEPHE H



caBpeMeHe KMHECKe mpuue. Aumonozuja mooepre kunecke npuue (I'eomoeruka, 2014) u ¥V npsom
auyy: awmonocuja caspemere kumnecke npuwe (I'eomoetwmka, 2015). Umanuna je EBporckor
yapyxema kuneckux cryauja (EACS) u VY apyxema kibnxeBHUX npeBoauiana Cpouje. O6mactu
IEHOI UCTPAXKHBama Cy MOJEpHAa U CaBpEeMEHa KMHECKa KIMKEBHOCT, TeOpHja IpeBohema,

KUHECKH (PrIIM.

Haranua Ilanac (1994, Ilo3uam, [losbcka) — 3aBpiIniia je OCHOBHE CTYAMjE XPBATCKE
¢unonoruje (2016) u mactep cryauje 6ankanuctuke (2018) y UHCcTUTYTY clioBeHCKe (uionoruje
Ha YHHBeEp3UTETY ,,AnaMm Murkujesud‘ y [lo3namy. JlokTopanTkuma je y Pagunonunm 3a pogHe
U TpaHcKynTyposomke Oankanuctuuke cryauje (MCD, YAM). TpenyTHO paau Ha TOKTOPCKO]
temu Kyrimypa namhera u cpncku eManyunayujcku OUcKypc y aymoouozpaguckum mexcmosuma
arcenckoe aymopemea (19-20. eex) nox meHtopctBoM mnpod. Marganene Kox. OBaj mpojekar
¢unancupa Hanmonanau Hayunu nientap y [lossckoj. Jlo cana je uctpaxkupana Ycnomene Jlende
WBanuh u /[nesnux Teomope KpajeBcke, a m3narana je u Ha KOHEpEeHIMjaMa paoBE O OBHUM

JeMma.

Munna IynaBan je murutomupana Ha Katenpu 3a €HITIECKH j€3HK, KEHMDKEBHOCT U KYITYpPY
Odunonomkor dakynrera y beorpagy 2013. roguHe u Ha ucTtoM (akynretry onOpaHuIa MacTep

Te3y MoJ HacIOBOM [Tunyonoge xepoune. pemunucmuuxa kpumuka QObjase bpoja 49 u Bleeding

Edge Tomaca I[Munuona. Jloktopcke cryauje je ymucana 2018. rogumne Ha Puonomkom

¢dakynrery y beorpany Ha moayny KmuxkeBHocT. baBu ce cTynujama KmUKEBHOCTH, poAa U

KYJNTYype.

Ipagunta CeHrynra je BaHpeIHU MPodecop EHTIIECKOT je3uKa U KIKEBHOCTH Ha JKeHCKOM
koneny y bypasany, y 3anagnom benrany, MUnauja. herosa noktopcka aucepraruja, oq0pameHa
Ha YHuBep3utTeTy y BypaBany, mocBeheHa je xotopHoBckuM pomanmma [lona Ammajka. Kao
MOCTOAOKTOPCKH ucTpakuBad LleHTpa 3a melhynapoaau nporpam Ha YHuBepsutrery Ocmanuja y
Xwunepabany Hamucao je pax “Recasting Contemporary America: A Study of John Updike’s
‘Rabbit Tetralogy’” (IlpeobnukoBame caBpemere Amepuke: CTyanja o rerpaioruju o 3exku [lona
Anmajka). tberosu tekcroBu o Kurcy, Xoropuy, Taropy, [ukency, Pobepty ®pocry, [Tutepy

Kepujy, Llozedy Kenepy, Jejrcy, Emepcony u Anpajky o6jaBspuBanu cy He camo y MHnuju Beh u



y WHOCTpaHCTBY, m3Mmel)y ocrajor y uacommcuma The Belgrade BELLS ca VYuuBepsurera y
beorpany u The John Updike Review ca Yuuepsutera y CHHCHHATHjy, Ka0 U y 300pHHUKY

BYjopIIKor u3asada Lexington Book.

Bbubana Ckombak je pohena 1993. ronune y beorpany. OcHOBHE 1 MacTep CTy/AH]€ j€ 3aBpIIuia
Ha OunonomkoM dakynrery y beorpany, rie je TpeHyTHO ynucaHa Ha JOKTOpcke cryauje. Tokom
OCHOBHOT' M MacTep o0pa3oBama je Ouiaa CTUNECHAWCTKHE-a MHUHHCTAapCTBA MPOCBETE, HAYKE U
TEXHOJIOIIKOT pa3Boja 1 MuHHCTapcTBa OMJaJuHe W cnopTa. Ha IOKTOpckMM crynujama je
CTHITCHANCTKNa MUHUCTAPCTBA TPOCBETE, HAYKE U TEXHOJIOUIKOT pa3Boja M YKJbYUYeHA je y paj
npojekta Kruoicencmseo: meopuja u ucmopuja H#eHcke KrUuiCeeHOCmU HA CPICKOM je3UKy 00

1915. cooune.

Caetaana CredanoBuh je qumiomupana ucropujy Ha @umnozodckom Gakynrery YHUBEP3UTETA
y beorpany, rae je onOpanuna u maructapcku paj /Kencko numarve y 6eocpadckoj wimamnu u
nepuoouyu 1918-1941. Jloktopcku pan Ha Temy Hayuja u poo — JKene y Cpouju 00 cpedune 19.

sexa 0o Jlpyeoe ceemckoe pama (http://nbn-resolving.de/urn:nbn:de:bsz:15-gucosa-203559)

onOpaHuia je Ha YHuBep3uTeTy y Jlajmuury. AyTopka BuIe panoBa 00jaBJbeHUX y HAyYHUM
yaconmucuma W 300pHuninMa. Dokyc HCTpakuBama: HCTOpHja )eHa u pojxa y CpOuju u

Jyrocnasuju (y 19. u npBoj nonosunu 20. Bexa). Pagu y ApxuBy Jyrocnasuje.

Ana Croamh pohena je 1962. romune y beorpamy. [umiommupana je W maructpupajia Ha
Onememwy 3a ucropujy dunozodcekor paxynrera y beorpany. Jlokropupana je nHa DakynreTy
nonuTHYKUX Hayka y beorpany. baBu ce npymrsenom ucropujom y 19. u nouerkom 20. Beka a
moceOHO POJHOM U UCTOpHjoM heMUuHU3Ma. AyTOopKa je, m3mel)y ocranor, MoHorpaduja Kpasuya
Jlpaea Obpenosuh (tpehe mzname 2019), Cecmpe Cpnkurbe — nojasa nokpema 3a eManyunayujy
arcena u panoe gemunusma y Kpawesunu Cpouju (2015). Ayropka je u ypennumna IToprana 3a

KeHCcKy U poany ucropujy (https://zristorija.iib.ac.rs/) u unanuna Casera llenTpa 3a »eHcke

cTyauje.

Oana ®orake Jly6anapy (1973) je mpodecopka KmHKEBHE TEOpHje Ha YHHBEP3UTETY Y

Bbykypemty. Ilpenaje u nume o Temama u3 cieaehux obnacTu: MoaepHa KiM)KEBHA TEOpHja,


http://nbn-resolving.de/urn:nbn:de:bsz:15-qucosa-203559
https://zristorija.iib.ac.rs/

KOMITapaTHBHA KIWKEBHOCT, UCTOPHja KILMKEBHHUX HJIEja U CTY[H]€ €T3mia. YUecTBOBajla je y
UCTPAXUBAYKUM TPOjeKTUMA Y PyMyHHjH W MHOCTPAHCTBY, a TOCTOBAJIA j& Kao MpeJaBadulia y
Uranuju, Jyxxnoj Kopeju u Pymynuju. Unanuna je Haygnor ogbopa yaconuca Romania Orientale
u3 Uramuje, Dacoromania litteraria xoju o6jaBipyje PymyHcka akagemuja u3 Kiryxka, u Annals of
the University of Bucharest — Philology series. Mehy meHuM HOBHjuUM myOIuKalijama Ha
PYMYHCKOM cy 300pHUK Mana u necenda: 22 eceja o Mupuu Kampameckyy (u3 2020. y xom je
Koypennuia) u Ilogpamua nymosarsa: Krudxicegnomeopujcke pyme y nocmmooepruzmy (n3 2016.
y KoM je koypenuuua). Y waconucy Journal of World Literature, 3:1, 2017, o6jaBuia je uiaHak
»,Did Romania Move South? Representations of Geocultural Identity” ([Ia nmu ce Pymynwuja

npecenia Ha jyr? [IpeacTaBe reoKyaTypOJIOMIKOT HACHTHTETA).



Notes on Contributors

Ivana Dejanovi¢ (Belgrade, 1993) is a PhD candidate at the Faculty of Philology, University
of Belgrade. She obtained her BA at the Department of Oriental Studies, Department of Turkish
Language, Literature and Culture at the Faculty of Philology, University of Belgrade. In 2017,
she defended her master thesis — Elementary Education in the Ottoman Empire. She was
awarded the Scholarship for Young Talents - Dositeja for the academic year 2015/16, and the
Faculty of Philology honoured her for her outstanding academic achievement. She is a
scholarship holder of the Ministry of Education, Science and Technological Development, on
the project Knjizenstvo — Theory and History of Women’s Writing in Serbian until 1915. Areas
of her interest include Serbian-Turkish literary liaisons, female literature and feminine and
feminist periodicals of the Ottoman Empire.

Biljana Dojc¢inovic¢ (1963) is a full professor at the Department of Comparative Literature and
Theory of Literature, Faculty of Philology, University of Belgrade in Serbia. She was one of
the founders of the Women’s Studies Center in Belgrade, as well as the Indoc Center in the
Association for Women’s Initiative. Between 2002 and 2008, she was the editor-in-chief of
Genero, a Serbian journal of feminist theory. She has been a member of the Management
Committee of the COST (European Cooperation in the field of Science and Technical
Research) Action IS 0901 “Women Writers in History: Toward a New Understanding of
European Literary Culture” since 2009 and a member of its core group (www.costwwih.net)
since 2011. She is the director of the national project Knjizenstvo — Theory and History of
Women’s Writing in Serbian until 1915 (www.knjizenstvo.rs) and the editor-in-chief of
Knjizenstvo, Journal  for  Studies in  Literature, Gender and  Culture
(www.knjizenstvo.rs/magazine.php). She has also been a member of John Updike Society
since its founding, one of the editors of John Updike Review since 2010, and one of the JUS
directors since 2015. She has published seven academic books. The books she edited,
independently or in cooperation within the Knjizenstvo project, can be found at the link

http://www.knjizenstvo.rs/sr/izdanja.

Website: https://biljanadojcinovic.net

Gordana Dokovic¢ (1976) is an Associate Professor at the Department for Library Studies and
Information Science, Faculty of Philology, University of Belgrade, where she graduated and

completed her master’s studies. She also holds seminars for school librarians, accredited by the
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Institute for the Advancement of Education of the Republic of Serbia. She is a member of the
editorial board of the journal Prevodilac (publisher — the Association of Scientific and
Professional Translators of Serbia). She has been a member of the Board of the Manuscript
Department and Lexicography Department at Matica Srpska; a member of the Commission for
the professional exam at the National Library of Serbia; an examiner for the subject of the
Fundamentals of Library Science. Pokovi¢ is a member of the project KnjiZzenstvo, Theory and

History of Women's Writing in Serbian until 1915.

Zorana Duki¢ (Belgrade, 1992), received her BA and MA at the Department of Romance
Studies, Romanian Language, Literature and Culture at the Faculty of Philology, University of
Belgrade, after which she started her PhD studies at the same faculty. She studies Serbian-
Romanian cultural relations and the question of the Romanian national minority in Serbia, with
a special focus on the position and rights of women. She is the author of several published
papers in the field of literature and culture. As a scholarship holder of the Ministry of
Education, Science and Technological Development, she has been on the project Knjizenstvo,
Theory and History of Women's Writing in Serbian until 1915 at the Faculty of Philology since
2019.

Oana Fotache Dubilaru (b. 1973) is a professor of literary theory at the University of
Bucharest (Romania). She has taught courses and published on modern literary theory,
comparative literature, history of literary ideas, and exile studies. She has been a member in
several research projects in Romania and abroad, and has delivered talks at universities in Italy,
South Korea, and Romania. She is a member of the scientific boards of the journals Romania
Orientale (Italy), Dacoromania litteraria (Romanian Academy, Cluj-Napoca), and Annals of
the University of Bucharest — Philology Series. Her recent publications include: The Map and
the Legend. 22 Essays on Mircea Cartarescu (in Romanian; coedited, 2020); “Did Romania
Move South? Representations of Geocultural Identity”, in Journal of World Literature, 3:1,
2017; Round Trips. Literary Theory Routes in Postmodernity (in Romanian; coedited, 2016).

Dragana Gruji¢ (1976) is an Associate Professor at the Department for Library Studies and
Information Science, Faculty of Philology, University of Belgrade. Since 2016, she has been
the editor-in-chief of the journal for the theory and practice of librarianship — Bibliotekar
(Librarian). She is a member of the editorial board of the journal KnjiZzenstvo, Journal for

Studies in Literature, Gender and Culture. She is also a member of the Organizing Committee



of Meetings of Bibliographers in the Memory of Dr. Georgije Mihailovi¢, and the president of

the commission for acquiring a school librarian license.

Liana Giannakopoulou teaches Modern Greek Literature at the Faculty of Modern and
Medieval Languages and Linguistics, University of Cambridge. She is the author of The Power
of Pygmalion. Ancient Greek Sculpture in Modern Greek Poetry (Peter Lang 2007) and The
Parthenon in Poetry. An Anthology (in Greek, ELIA 2009). She has also co-edited Culture and
Society in Crete. From Kornaros to Kazantzakis (Cambridge Scholars 2017), a selection of
papers presented at an international conference held in Cambridge. She has published
extensively on the poetry of major modern Greek writers (Seferis, Cavafy, Ritsos and
Engonopoulos among others) and her current research project focuses on the use of myth in
the work of modern Greek women poets. She is the current Chair of the Society for Modern
Greek Studies.

Ingeborg Jandl is a postdoctoral researcher for South Slavic Literatures and Cultures at the
Department of Slavonic Studies at the University of Vienna. She is writing her third book
(habilitation)  about trauma narratives and  photography in  contemporary
Bosnian/Croatian/Montenegrin/Serbian literature. Ingeborg completed her dissertation on
perception and emotion in the works of the Russian émigré author Gaito Gazdanov at the
Institute of Slavic Studies, University of Graz, where she worked as a research fellow for
Russian Literature and Culture. For this project, she won the DOC fellowship by the Austrian
Academy of Sciences (OeAW) and the dissertation award by the Austrian Society of Slavistics
(OGSI). Ingeborg’s research focuses on South Slavic, Russian and comparative literature. Her
research interests include interdisciplinarity with psychology and natural sciences,
intermediality, narratology, verse theory, as well as literature/culture and ethics. Ingeborg
graduated in Russian and French Philology, Psychology and Philosophy, pursuing these
subjects in Graz, Odessa, Moscow and Sarajevo.

Zeljka Jankovié¢ (Kragujevac, 1989) is an assistant professor at the Department of Romance
Languages at the Faculty of Philology, University of Belgrade. She graduated from the same
Department (2011) and defended her master’s thesis in 2012, as well as her doctoral
dissertation (An Approach to the Work of Madame de Lafayette from the Perspective of
Women’s Studies) in 2020. She has received over twenty awards and recognitions in the area

of language and literature, which also led to various specializations abroad (France, Belgium,



the Czech Republic, China, and Romania). She is the author of more than 20 papers in Serbian
and international journals and proceedings and one bilingual monograph. The main focus of
her work is on stylistics, comparative literature, classical and contemporary French literature,
gender studies, and Serbian-French literary and cultural liaisons. Since 2014, she has been a
member of the project KnjiZzenstvo — Theory and History of Women’s Writing in Serbian until
1915. More detailed biobibliography can be found here http://www.fil.bg.ac.rs/wp-
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